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Cu o structura gandita ca un traseu intr-un spatiu expozitional
imprimat, catalogul celei de-a doua editii Art Encounters are
functia unui ghid care pune in valoare arhitectura intregii bienale.
Imprumutand modelul scenografiei spatiului locuit din romanul ce
da titlul bienalei, Viata - mod de intrebuintare, de Georges Perec,
fiecare sectiune a catalogului invita cititorul sa parcurga firesc
etapele unei vizite intr-un spatiu nou, care se lasa descoperit
treptat:

1. | In Vestibul asteapta gazdele cu un preambul pentru
contextul de desfasurare al evenimentului.

2. | Cea mai clara radiografie a demersului curatorial sta
pregatita in Bucataria ce functioneaza la foc continuu.

3. | Camerade lucru strange la un loc artistii invitati.
Subcapitolele tematice ale expozitiei centrale pun accentul
pe ,inventarul cotidian” la care acestia contribuie.

4. | Salonul este aranjat pentru o incursiune eleganta in
momentele istorice importante ale avangardei artistice
locale si internationale.

5. | Mansarda gazduieste, in acest catalog, expozitia invitata
a acestei editii Art Encounters si completeaza parcursul
istoric.

6. | Din Camera de oaspeti se intra in incaperile dedicate
spatiilor si institutiilor independente care deschid, la randul
lor, o paleta larga de abordari si contributii artistice si
discursive.

7. Gradina este acel spatiu mereu deschis in care galeriile
partenere isi expun programul si contribuie la prezentarea
contextului artistic actual.

8. | Foisorul propune un spatiu de dialog pornind de la temele
lansate de curatorii invitati, prin programul de conferinte si

dezbateri.

9. | Biblioteca reia si dezvolta directiile programului
educational.

10.| Scarainterioara este populata de oameni care se
intersecteaza si se cunosc la fata locului prin programul
de voluntariat.

11. | Terasa - un spatiu relaxat unde se descopera si se scrie
arta contemporana.

12. | Liftul este chemat sa completeze si sa extinda tema

centrala prin contributiile autorilor invitati: Mara Ambrozi¢,
Bogdan Ghiu si Flavia Goian.

a notelor biografice apartinand artistilor si autorilor

13.| Sertarul pastreaza o arhiva in continua desfasurare
invitati.

Dinamica acestui catalog evidentiaza imaginea si textul
printr-un joc permanent intre interior si exterior, atat la nivel
metaforic, prin traseul propus, cat si la nivel vizual, prin tesatura
grafica.

Astfel, firele care leaga sectiunile catalogului se pot citi cu
usurinta cu ajutorul semnelor ce indruma cititorul catre locul de
intalnire cu arta contemporana.

With a structure thought out as a path through a printed
exhibition space, the catalogue of the second edition of Art
Encounters functions as a guide which highlights the architecture
of the whole biennale. Adopting the model of the stage design
upon which the living space in the eponymous novel, La Vie mode
d'emploi (Life a User’s Manual), by Georges Perec, each section
of the catalogue invites the reader to trek naturally through the
stages of a visit within a new space, which allows itself to be
discovered gradually:

1. The hosts await in The Hallway, with a preamble for the
context in which the event is taking place.

2. | The clearest x-ray of the curating endeavor is prepared in
The Kitchen, where something is always cooking.

3. | The Study Room gathers the invited artists in one place.
The themed subchapters of the central exhibition highlight
the “daily inventory” to which they contribute.

4. | The Living Room is decorated for an elegant incursion
into the important historical moments of the local and
international artistic avantgarde.

5. | Inthis catalogue, The Attic hosts the invited exhibition of
this edition of Art Encounters completing the historical
pathway.

6. | From The Guest Room, one can enter into the chambers
dedicated to independent spaces and institutions, which
open towards a wide palette of artistic and discursive
approaches and contributions.

7. | The Garden is that perpetually open space in which
partnered galleries exhibit their programs and contribute to
the presentation of the current artistic context.

8. | The Pavilion proposes a space for dialogue, starting from
the themes opened by the invited curators, through the
conference and debate program.

9. | The Library adapts and develops the vectors brought forth
by the educational program.

10. | The Stairway is populated with people, intersecting and
meeting each-other on the spot, through the volunteering
program.

11. | The Terrace - a relaxed space in which contemporary art is
discovered and consigned to writing.

12. | The Elevator is called to complete and extend the main
theme, through the contributions of the invited authors:
Mara Ambrozi¢, Bogdan Ghiu and Flavia Goian.

13. | The Drawer preserves a continually developing archive

of biographical notes belonging to the invited artists and
authors.

The dynamic of this catalogue highlights image and text

through an ongoing oscillation between inside and outside, both
metaphorically (via the proposed pathway), and visually (through
its graphical weave).

Thus, the threads that connect the sections of the catalog can
easily be read through the signs which guide the readers towards
their meeting place with contemporary art.
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Presedintele Romaniei a acordat inaltul Patronaj bienalei de arta contemporana Art
Encounters 2017 din dorinta de a sublinia rolul esential pe care arta il are in societate
prin celebrarea diversitatii expresiei artistice, adusa in fata publicului larg, invitat sa fie
parte a unui eveniment de impact major in viata comunitatii.

Bienala de arta contemporana Art Encounters este unul dintre cele mai importante
evenimente dedicate artei contemporane organizate in Romania, si inca de la prima
sa editie, desfasurata in 2015, a setat standarde inalte in ceea ce priveste atat nivelul
artistic, cat si ancorarea in comunitate. Prin abordarea sa inovatoare, bienala a devenit
un reper in peisajul manifestarilor de arta contemporana din Romania, plasand in
acelasi timp artistii din Romania in dialog cu artisti internationali.

Prin atragerea unor curatori de prestigiu international, prin sprijinul acordat de
autoritatile locale din Timisoara si Arad si prin sustinerea organizatiilor si asociatiilor
din domeniul artei, Art Encounters 2017 are toate premisele sa se constituie intr-un
deosebit succes.

In perspectiva anului 2021, cand Timisoara va fi Capitala Europeana a Culturii, bienala
Art Encounters reprezinta un excelent prilej de a pozitiona Timisoara ca spatiu al
dialogului intercultural si al polifoniilor artistice.

Urez tuturor actorilor implicati mult succes, iar publicului experiente artistice de neuitat!

Sergiu Nistor

Consilier Prezidential
Departamentul Cultura, Culte
si Centenar al Administratiei
Prezidentiale
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The President of Romania has awarded Joint Patronage to the Art Encounters 2017
contemporary art biennale from the desire to emphasize the essential role that art has
in society by celebrating diverse artistic expressions before a large public, invited to
take part in an event with a major impact on community life.

The Art Encounters contemporary art biennale is one of the most important events
organized in Romania that are dedicated to contemporary art and, since its first edition
held in 2015, has set a high standard both in terms of artistic level and in community
ties. Through their innovative approach, the biennale has become a landmark in
Romania’s contemporary art scene, while at the same time putting the art and artists
from Romania in dialogue with international artists.

By attracting international curators with the support of the local authorities in
Timisoara and Arad, and the help of organizations and associations in the art
domain, Art Encounters 2017 has all the prerequisites to be a great success.

Looking toward the year 2021, when Timisoara will be European Capital of Culture,
the Art Encounters biennale puts Timisoara in an excellent position as a space of
international dialogue and artistic polyphony.

| wish great success to all the actors involved and unforgettable artistic experiences
to the public.

Sergiu Nistor

Presidential Counselor
Department of Culture,
Religions and Centenary of
the Presidential Administration
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Editia a doua a bienalei Art Encounters face trecerea de la un eveniment singular la
ceea ce inseamna cu adevarat o bienala de arta: revenirea o data la doi ani pe scena
artei contemporane cu un concept ce angreneaza idei si forte diverse, pentru a releva
preocupari si confruntari actuale. Odata cadrul setat, fiecare din editiile Art Encounters
isi va propune sa construiasca in continuare - sa dezvolte nucleul de activitati ce
definesc bienala, cautand in acelasi timp sa se actualizeze in permanent&, dand nastere
unui eveniment mereu proaspat, ce indrazneste sa abordeze directii si valente noi.

Am pornit in 2015 cu ,,Aparenta si esentad”, tema primei editii Art Encounters, ce I-a avut
in centrul sau pe Constantin Brancusi si a oferit o viziune de ansamblu asupra evolutiei
artei contemporane romanesti. Periplul prin arta contemporana romaneasca a fost
presarat in mod cumpatat cu lucrari ale unor figuri artistice internationale.

In 2017, accentul este indreptat spre generatia tanara de artisti romani, ce
experimenteaza cu moduri de exprimare variate, adaptate unor preocupari si interese
dintre cele mai diverse. Lucrarile lor, imbibate de problematica prezentului, compun o
paleta generoasa de perceptii unice ale diferitelor ,moduri de intrebuintare” ale vietii
umane.

Aceeasi varietate, surprinsa de data aceasta prin felurile de organizare, pozitionare si
exprimare artistica, rezulta din prezenta in bienala a unei selectii de spatii independente
din tara. Aduse pentru prima data laolalta, spatiile independente reprezinta probabil
cea mai organica dezvoltare a scenei de arta, asocieri de artisti si curatori care creeaza
platforme esentiale de expunere pentru o scena artistica locala dornica de exprimare.
Incepand cu a doua editie a bienalei, orizonturile se largesc, lasand sa patrunda in
spatiile expozitionale din Timisoara si Arad un numar tot mai mare de artisti straini, care,
prin contributia lor, ofera o cheie noua de citire a unui set de lucrari ce se afla intr-un
dialog permanent.

Incurajatd de perspectiva anului 2021, cand Timisoara va fi Capitala Culturald a Europei,
a doua editie a bienalei Art Encounters vizeaza o pozitionare vizibila la nivel regional si
international, punand un accent crescut pe arta regionald, in special pe cea nascuta

din tarile ex-iugoslave. Asocierile de lucrari urmaresc firul istoriei, de la efervescentele
artistice avangardiste ale finalului tumultos de ani '60, pana la ranile prezente ale unei
societati inca puternic marcate de traume recente.

Scopul bienalei nu este insa indreptat spre trecut, ci priveste spre viitor, dand un sens
mai larg vietii ca mod de intrebuintare. Bienala isi propune prin activitatile sale sa
contribuie la dezvoltarea culturala a cetatenilor orasului, oferind un program de mediere
si educatie menit sa apropie publicul larg de arta contemporana. Programul de educatie
pentru copii, derulat cu un deosebit succes si o mare satisfactie in 2015, este reluat la

a doua editie Art Encounters, cand este intregit cu un program destinat familiilor, un
program de initiere pentru publicul adult si un program de specializare pentru jurnalistii
de cultura.

Mesajul pe care ne dorim sa il transmitem este ca arta contemporana nu trebuie tratata
ca un domeniu ermetic, ci, abordata cu curaj si curiozitate, ea se lasa descoperita,
oferind fie un raspuns, fie o intrebare, fie doar un punct de vedere diferit. Fiecare dintre
noi va intalni cel putin un element cu care sa rezoneze, indiferent de cunostinte sau
preocupari.

Nu imi raméane decét sa va invit sa descoperiti viata prin ochii artistilor prezenti in editia
a doua a bienalei Art Encounters si sa va urez sa ne revedem cu bine la intalnirea cu
arta contemporana, la fiecare doi ani, la Timisoara si Arad!

Ovidiu Sandor
Presedintele Fundatiei Art Encounters
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The second edition of the Art Encounters biennale makes the transition from a single
event to what it really means to be an art biennale: returning to the contemporary art
scene once every two years with a concept that engages a variety of ideas and forces
to reveal current concerns and encounters. With the framework established, each
edition of Art Encounters will propose to continuously build on the core activities that
develop and define the biennale, while also searching to constantly update them, giving
rise to an ever-fresh event that dares to approach new directions and capabilities.

In 2015, we started with “Appearance and essence” as the theme for the first edition of
Art Encounters, which had Constantin Brancusi at its center, offering an overview of the
evolution of Romanian contemporary art. The journey through Romanian contemporary
art was then balanced with a spread of works from international figures in art.

In 2017, the emphasis is on the young generation of Romanian artists who experiment
with varied methods of expression, adapted to some of the most diverse concerns and
interests. Their works comprise a generous palette of unique perspectives regarding
the different “operating instructions” of human life, imbued with issues of the present.
This time, the same diversity, obtained by means of organization, positioning and artistic
expression, comes as a result of the independent art spaces from all over the country
selected to participate in the biennale. Brought for the first time together, the indepen-
dent spaces represent probably the most organic development of the art scene, artists’
and curators’ associations that create the essential platforms of exposure for a local art
scene eager to be expressed.

Starting with the second edition of the biennale, the horizons are widened, allowing an
increasing number of foreign artists to enter the exhibition spaces in Timisoara and
Arad, and their contributions offer a new key for reading a set of works in permanent
dialogue.

Encouraged by the perspective of the year 2021 when Timisoara will be European
Capital of Culture, the second edition of the Art Encounters biennale aims at visibly
positioning itself on the regional and international level, putting a stronger emphasis on
the regional arts, especially those born in the former Yugoslav countries. The mix of
works follow the thread of history, from the effervescent avant-garde art at the
tumultuous end of the '60s, to the lingering wounds of a society still strongly marked

by recent traumas.

The purpose of the biennale, however, is not to focus on the past, but to look towards
the future, giving a wider meaning of life as operating instructions. The biennale aims to
contribute to the development of culture for the residents of the city through its activ-
ities, offering a program of discussion and education with the intention of bringing the
general public closer to contemporary art. The children’s education program, met with
resounding success and a great deal of satisfaction in 2015, is again held at the second
edition of Art Encounters, and there will be an additional program for families, a starters
program for the adult public and a specialized program for cultural journalists.

The message we would like to convey is that contemporary art should not be treated as
a hermetic area but, when approached with courage and curiosity, it allows for discov-
ery, offering an answer, a question, or another point of view. All of us will meet at least
one element that resonates with us, regardless of knowledge or interests.

All I can do is invite you to discover life through the eyes of the artists at the second
edition of the Art Encounters biennale and hope to see you all again at the meeting with
contemporary art, every two years going forward in Timisoara and Arad

Ovidiu Sandor
President of Art Encounters Foundation

13
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LLumineaza orasul prin tine!” este indemnul pe care, constienti de energia constructiva
ce poate fi antrenata de catre comunitate, il adresam fiecarui concitadin, in efortul
comun de a da Timisoarei profilul orasului european mult visat.

Imaginea actuala a Timisoarei este construita din valori ale deschiderii, intelegerii

si tolerantei, dezvoltate in rama unor principii fundamentale, ca interculturalitatea si
multiconfesionalismul, pe care comunitatea le-a manifestat pe parcursul intregii sale
istorii, pastrandu-le si aparandu-le chiar si in momentele traumatice recente pe care
le-a traversat.

Grefata pe acest sol, vocatia pentru inovatie si experiment a dat unicitate unui oras
situat mereu in avanpostul dezvoltarii economice, culturale si sociale.

Expresia acestei vocatii s-a conturat prin acte culturale indraznete, inedite, prin
proiecte artistice si interventii specifice in care pulsatiile energiilor proaspete, ale
puternicei creativitati si-au gasit materializarea.

Istoria culturala a orasului a retinut aceste momente de efervescenta creativa. Dar
aceste forme de exprimare trebuie, in continuare, generate, provocate, sustinute.
Este rostul pe care acum, Bienala Art Encounters si-l asuma: sa creeze platforma prin
intermediul careia arta si artistii se pot exprima in toata noutatea expresiei lor.

Primaria Timisoara se alatura, in continuare, acestui demers, avand convingerea ferma
ca arta, creatia, in general, pot aduce impulsul novator capabil sa stimuleze orice viziune
asupra dezvoltarii de perspectiva durabila a orasului in care dorim sa traiasca frumos si
cei ce vor urma.

Nicolae Robu
Primarul Municipiului Timisoara
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“Light up your city!” is the call we make to everyone in our city, conscious of the
constructive energy that can be driven by a community, in the shared effort to give
Timisoara the profile of the often-dreamt European city.

The current image of Timisoara is built on values of openness, understanding and
tolerance, developed within the frame of fundamental principles, such as interculturality
and multi-denominationalism which have manifested throughout its history, and which

have been preserved and defended even in the recent, traumatic moments it surpassed.

Mapped on this ground, the vocation for innovation and experimentation has made the
city unique, one that is always situated at the forefront of economic, cultural and social
development.

The expression of this vocation was molded through bold and original cultural activities,
through the pulsing of artistic projects and concentrated measures, incarnating the
fresh energy and strong creative power.

These moments of creative effervescence are preserved in the cultural history of

the city. But these forms of expression must be continually generated, provoked, and
sustained.

This is the role that the Art Encounters Biennale now assumes: to create the platform
through which art and artists can articulate their expression, in all its forms.

The Timisoara City Hall continues to join this approach, thoroughly convinced that art
and creativity, in general, can bring the innovative impetus capable of stimulating any
vision for the long-term development of the city where we would like to have nice lives
for ourselves, and for those who come after us.

Nicoale Robu
Mayor of Timisoara
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Tn ultimii ani, arta contemporana si-a aflat un loc din ce in ce mai distinct si important
in aria culturala a Aradului. Fie ca vorbim de evenimente anuale si deja traditionale,

cu participare internationala, cum e Media Art Festival, fie de integrarea Aradului in
manifestari nationale, cum e Noaptea Alba a Galeriilor, sau de prezenta unor artisti
sau galeristi aradeni cu lucrari si concepte expozitionale la evenimente europene

de prestigiu, municipalitatea a avut mereu o optiune strategica si generoasain a
sprijini arta contemporana. Faptul ca Aradul este din nou partener al Art Encounters
dovedeste o data in plus aceasta optiune. Credem c4, si prin acest parteneriat,
povestea celor doua orase, Arad si Timisoara, se scrie tot mai frumos, ca o poveste a
unor ambitii si pasiuni comune, in care oameni priceputi, talentati si dedicati isi asuma
proiecte care, cu timpul, schimba in bine statutul comunitatilor noastre. Art Encounters
e ocazia fericita care, din doi in doi ani, ne aduce mai aproape: public si creatori,
institutii si manageri culturali, aradeni si timisoreni.

Gheorghe Falca
Primarul Municipiului Arad
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In recent years, contemporary art has taken a more and more distinct and important
position in Arad’s cultural space. If we're talking about annual, and already traditional,
events with an international engagement, such as Media Art Festival, or about Arad’s
inclusion in national events, such as Noaptea Alba a Galeriilor (The White Night of
Galleries), or the participation of artists or curators from Arad with exhibition works
and concepts at prestigious European events, the municipality has always made the
strategic, generous choice to support contemporary art. The fact that Arad is once
again an Art Encounters partner is further proof of this choice. We believe that, through
this partnership, the story of the two cities, Arad and Timisoara, is written even more
beautifully, as a story of shared ambitions and passions, in which bright, talented

and dedicated people undertake projects that, in time, change the standing of our
communities for the better. Art Encounters is the happy occasion that, every two years,
brings us closer together: the public and creators, institutions and cultural managers,
the people of Arad and Timisoara.

Gheorghe Falca
Mayor of Arad
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Viata - mod de intrebuintare
Portchei

Aceasta a doua editie a bienalei Art Encounters si-a
asumat ca misiune investigarea conditiei vietii moderne in
contextul acestor vremuri in continua schimbare. Ea are
in centrul atentiei strategiile pe care arta contemporana
le ofera publicului pentru a intelege aceste schimbari.
Expozitia, prin cele 11 subcapitole, spera sa stimuleze

o gandire sistemica bazata pe lucrarile si abordarile
artistilor romani si straini care au fost invitati sa participe
la acest eveniment.

Viata - mod de intrebuintare isi propune sa caute si

sa inventarieze parti din realitatea cotidiana, asa cum
apar in demersurile artistice actuale, dar siin cele
istorice. Expozitia va urmari modalitatile prin care artistii
contemporani se confrunta cu realitatea zilnica, devenita
din ce in ce mai instabila. Precum in romanul lui Georges
Perec, care a inspirat titlul temei centrale a evenimentului,
vor fi prezentate fragmente de viata, personaje si
intamplari, rememorari. Operele artistilor invitati nu
descriu ideea de totalitate, ci detalile semnificative

care pot rasturna o situatie. Confruntati cu inextricabila
incoerenta a vietii, artistii cauta solutii si propun cai de
aintelege ce se intampla, prin intermediul intrebarilor,
metaforelor, simbolurilor, care ne fac sa ne dam seama
c&, asa cum spunea artistul Fluxus Robert Filliou, ,arta
este ceea ce face viata mai interesanta decat arta”.

Cumulate, planurile pe care se desfasoara ceea ce
numim ,viata cotidiana” formeaza un palimpsest

de informatii, emotii si actiuni prelucrate de artisti.
Diversitatea acestor naratiuni sta in modurile diferite
de adaptare, personalizare si contestare a normelor —
impuse sau autoimpuse - ale vietii publice si private.

Romanul experimental al lui Georges Perec, La vie mode
d'emploi, a fost publicat in 1978 in Franta si de atunci n-a
incetat sa fie considerat unul dintre reperele literare ale
secolului XX si, in general, ale literaturii contemporane.
In cele sapte sute de pagini si nouazeci si noua de
capitole, sute de personaje isi incruciseaza vietile si
istoriile personale conform unui plan prestabilit, a unui
index si a unui memento cronologic, fiind un adevarat
tur de forta literar. Aceasta aventura scripturala se
desfasoara intr-o cladire burgheza si linistita de sase

Life a User’s Manual
Keyring

This second edition of the Art Encounters biennale has
taken on a mission to investigate the condition of modern
life in the context of these ever-changing times. It gives
center stage to the strategies which contemporary

art offers to the public in order to understand these
changes. The exhibition, through its 11 subchapters,
hopes to stimulate a systemic mode of thought, based on
the works and approaches of Romanian and international
artists invited to participate to the event.

Life a User’s Manual aims to search and perform an
inventory of aspects of modern life, as they appear

in current but also historical artistic endeavors. The
exhibition will trace the ways in which contemporary
artists face daily reality, which has become increasingly
unstable. As in Georges Perec’s novel, which inspired the
title of the central theme of the event, fragments of life
will be presented, as well as characters, occurrences,
memories. The works of the invited artists do not aspire
to describe the idea of totality, but rather the significant
details which can overturn a situation. Confronted with
the inextricable incoherence of life, artists seek solutions
and propose ways of understanding it, through questions,
metaphors, symbols which make us realize that, as
Fluxus artist Robert Filliou said, “art is what makes life
more interesting than art.”

Taken together, the planes supporting that which we call
“daily life” create a palimpsest of information, emotions
and actions processed by the artists. The diversity of
these narrations lies in the various ways of adapting,
personalizing and contesting norms — whether imposed
or self-imposed - of public and private life.

Geroges Perec’s experimental novel, La vie mode
d’emploi, was published in 1978 in France, and has
never ceased to be considered one of the literary
landmarks of the 20th Century, and of contemporary
literature in general. Within its seven hundred pages
and ninety-nine chapters, hundreds of characters cross
each-others’ lives and personal histories according to
a pre-established plan, an index and a chronological
memento, creating a true literary tour de force. This
scriptural adventure takes place in a quiet bourgeois
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etaje, mansarde si beciuri. Cladirea pare mai degraba o
macheta ideala, o constructie teoretica asemanatoare
unei case de papusi fara fatada. Tot ceea ce serveste
locuirii este contabilizat cu precizie si povestit ca atare.
Cititorul va face cunostinta cu toata aceasta lume diversa
si eterogena, afland mai mult si ajungéand sa fie mai
indiscret decat orice vecin. Noi am imprumutat modelul
lui Perec, preluand acelasi principiu in viziunea noastra
curatoriala pentru aceasta bienala. Bienala trateaza
conceptual si formal artistii asezati la acelasi etaj, pe
aceeasi scara si chiar in mansarde sau in beciuri, fiecare
avand povestea lui, de o zi sau de o viata. Curatorul,
asemenea scriitorului, tese firele legaturilor explicite si
implicite intre fiecare demers artistic si fiecare opera in
parte. El deschide usa fiecarei incaperi in fata vizitatorilor,
dezvaluind modul de functionare al vecinatatii, chiar
daca, la inceput, artistii nu banuiau ca fac parte dintr-o
comunitate mai larga si ca impartasesc zone de interes
specifice.

Contextul, ales si examinat minutios, ne ofera
posibilitatea de a circumscrie o gama larga de idei care
se lasa descoperite treptat. Natura demersurilor artistice
a contribuit la scriitura scenaristica a unor subcapitole
care, fiecare in parte, ofera elemente de intelegere si

de aprofundare a subiectelor care ii preocupa astazi

pe artisti si, prin ricoseu, si pe noi spectatorii. Artistii
contemporani se dezvaluie de fiecare data ca niste fiinte
prea umane - ca sa-l parafrazam pe Nietzsche. Diferitele
directii tematice, carora le-am spus ,subcapitole”,
sugereaza parcurgerea unei naratiuni, de la tema
spatiului public, alunecand printr-un efect de palnie care
accelereaza ,pulsul” spre tema intimitatii si seductiei.
Viata - mod de intrebuintare devine, asadar, un ansamblu
de micro-naratiuni intersectate care isi revendica un loc
si 0 voce.

Astfel, pentru ca traim cu totii intr-un mediu urbanizat -
chiar si atunci cand ne aflam intr-o zoné rurala - spatiul
si arhitectura, modul in care locuim si deprinderile
citadine au conturat atitudini pe care artistii le punin
valoare si le descriu intr-o maniera personala. De-a lungul
timpului, artistii au continuat sa alimenteze setea de
justitie si de echitate sociala, fiind permanent preocupati
de manifestarile publice ale puterii, de polis, de cetate,
cu tensiunile si dezechilibrele lor inerente. In mod

similar procedeaza si artistii contemporani care, chiar
daca nu se substituie politicienilor, sunt in prima linie a
observatorilor, gata sa sanctioneze orice derapaj. De
asemenea, artistii isi impartasesc experientele din viata
privata printr-o punere pe tapet a vietii intime, dezvaluind
publicului sensul cu care ei investesc aceste momente
prin transpunerea lor in imagini. Astfel, ,acest obscur
obiect al placerii”, cum spunea Luis Bufiuel, integreaza
diferite componente, printre care dorinta si excitatia,

dar si placerea si consolidarea identitatii personale. Alte
elemente ale existentei sunt legate in mod iremediabil
de ideea de a avea un loc al tau, un camin, o casa care
mentine si modifica nevoile sau placerile, care trebuie,
fara doar si poate, sa ne protejeze. Universul casnic
reflecta cu fidelitate atat o personalitate, cat si un instinct
gregar. Artistii au capacitatea de a transfigura o situatie
banala si de a pune in lumina elementele neobisnuite ale
spatiului interior. Munca este si ea o parte intrinseca a
vietii. Dar care este importanta sa reala astazi? Cum ar
trebui sa fie luat in considerare locul de munca? Munca
ne permite sa supravietuim si ne asigura un confort. Ea
este cea care ne ofera un statut social, o pozitie bine
definita care masoara ambitia cuiva intr-o societate
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building, six-storeys high, with attics and basements.
The building seems more like an ideal scale-model, a
theoretical construction not unlike a dollhouse without
a fourth wall. Everything which serves the inhabitance
is tallied precisely and narrated accordingly. The reader
will encounter this diverse and heterogeneous world,
learning more and becoming more indiscreet than any
neighbor. We borrowed Perec’s model, assuming the
same principle in our curatorial vision for this biennial.
The event offers the same conceptual and formal
treatment to artists placed on the same floors, the
same flights, or even in attics and basements, each with
their own story, which span for one day, or throughout
one’s lifetime. The curator, just as the writer, weaves the
threads of the explicit and implicit bonds between each
artistic endeavor and each individual work. He opens
the door to each room for the visitors, unveiling the
mechanisms of neighborhood, even if, at first, not even
the artists themselves were aware that they’re part of a
larger community and that they share specific areas of
interest.

The context, painstakingly selected and examined, offers
us the possibility to trace a large array of ideas which
allow themselves to be discovered gradually. The nature
of artistic endeavors has contributed to the scriptwriting
of certain sub-chapters which, each taken on their own,
offer elements of understanding and study of subjects
which preoccupy artists today, and, through rebound,
preoccupy us, the viewers. Contemporary artists
continually reveal themselves as all-too-human beings -
to paraphrase Nietzsche. The various thematic vectors,
which we've referred to as sub-chapters, suggest

the browsing through a narration, from the theme of
public space, gliding through a funnel effect which
accelerates the “pulse”, through the themes of intimacy
and seduction. Life a User’s Manual thus becomes an
ensemble of intersecting micro-narrations, which claim a
place and voice for themselves.

Thus, because we all live in an urbanized environment

- even when we are in a rural area — space and
architecture, the way we occupy our buildings and

our urban habits have outlined attitudes which artists
describe in a personal manner. Over time, artists have
continued to feed the hunger for justice and social
equality, being permanently preoccupied with the public
manifestations of power, by the polis, the citadel, with
their inherent tensions and imbalances. Contemporary
artists approach things in a similar way, even if they
don’t substitute themselves to politicians, choosing
instead to stand at the forefront of observation, ready
to sanction any sideslip. Also, artists share experiences
from their private lives in a display of intimate existence,
unveiling to the public the meaning they invest these
moments with, by transposing them into images. Thus,
this “obscure object of desire”, as Luis Bunuel called

it, integrates various components, including lust and
arousal, but also pleasure and the consolidation of
personal identity. Other elements of existence are
inextricably linked to the idea of having a place of one’s
own, a home, a house which maintains and modifies
needs or pleasures, which must unequivocally protect
us. The domestic universe faithfully reflects both a
personality and a gregarious instinct. Artists have the
capacity to transform a commonplace situation and to
highlight unusual elements of interior space. Work is also
an intrinsic part of life. But what is its true importance
today? How should the workplace be considered? Work
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tot mai concurentiala. Artistul se situeaza mereu in
contradictie cu aceste norme si intr-o permanenta
transgresare a granitelor prestabilite. In tot acest context
stim ca natura nu ne poate oferi toate resursele de care
avem nevoie. Interventiile omului au transformat atat de
tare natura incat nimic din naturalul ei nu a mai ramas
in starea initiala, iar artistii se dovedesc preocupati
permanent de starea ei. Protagonisti in incercarea de

a o salva, ei nu se limiteaza la a fi simpli contemplatori
incantati de frumusetea peisajelor sau adepti ai
intoarcerii la natur, ci actioneazé ca activisti, incercand
sa influenteze cursul vietii si relatile omului cu ea. Ei pun
astfel la indoiala grilele noastre de citire printr-un dus si
intors ironic sau dezamagit de la natural la artificial.

Viata este, mai intai de toate, o poveste individuala
inainte de a deveni o istorie colectiva. Tot ceea ce tine
de personal are de-a face cu intimitatea, dar in campul
artei ne regasim fata in fata cu un paradox fundamental:
pentru a fi impartasita, intimitatea nu trebuie sa-si piarda
natura sa funciara. Intr-adevar, imaginatia colectiva

a asociat adesea intimul cu secretul, dar etimologia

se refera mai degraba la adancimea fiintei. Intimul nu
exclude destinatia, iar destainuirea nu anuleaza intimul.

allows us to survive and provides comfort. It is that which
offers us social status, a well-defined position which
measures an individual’s ambition in an increasingly
competitive society. The artist always places himself in
opposition to these norms, in a continual transgression
of pre-established boundaries. In all this context, we
know that nature cannot offer us all the resources

we need. Anthropic interventions have transformed
nature to such an extent that none of its primal natural
state has remained unchanged, and artists prove to be
continually preoccupied by its state. Protagonists in

the attempt to save it, they do not limit themselves to
simple contemplators, enchanted by landscape beauty
or advocates of a return to nature, but rather they are
activists, attempting to influence the course of humanity’s
life and relationship with it. Thus, they cast doubt on

our reading patterns and filters, through an ironic or
disappointed crisscross from natural to artificial.

Life is, above all, an individual story, before becoming
a collective history. All that which is personal has to do
with intimacy, but in the field of art, we are faced with
a fundamental paradox: in order to be shared, intimacy
must retain its grounded nature. Truly, the collective
imagination has often associated the intimate with
secrecy, but the etymology of the word refers more to
the depths of the human being. The intimate does not
exclude the destination, and revealing does not nullify
intimacy.
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Artisti invitati
Invited artists

Ana Adam (ro)
p. 97 | bio p. 243

Ana Adamovié Rs)
p. 61| bio p. 243

Dan Acostioaei (rRoO)
p. 109 | bio p. 243

Marta Adorjani (ro)
p. 62 | bio p. 243

Francis Alys (Be-mx)
p. 63 | bio p. 244

Alexandru Antik (ro)
p. 98 | bio p. 244

Razvan Anton (ro)
p. 75 | bio p. 244

Sandor Bartha (ro-Hu)
p. 110 | bio p. 244

Jozsef Bartha (ro)
p. 139 | bio p. 244

Marion Baruch (ro-im)
p. 119 | bio p. 245

Liliana Basarab (ro)
p. 76 | bio p. 245

loana Batranu (ro)
p. 33 | bio p. 245

Anca Benera & Arnold Estefan (ro)
p. 49 | bio p. 245

Stefan Bertalan (rRo-pg)
p. 157-161 | bio p. 245
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Dan Beudean & George Cringasu (rRO)
p. 34-35 | bio p. 246 & bio p. 249

Michel Blazy (mco-FRr)
p. 36 | bio p. 246

Alex Bodea (RO-DE)
p. 64 | bio p. 246

Irina Botea Bucan (Ro-uk)
p. 149 | bio p. 246

Stefan Botez (rRo-cH)
p. 85 | bio p. 246

Razvan Botis (ro)
p. 77 | bio p. 246

Dora Budor (HR-Us)
p. 88 | bio p. 247

Michele Bressan & Bogdan Girbovan (ro)

p. 86-87 | bio p. 247 & bio p. 251

Cornel Brudascu (ro)
p. 99 | bio p. 247

Alin Bozbiciu (ro)
p. 120 | bio p. 247

Pavel Braila (vp)
p. 111 | bio p. 247

Igor & Ilvan Buharov (Hu)
p. 150 | bio p. 248

A.K. Burns & A.L. Steiner (us)
p. 100 | bio p. 248 & bio p. 261

Vlad Gheorghe Cadar (ro)
p. 65 | bio p. 248

Ciprian Ciuclea (ro)
p. 122 | bio p. 248

Claudiu Cobilanschi & lulia Toma (ro)
p. 140 | bio p. 248 & bio p. 262

Norbert Costin (ro)
p. 37 | bio p. 248

Roman Cotosman (rRo-us)
p. 157-161 | bio p. 249

Raluca Croitoru (rRo-NL)
p. 135 | bio p. 249

Istvan Csakany (Hu)
p. 78 | bio p. 249

Adrian Dan (ro)
p. 38 | bio p. 249

Cristina David (ro)
p. 123 | bio p. 249

Alle Dicu (ro)
p. 66 | bio p. 250

Nikola Dzafo (rs)
p. 112 | bio p. 250

Yael Efrati (L)
p. 39 | bio p. 250

Arantxa Etcheverria (rRO)
p. 40 | bio p. 250

Constantin Flondor (ro)
p. 157-161 | bio p. 250

Yona Friedman (HU-FR)
p. 167-175 | bio p. 250

Teodor Graur (rRO)
p. 113 | bio p. 251

Flaka Haliti (xx-DE)
p. 67 | bio p. 251

Simon Cantemir Hausi (ro)
p. 121] bio p. 251

Lena Henke (DE-us)
p. 79 | bio p. 252

Camille Henrot (Fr-us)
p. 89 | bio p. 252

Channa Horwitz (us)
p. 167-175 | bio p. 252

Nicu lifoveanu & Alexandra Gulea (ro)
p. 90 | bio p. 252 & bio. 251

Catalin llie (ro-DE)
p. 68 | bio p. 252

Nona Inescu (ro)
p. 101 | bio p. 253

Mary Reid Kelley (us)
p. 127 | bio p. 253

Aurora Kiraly (ro)
p. 124 | bio p. 253

Julius Koller (sk)
p. 167-175 | bio p. 253

Michelle Lacombe (ca)
p. 91| bio p. 253

Cezar Lazarescu (rRO)
p. 141 bio p. 253
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Zbigniew Libera (rL)
p. 50 | bio p. 254

Ana Lupas (ro)
p. 167-175 | bio p. 254

David Maljkovi¢ (HRr)
p. 51| bio p. 254

Victor Man (ro-DE)
p. 114 | bio p. 254

Mangelos (Dimitrije BasSicevic) (HR)
p. 167175 | bio p. 254

Matthias Megyeri (DE)
p. 142 | bio p. 255

Olivia Mihaltianu (ro)
p. 125 | bio p. 255

Szilard Miklés (ro-HU)
p. 52 | bio p. 255

Miklosi Dénes (ro)
p. 53 | bio p. 255

Boris Miti¢ (rs)
p. 151 bio p. 255

Nita Mocanu (ro)
p. 102 | bio p. 255

Sebastian Moldovan (ro)
p. 69 | bio p. 256

Molnar Zoltan (ro)
p. 157-161 | bio p. 256

Andrei Nacu (rRo-uk)
p. 126 | bio p. 256
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Branislav Nikoli¢ (rs)
p. 143 | bio p. 256

Vladimir Nikoli¢ (rs)
p. 54 | bio p. 256

Catalina Nistor (rO)
p. 115 | bio p. 256

Ahmet Ogiit (Tr)
p. 55 | bio p. 257

Roman Ondak (sk)
p. 116 | bio p. 257

Miklés Onucsan (rO)
p. 80 | bio p. 257

Dan Perjovschi (ro)
p. 72 | bio p. 257

Pusha Petrov (ro)
p. 103 | bio p. 257

Pratchaya Phinthong (1H)
p. 41| bio p. 258

Cristi Pogacean (ro
p. 56 | bio p. 258

Raluca Popa (ro)
p. 42 | bio p. 258

Julien Prévieux (Fr)
p. 43 | bio p. 258

Lea Rasovszky (ro)
p. 57 | bio p. 258

Claudia Radulescu (BE-FR)
p. 92 | bio p. 259

Jozef Robakowski (L)
p. 167-175 | bio p. 259

Cristian Rusu (ro)
p. 144 | bio p. 259

Laurentiu Ruta-Fulger (ro)
p. 44 | bio p. 259

Anri Sala (Fr-DE)
p. 58 | bio p. 259

Sergiu Sas (RO)
p. 145 | bio p. 260

Diet Sayler (rRo-DE)
p. 157-161 | bio p. 260

Decebal Scriba (rRo-FR)
p. 136; p. 163-165 | bio p. 264

Hassan Sharif (uag)
p. 81| bio p. 260

Wang Sishun cn)
p. 128 | bio p. 260

Larisa Sitar (ro)
p. 93 | bio p. 260

Serge Spitzer (rRo-us)
p. 163-165 | bio p. 261

Mircea Stanescu (ro)
p. 45 | bio p. 261

Slobodan Stosié (rs)
p. 82| bio p. 261

Aleksandra Stratimirovic (rs-sk)

p. 146 | bio p. 261

Mircea Suciu (rRO)
p. 104 | bio p. 261

Florin $tefan (ro)
p. 129 | bio p. 262

Tot Endre (Hu-DE)
p. 167-175 | bio p. 262

Smaranda Ursuleanu (ro)
p. 105 | bio p. 262

Andrei Ujica (Ro-DE)
p. 152 | bio p. 262

Mona Vatamanu & Florin Tudor (ro)
p. 70-71| bio p. 262

Sorin Vreme (RO)
p. 46 | bio p. 263

house pARTy
p. 130-131
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Acest prim capitol se refera mai mult la un context decat la un teritoriu specific,
delimitat. inainte de a coloniza minti, urbanitatea a cucerit orice coltisor al lumii
globalizate, pentru ca tot sau aproape tot ce se petrece in metropola reverbereaza si

in afara ei. Spatiul urban produce arhitectura si design, dar si atitudini si stiluri de viata
care ii marcheaza pe cetateni prin aportul lor formal si conceptual, oriunde ar locui.
Arta contemporana este in linia intéi, ca expresie a starii societatii, reflectand asupra
universului si transmitand mesaje care transcend tiparele decorative si jucause din jurul
nostru, pentru a evidentia un sens mai adanc. Proiectele prezentate aici abordeaza o
multime de utilitati si temporalitati ale orasului: context pentru o stare de spirit, inspiratie
pentru a ne imagina o viata mai buna, pretext pentru o ,compozitie paralela”.

This first chapter refers more to a context than to a delimited and specific territory.
Before colonizing minds, urbanity has taken over every corner of the globalized
world, because everything, or almost everything, that happens in the metropolis also
reverberates outside. The urban space produces architecture and design but also
attitudes and lifestyles that mark the citizens by their formal and conceptual input,
wherever they live. Contemporary art is on the front line as an expression of the state
of society, reflecting on this universe and carrying messages that transcend the
decorative or playful patterns surrounding us to emphasize a deeper meaning. The
projects shown here deal with a multitude of usages and temporalities of the city: as
a background for a state of mind, an inspiration for imagining a better life, a pretext for
a “parallel composition”.

loana Batranu

1960 (RO) —~

Interior melancolic

Pictura loanei Batranu absoarbe intotdeauna
realitatea cotidiana si reda fundalul pe care

se desfasoara cele mai intime provocari
existentiale. Din detaliile vizibile in viata de zi
cu zi, artista creeaza o tensiune psihologica
hranita de refuzul de a accepta normele impuse.
Odata intrat in coridoarele impersonale cu usi
identice - coridoare ce pot fi holurile unei scoli,
scari de bloc, inchisori, spital etc. - esti supus
unui comportament standardizat. Atmosfera
apasatoare este potentata de expresia
pensulatiei si cromatica folosita, care fac din
picturd un gest de revolta.

Melancholic Interior

loana Batranu’s paintings always absorb
ordinary reality and render the most intimate
existential provocations, taking place on the
background. From visible details of everyday
life, the artist creates psychological tension, fed
by the refusal to accept social norms. Once you
enter the impersonal corridors with identical
doors - corridors that can be school hallways,
stairways in blocks of flats, prisons, hospitals,
etc. — you are subject to standardized behaviour.
The gravity of the space is also emphasized by
the expression of the brushstroke and colours
used, transforming painting into a gesture of
revolt.

o

loana Batranu

Interior melancolic

2015, acrilic pe panza

240 x 280 cm

credite foto: Bogdan Bordeianu

loana Batranu

Melancholic Interior

2015, acrylic on canvas

240 x 280 cm

photo credits: Bogdan Bordeianu
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Dan Beudean & George Cringasu
1980 (RO) —> 1988 (RO) >
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>

George Cringasu

Untitled

2016

statueta ceramica pictata manual,
amplasata deasupra unui semineu

O N N o
instalatie site-specific
Dan Beudean dimensiuni variabile
Fara titlu imagine din expozitie
2016 Neurosturgeon Stream

interventie site-specific
imagine din expozitia
Neurosturgeon Stream
credite foto:

Cristian Wunderlich Mihai

Dan Beudean

Untitled

2016

site-specific intervention
view from the exhibition
Neurosturgeon Stream
photo credits:

Cristian Wunderlich Mihai

credite foto:
Cristian Wunderlich Mihai

George Cringasu

Untitled

2016

hand painted ceramic statuette
placed on top of a fireplace
site-specific installation
dimensions variable

view from Neurosturgeon Stream
exhibition

photo credits:

Cristian Wunderlich Mihai

Fara titlu

Dan Beudean este cunoscut publicului pentru
desenele sale remarcabile, care fac sa se
intalneasca viziuni onirice cu un diagnostic
foarte acid asupra realitatii. Recent, acest
univers s-a extins spre instalatie si sculptura
prin construirea unor camere similare unor
cabinete de curiozitati sau prin incursiuni
romantice in nostalgia ruinei.

George Cringasu lucreaza in zona colajului
digital si a instalatiilor ambientale, preluand din
fluxul informational al mediului online strategii
de juxtapunere a imaginilor pentru crearea

unor realitati deopotriva tangibile si imateriale.
Pentru aceasta editie a bienalei, cei doi artisti se
reintélnesc intr-un spatiu atipic dupa expozitia
Neurosturgeon Stream, din 2016, in care au
colaborat pentru a transforma spatiul unei case
intr-un loc fantomatic si bizar care absoarbe
lucrérile de arta in mod firesc. Urmarind aceeasi
strategie, cei doi colonizeaza un vagon de
tramvai scos din uz, reflectand la cateva dintre
trasaturile distincte acestui mijloc de transport.
De la istoria tramvaiului, la relevanta lui astazi;
de la obiceiurile sociale pe care le determing, la
regulile specifice unor comunitati formate
ad-hoc in timpul unei calatorii.

Untitled

Dan Beudean is publicly known for his
remarkable drawings that serve as the meeting
point of oneiric visions and a strongly acidic
diagnosis of reality. Lately, this universe
expands to installation and sculpture, through
projects such as environments resembling the
old cabinets of curiosities, or through romantic
forays in the nostalgia for ruin.

George Cringasu works in the area of digital
collage and ambient installation, taking over

the strategies from the information flow of the
online environment to juxtapose images that
create both tangible and immaterial realities. For
this edition of the biennale, the two artists meet
again after the Neurosturgeon Stream exhibition
in 2016, when they collaborated to transform
the space of a house in a fantastic and bizarre
place, adeptly absorbing works of art. Using the
same strategy, they both colonize an old tram
car to reflect on some of the distinctive features
of these means of transportation: from the
history of the tram, to its relevance today; from
the social habits it creates, to the specific rules
of ad-hoc communities formed during a journey.
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Michel Blazy
1966 (MCO-FR) —> 3§35

Fontaine de mousse [Fantana de spumal

Michel Blazy lucreaza cu materiale
neconventionale din viata de zi cu zi: pahare de
plastic, prosoape de hértie, coloranti alimentari,
produse de curatenie etc.

Ofera strategii pentru a reconcilia artificialul si
naturalul, lumea tehnologiei si universul fiintelor
vii, concentrandu-se pe procesele impredictibile
in opozitie cu obsesia noastra culturala pentru
control. Lucrérile sale devin astfel o metafora

a fragilitatii, a timpului care trece si a scurtimii
vietii.

In Fontaine de mousse, spiralele sinuoase

de spuma alba se ivesc din tomberoane de
plastic intr-o transformare continua, subliniind
coplesitoarea si imprevizibila natura a materiei
in permanenta schimbare.

Coloanele rezultate devine monumente efemere
tinzand spre infinit si care ne-ar putea reaminti
de caracterul transcendent al Coloanei fara
sfarsit a lui Constantin Brancusi.
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Fontaine de mousse

Michel Blazy works with unconventional
materials taken from everyday life: plastic cups,
paper towels, food coloring, household cleaning
products, etc.

He proposes strategies to reconcile artificiality
and nature, the world of technology and

the universe of living creatures, focusing on
unforeseeable processes in opposition to our
culture’s obsession for control.

His works thus become a metaphor of fragility,
passing time and the brevity of life.

In Fontaine de mousse, the sinuous coils of
white foam emerge from plastic trash bins

in an on-going transformation, emphasizing

the overpowering and unpredictable nature

of matter in constant change. The resulted
columns become ephemeral monuments
stretching to infinity, that could bring to one’s
mind the transcendent character of Constantin
Brancusi’s Endless column.

~

Michel Blazy

Fontaine de mousse [Fantana de
spumal

imagine a instalatiei

2007, Palais de Tokyo, Paris
tomberoane, spumant de baie,
compresor, tuburi de plastic
dimensiuni variabile

prin amabilitatea artistului i
Art : Concept, Paris

credite foto: Marc Domage

Michel Blazy

Fontaine de mousse
installation view

2007, Palais de Tokyo, Paris
rubbish bins, foam-bath,
compressor unit, plastic tubes
dimensions variable

courtesy of the artist and

Art : Concept, Paris

photo credits: Marc Domage

Norbert Costin
1984 (RO) —

An Expression of Time

Cautarile artistice ale lui Norbert Costin se
concretizeaza in fotografii, video, desene si
instalatii care investigheaza efectele memoriei si
ale constructiilor mentale generate de un obiect
sau de o imagine, percepute ca doua conditii
distincte si unificate intr-o identitate duala.
Dipticul An Expression of Time I si Il prezinta
silueta unui barbat intors cu spatele, pe un
soclu, contempland un peisaj deschis. Aceeasi
scena se repeta identic, mai intai pe fundalul
unei zile gri, iar apoi pe fundalul cerului nocturn.
Cu aceasta lucrare, Costin ne duce intr-un

timp suspendat ce evoca o relatie romantica

cu peisajul si submineaza rolul monumentelor.
Monumentele sunt construite pentru a ne aminti
de o persoana sau de un eveniment anume
care, gratie mostenirii istorice sau culturale, a
devenit important. In acest caz, artistul face
trimitere la un monument care celebreaza ceea
ce se observa, in doud momente diferite — un
monument pentru expresia timpului.

An Expression of Time

Norbert Costin’s research combines
photographs, videos, drawings and installations
that investigate the effects of memory and the
mental constructions generated by an object
or image, viewed as two distinct conditions and
unified in a dualistic identity.

The diptych An Expression of Time I and I
stages the silhouette of a man with his

back turned, standing on the top of a plinth,
contemplating a wide-open landscape. The
same scene takes place identically, first during
a gray day and then against a night sky. With
this work, Costin brings us to a suspended time
reminiscent of a Romantic relationship to the
landscape that subverts the role of monuments.
Monuments are built to remind us of a person or
a particular event which has become important
to a collective for its historical or cultural
heritage. Here the artist alludes to a monument
that celebrates what'’s being observed, at

two different moments — a monument to the
expression of time.

N

Norbert Costin

An Expression of Time | si ll
2011-2012

inkjet print on archival grade paper
dimensiuni variabile

credite foto: artistul

Norbert Costin

An Expression of Time I and Il
2011-2012

inkjet print on archival grade paper
size depending on the installation
photo credits: the artist
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Adrian Dan
1985 (RO) -

Midcentury Paradox

Pe Adrian Dan il intereseaza organizarea
formala a structurilor atat industriale, cat si or-
ganice din afara oricarei ierarhii. In lucrérile sale,
artistul intercaleaza elemente imprumutate din
lumea reala cu unele complet manufacturate.
De asemenea, recurge la mai multe surse: arta,
design, imagine si/sau obiect.

Abordarea sa are un vizibil aspect after modern,
cu un indemn constant catre corespondente si
trimiteri. Conceput aproape ca platoul unui film
retro-futuristic, in Midcentury Paradox, trecutul,
prezentul si viitorul sunt reprezentate simultan.
Instalatia se concentreazé pe tensiunea dintre
tehnologie si corpul uman.
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Midcentury Paradox

Adrian Dan is interested in the formal
organization of both industrial and organic
structures outside any type of hierarchy. In his
works, he imbricates elements borrowed from
the real but also others entirely manufactured.
He also appeals to various sources, be it art or
design, image and/or object. His approach has a
flagrant after modern aspect, with this constant
call to correspondences and references.
Conceived almost like a set of a retro-futuristic
film, in Midcentury Paradox, past, present and
future are represented simultaneously. The
tension between technology and the human
body is the focus of this installation.
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Adrian Dan
Midcentury Paradox
2017

vedere din instalatie
dimensiuni variabile
Syntax, Lisabona

Adrian Dan
Midcentury Paradox
2017

installation view
dimensions variable
Syntax, Lisbon
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Yael Efrati
1978 (IL) >

From 14:00 to 16:00 [De la 14:00 la 16:00]

Prin fotografie si sculpturd, Yael Efrati
abordeaza transformarile fizice si metafizice
ale memoriei in ceea ce ea numeste ,sculptura
documentara”. Jucandu-se cu lumina care
cade pe sculptura, cu redarea fotografica si

cu perspectiva deschisa, lucrarile sale fac
vizibild trecerea timpului. In acest scop, artista
foloseste materiale si elemente arhitecturale
regasite in spatiul citadin din imediata apropiere,
cum ar fi mobila de melamina/formica, podele
terrazzo, faianta cu model de tip Mashrabiya,
obloane din plastic, prin intermediul carora
exploateaza efemeritatea si volatilitatea luminii.
De la 14:00 la 16:00 este o sculptura ce
reproduce balustrada de metal a balconului cu
umbra sa aruncata, la doua momente diferite
ale dupa amiezii: la 14:00 si la 16:00 - orele de
siesta in tarile mediteraneene.

From 14:00 to 16:00

Through photography and sculpture, Yael
Efrati addresses the physical and metaphysical
transmutation of memory in what she calls
“documentary sculpture”. With help from

the treatment of light on the sculpture, the
photographic rendering and the play with

open perspective, her works make manifest
the passing of time. For this effect, the artist
employs materials from her local urban
surroundings, architectural materials such as
melamine/formica furniture, terrazzo floors,
mashrabiya tiles, plastic shutters, as the surface
where she directs the continuity and volatility
of light.

From 14:00 to 16:00 is a sculpture that
replicates the metal railing of a balcony with its
shadow at two different times of the afternoon:
one is the shade at 14:00 and the other at
16:00, moments considered to be siesta hours
in Mediterranean countries.
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Yael Efrati

De la 14:00 la 16:00

2014

102 x 120.5 x 15 cm

tehnica mixta

credite foto: Meidad Eliyahu

Yael Efrati

From 14:00 to 16:00

2014

102 x 120.5 x 15 cm

mixed media

photo credits: Meidad Eliyahu
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Arantxa Etcheverria
1975 (RO) - 433

Taburet (Equilibrium series)
[Taburet (seria Echilibru)]

Cu o orientare rational-speculativa, Arantxa
Etcheverria foloseste numeroase referinte
istorice (turbo-arhitectura postcomunista, op-
art, minimalism etc.) pentru a concepe lucrari
care oscileaza intre figurativ si non-figurativ,
deformare si reformare, intre a construi structuri
si a le deconstrui.

Rezultatul este un ansamblu elegant de
compozitii: grile si puncte unite prin linii drepte
sau curbe, schimband functia obiectului intr-un
motiv estetic.

In Taburet (Equilibrium series), un cadru si

o bagheta usoara de lemn sunt asamblate
impreuna cu un taburet si dispuse intr-un
echilibru precis calculat. Aceasta compozitie
geometrica tridimensionald, extrasa din
functiunile sale cotidiene, este o reflectie

formala asupra spatiului, formei si timpului.

Taburet (Equilibrium series)

With a rational and speculative orientation,
Arantxa Etcheverria uses many historical
references (post-communist turbo-architecture,
op-art, minimalism, etc.) to conceive works
oscillating between the figurative and non-
figurative, deformation and reformation, building
structures and deconstructing them.

The result is a set of elegant compositions:
grids and points connected by straight lines or
curves, turning the function of an object into an
aesthetic motif.

In Taburet (Equilibrium series) a frame and

a light wooden stick are assembled to a

stool in a calculated equilibrium. This three-
dimensional geometric composition, removed
from its everyday function, focuses on a formal
reflection of space, form, and time.
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Arantxa Etcheverria
Taburet (Equilibrium series)
[Taburet (seria Echilibru)]
2013

lemn

45 x 30 x 150 cm

Arantxa Etcheverria
Taburet (Equilibrium series)
2013

wood

45 x 30 x 150 cm

1974 (TH) - | bio p. 258 )34

Social Sculptures Project [Proiectul
sculpturilor sociale]

Lucrarile lui Pratchaya Phinthong sunt adesea
construite ca un dialog intre artist si ceilalti, in
asa fel incat creatia artistului sa vireze catre un
act social. Dincolo de formalitatile obisnuite,
artistul cauta sa-si gaseasca locul si identitatea
n arta jucandu-se cu reprezentarile economice
si cu existentele culturale. Phinthong prezinta o
serie de obiecte gasite pe strazile Bangokului,
create si utilizate initial de oameni pentru a-si
rezerva locurile de parcare. Adunand sculpturi
improvizate si efemere, realizate din obiecte
insusite din viata cotidiana, Proiectul sculpturilor
sociale accentueaza modul in care spatiul public
este ocupat printr-o creativitate spontana si
mereu reinnoitd. O astfel de practica vine cu

o turnura in abordarea creatiei: recuperarea
obiectelor din domeniul colectiv si directionarea
lor catre individual si vice-versa.

Social Sculptures Project

Pratchaya Phinthong’s works are often
constructed in dialogue between the artist

and the others, making the artist’s creation
sway towards a social act. Beyond common
formalities, the artist seeks to find his own
place and identity in the art world by playing

on economic representations and cultural
existences.

Phinthong presents a series of found objects
from the streets of Bangkok, initially made

and used by an anonymous public to reserve
parking spaces. Bringing together improvised
and ephemeral sculptures made of objects
appropriated from everyday life, his Social
Sculptures Project emphasizes a spontaneous
and constantly renewed creativity in the way the
public space is occupied. Through this practice,
he pursues an about-turn approach to creation,
recuperating objects from the collective and
returning them to the individual, and vice-versa.

N

Pratchaya Phinthong

Social Sculpture Project 05
[Proiectul sculpturilor sociale 05]
2017

Two polaroids [Douéa polaroide]
unicat

prin amabilitatea artistului si a

gb agency, Paris

photo credits: Pratchaya Phinthong

Pratchaya Phinthong

Social Sculpture Project 05

2017

Two polaroids

unique

courtesy the artist and gb agency,
Paris

photo credits: Pratchaya Phinthong
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Raluca Popa
1979 (RO) >

Le Courage Tranquille

Practica artistica a Ralucai Popa include desen,
instalatie, fotografie, video si performance. Seria
de desene Chrysotile: Fragments introduce
ideea de ,desen postum” intr-o meditatie despre
wviata si moartea unei institutii”. Cercetand cazul
scolii de artd Byam Shaw (fondata in 1910),
artista sesizeaza cum institutia se transforma in
simpli pereti ai unei cladiri care adaposteste in
prezent Central Saint Martins. Aflandu-se acolo
pentru studii in ultimul an de existenta al scolii,
Raluca Popa a observat cum, treptat, identitatea
cladirii se topeste si devine o carcasa, asociind
aceasta etapa intermediara cu situatii similare:
un lift oprit intre etaje sau o scara care nu se
stie daca urca sau coboara. Peretii cladirii contin
crisotil (azbest alb), un material rezistent la foc
si foarte toxic, specific pentru durabilitatea
constructiei, in contrast cu efemeritatea ideilor
care o definesc. Desenele Ralucai Popa se
impletesc unele in altele, fiecare desen fiind
decupat si apoi tesut laolalta cu celelalte,
creand o relatie de sustinere reciproca.

Video-ul Le Courage Tranquille insoteste
desenele si reda actiunea de transcriere pe
foite parfumate a continutului unor lucréari de
control din arhiva personala, pentru ca apoi sa
dispara prin ardere. Video-ul poate fi citit si ca

o demonstratie practica a modului de folosire

a Papier d’Arménie, o marca de odorizant de
interior veche de peste 100 de ani.

Le Courage Tranquille

The artistic practice of Raluca Popa includes
drawing, installation, photography, video and
performance. The drawing series Chrysotile:
Fragments introduces the idea of “posthumous
drawing” in a reflection on “the life and death
of institutions”. Researching the instance

of the Byam Shaw School of Art (founded

in 1910), the artist makes note of how the
institution transforms into simple building

walls, currently accommodating Central Saint
Martins. Having been there for the school’s
final year in existence, Raluca Popa observed
how the identity of the building gradually melts
away and becomes a shell, associating this
intermediary stage with similar instances: an
elevator stopped between floors or a staircase
that you can't tell whether it’s going up or down.
The building walls contain chrysotile (white
asbestos), a specific fire-retardant and highly
toxic material for durability in construction,
which is contrasted with the ephemerality of
ideas that define the construction. Raluca
Popa’s drawings intertwine, each drawing being
separated then woven together with the others,
creating a relationship of mutual support. The
video, Le Courage Tranquille, accompanies

the drawings, showing the transcription of

the contents of several test papers from her
personal archive on scented papers, to be then
burnt away. The video can also be read as a
practical demonstration of how to use Papier
d’Arménie, a room deodorizing product which
has been used for more than 100 years.
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Raluca Popa

cadru din timpul productiei pentru
video-ul ,Le Courage Tranquille”
2017

Raluca Popa

production still from the video “Le
Courage Tranquille”

2017
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Julien Prévieux
1974 (FR) — )38

Le Lotissement

Artistul francez, Julien Prévieux, interogheaza
numeroasele ,lumi” ale muncii, managementului,
economiei, politicii, sistemelor de control,
tehnologiilor de ultima ora si industriei culturii.
in Le Lotissement, Prévieux construieste replici
ale caselor care au servit drept refugii de
munca pentru inventatori, muzicieni si filosofi
celebri (ex. Gustav Mahler, Ludwig Wittgenstein,
Alexander Graham Bell si Virginia Woolf). Sunt,
de fapt, locurile in care s-au nascut lucrari
intelectuale si culturale majore.

Reproducerile sunt identice, dar micsorate, apoi
colorate in gri pentru a le face sa arate ca niste
machete generate de un software. Lucrarea
reprezinta un monument al istoriei inspiratiei si
un desen fictiv al hartii cunoasterii.

Intuitii urbane
Urban Insights

Le Lotissement

French artist Julien Prévieux questions
the many “worlds” of work, management,
economics, politics, control systems, state-of-

the-art technologies, and the industry of culture.

With Le Lotissement, Prévieux produces a
series of replicas of sheds, which served as
work retreats for famous inventors, musicians
and philosophers (e.g. Gustav Mahler, Ludwig
Wittgenstein, Alexander Graham Bell and
Virginia Woolf). These are in fact places in
which major intellectual and cultural works
emerged.

He reproduces them identically, but shrinked,
painting them grey to make them look like
models produced with computer software.

It represents a monument to the history of
inspiration and fictional sketch of a knowledge
map.

Muzeul de Transport Public Corneliu Miklosi
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Julien Prévieux

Le lotissement [Housing Estate]
2008, MDF, acrilic

cca. 250 x 200 x 150 cm fiecare
prin amabilitatea galeriei Jousse
entreprise

credite foto: Laurent Lecat — galerie
Edouard Manet

Julien Prévieux

Le lotissement

2008, MDF, acrylic paint
approximately 250 x 200 x 150
cm each

courtesy of Jousse entreprise
gallery

photo credits: Laurent Lecat -
galerie Edouard Manet
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Laurentiu Ruta-Fulger

1955 (RO) -

Camera de joc - Sfera transformabila

Format in ambianta artistica a grupului

Sigma din Timisoara, Laurentiu Ruta-Fulger
urmareste in lucrarile sale experimentale —
performance, instalatie, fotograme, obiect

- ,originea formelor”, inainte ca ele sa devina
simboluri. Sfera transformabila, urmare a unui
experiment din 1976, este unul dintre cele mai
remarcabile rezultate ale acestei cercetari
artistice indreptate spre proprietétile fizice
ale unui obiect care isi testeaza propria
geometrie; obiectul trece printr-un proces de
autotransformare rostogolindu-se pe un plan
inclinat. Continuarea experimentului din 1976
a dus in mod fericit la inchegarea unei intregi
familii de sfere transformabile; comportamentul
acestora dezvaluie corespondente intre
miscarea mecanica i cea organica.

41

Playroom - The Transformable Sphere

Laurentiu Ruta-Fulger, artistically educated
within the Sigma group from Timisoara,
explores in his experimental works —
performances, installations, photograms,
objects - ,the origin of forms”, before they
become symbols. The Transformable Sphere,
aresult of an experiment from 1976, is one

of the most remarkable outcomes of this
artistic research, aimed towards the physical
properties of an object that is testing its own
geometry; the object goes through a process of
self-transformation by rolling on a tilted plane.
Pursuing this experiment from 1976 led to the
fortunate moment of expanding the family of
transformable spheres; their behavior reveals
the ties between mechanical dynamics and
organic ones.

[N

Laurentiu Ruta-Fulger

Perceptia stroboscopicéd a Sferei
transformabile

1980

hartie fotografica caserata pe
placaj

39 x39cm

prin amabilitatea artistului si a

Z Angles Gallery

Laurentiu Ruta-Fulger

The stroboscopic perception of the
Transformable Sphere

1980

photographic paper mounted on
plywood

39x39cm

courtesy of the artist and Z Angles
Gallery

Mircea Stanescu

1954 (RO) > | bio p. 261 ) 3.8

‘Should | Buy A Big Hummer?’

Confruntarea dintre imagine si cuvant creeaza
caligrafii abstracte, inlantuite intr-un circuit al
naratiunilor ,la comun”. Intre betoanele urbane,
se pot ghici acele celule sociale captusite cu
istorii personale si cu oglinzi care le propaga
mai departe. Sub numele Cell / ‘Should | Buy A
Big Hummer?’ fotografiile si grafica lui Mircea
Stanescu se infiltreaza in spatiul industrial al
Halei Tramvaiului prin unitati temporare - celule
de beton si iluzii — unde intimitatea se confrunta
cu urbanitatea. Claritatea luminii trece prin
filtrele impuse si isi revendica o relatie directa
cu timpul, gliséand intre trecut si prezent, real si
imaginar, cu o nonsalanta felliniana. Numit de
artist parte studiu, parte eseu, parte concept,
parte confesiune, ‘Should | Buy A Big Hummer?’
nu mizeaza pe impact, ci pe repetitie. ,Strada
globald” este cand inauntru, cand afara. Nu
exista intimitate, doar pereti de beton.

‘Should | Buy A Big Hummer?’

The clash between images and words creates
abstract calligraphies, intertwined in a circuit
of “common” narrations. Between layers of
urban concrete, social cells can be glimpsed,
padded with personal histories and mirrors
which project them further. In ‘Should | Buy a
Big Hummer?’, Mircea Stanescu’s photographs
and drawings infiltrate the industrial space of
the Tramway Hall through temporary units -

cells of concrete and illusions — where intimacy

faces the urban environment. The clarity

of light passes through imposed filters and
asserts a direct relationship with time, gliding
between past and present, real and imaginary,
with Fellinian nonchalance. In the artist’s own
words - part study, part essay, part concept,
part confession, ‘Should | Buy a Big Hummer?’
doesn’t rely on impact, but rather on repetition.
“The global street” is alternatively inside and
outside. There is no intimacy, only concrete
walls.

N

Mircea Stanescu

‘Should | Buy A Big Hummer?’
2017

fotografie

imprimare cu jet de cerneala
lucioasa pe hartie Hahnemuhler
FineArt

85 x 65cm

credite foto: Mircea Stanescu

Mircea Stanescu

‘Should | Buy A Big Hummer?’
2017

photo

Inkjet Glitter Print on Hahnemuhler
FineArt Paper

85 x 65cm

photo credits: Mircea Stanescu
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Sorin Vreme
1962 (RO) —>

Caravela Portugheza

Lucrarile lui Sorin Vreme urmaresc realitatea
imediata si stimulii vizuali pe care ii ofera

orasul - spatiul urban ca recipient al unei
subiectivitati fara limite. Inspirate de organismul
marin care poarta denumirea populara Caravela
portugheza, lucrérile bidimensionale si spatiale
propuse de artist sunt construite in jurul ideii de
seductie si manipulare. In Muzeul de Transport
Public din Timisoara, Caravela Portugheza se
agata de structura existenta a cladirii i creeaza
un desen spatial de tip retea, fluid, fara inceput
sau sfarsit. Asa cum o caracterizeaza artistul,
Caravela este o ,capcana discret camuflata in
amalgamul cotidian”. Capacitatea ei de a se
adapta constant o face sa alunece intre forme
fixe, medii si structuri statice, o face ambigua si
manipulativa, tandra si agresiva.

Caravela Portugheza
[Portuguese Man O’ War]

Sorin Vreme’s works focus on immediate reality
and the visual stimuli provided by the city -

the urban space as a recipient of subjectivity
without limits. Inspired by the marine organism
familiarly named the Portuguese Man O’

War, the artist’s two-dimensional and spatial
works revolve around the idea of seduction
and manipulation. In the Museum of Public
Transport of Timisoara, the Portuguese Man O’
War hangs from the structure of the building
and creates a spatial, network-like, fluid
drawing with no beginning or end. As the artist
himself characterises it, the Portuguese Man
O’ War is “a trap discreetly camouflaged in

the everyday amalgam.” Its capacity to adapt
constantly helps it slide through fix forms,
static environments and structures, and makes
it ambiguous and manipulative, tender and
aggressive at the same time.

43

31

Intuitii urbane
Urban Insights

Muzeul de Transport Public Corneliu Miklosi
Corneliu Miklosi Public Transport Museum

4\

Sorin Vreme

Caravela Portugheza [Portuguese
Man O’ War]

proiect — carbune pe hartie

2017

instalatie site-specific — cabluri
optice, cabluri electrice, cabluri

din otel

dimensiuni variabile — inaltime 10 m,
latime 22 m, adancime 14 m

Sorin Vreme

Portuguese Man O’ War

project — charcoal on paper

2017

site-specific installation - optical
cables, electrical cables, steel
cables

dimensions variabile - height 10 m,
width 22 m, depth 14 m
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Acest capitol pune laolalta artisti ale caror lucrari, indiferent de forma de expresie
aleasa, angajeaza o reflectie asupra politicii.

Artistii prezentati aici sunt interesati in primul rand sa stabileasca contacte cu lumea

in care traiesc, fara a-si propune o agenda clara de mijlocire a teoriilor sau analizelor
politice.

Acesti artisti deseneaza o viziune noua asupra politicii, pigmentata cu puncte de vedere,
simboluri si metafore decat cu ideologie, reinnoind astfel sensul etimologic al cuvantului
politica: se ocupa de treburile cetatii (orasului), de felul in care aceasta functioneaza, de
colectivitatea sa. Politica este, mai presus de orice, o interactiune, o intélnire la scara
umana, aici si acum.

This chapter brings together artists whose work, regardless of the chosen forms of
expression, engages in a reflection on politics.

The artists presented here are primarily concerned with estabilishing contact with

the world they live in, keeping away from an agenda of mediating theories or political
analysis.

These artists draw a new vision of politics, more pigmented with points of view, symbols
and metaphors than with ideology, thus renewing the etymological meaning of the

word politics: that which deals with the matters of the city, with its way of functioning,
its collectivity. Politics is, above all, an exchange, an encounter experienced at a human
scale, here and now.

Anca Benera & Arnold Estefan

1977 (RO) ~> 1978 (RO) > 3134/38

Isa, por &s homou vogymuk (Indeed, we are all  Isa, por & homou vogymuk (Indeed, we are all
dust and ashes) dust and ashes)

Lucrarile duo-ului artistic reflecta in general The works of the artistic duo generally explore
strategiile de institutionalizare a puterii si strategies of institutionalizing power and the
tensiunea dintre individ si sistemele ierarhice confrontation of the individual with society’s
cu care se confruntd. Un subiect recurent este imposed hierarchical systems. A frequent
reimaginarea apartenentei nationale, culturale subject is reimagining national, cultural or
sau etnice. Lucrarea Isa, por és homou vogymuk  ethnic affiliations. The work, Isa, por és homou
are in vedere destabilizarea unei naratiuni vogymuk, takes aim at the destabilization
ideologice impuse de trasaturile acceptabile of imposed ideological narratives about
la nivel social ale unui individ, in contrast cu acceptable individual characteristics at the
altele ignorate total. Kopjafa este un monument social level, in contrast with others which are
funerar din lemn care se regaseste in secuime completely ignored. Kopjafa is a wooden carved
(partea sud-estica a Transilvaniei) si recent totem pole that can be seen in Szeklerland (the
raspandit in Ungaria ca pandant al politicii de south-eastern part of Transylvania), recently
extrema dreapta. Initial, elemente sculptate spread in Hungary as a symbol of the political
pe acest stélp corespundeau biografiei si far-right. Originally, carved elements on this
statutului social al persoanei decedate, dar column would correspond to the biography and
in prezent sunt percepute in stransa legatura social status of the deceased, but now, Kopjafa
cu retorica nationalista maghiara. In 2015, is inadequately appropriated by the Hungarian
cu ocazia bienalei OFF din Budapesta, Anca nationalist rhetoric.
Benera si Arnold Estefan au propus in cadrul In 2015, during a workshop for the OFF biennale
unui workshop crearea unor noi reprezentari in Budapest, Anca Benera and Arnold Estefan
vizuale pentru grupurile sociale marginalizate proposed that new visual representations be
de guvernul actual din Ungaria, deturnand created for the social groups marginalized by
astfel simbolurile nationaliste preexistente. Noul the present Hungarian government, subverting 7
vocabular inventat este prezentat sub forma de such pre-existing nationalist symbols. The newly
desene si sculptura, scopul final al proiectului invented vocabulary is presented in the form Isa, por &s homou vogymuk (Indeed,
fiind infiltrarea treptata a acestuia in folclorul of drawings and sculptures, the ultimate goal we are all dust and aghes) ’
secuiesc. of the project being their gradual infiltration in 2011-2017

Szekler folklore. sculptura (lemn)

dimensiuni variabile

Anca Benera & Arnold Estefan

Anca Benera & Arnold Estefan

Isa, por és homou vogymuk (Indeed,
we are all dust and ashes)
2011-2017

sculpture (wood)

dimensions variable




3 | Camera de lucru
The Study Room

Zbigniew Libera
1959 (PL) > 435/36

Lego. Concentration Camp [Lego. Lagar de
concentrare]

Zbigniew Libera altereaza functiile obiectelor
de zi cu zi pentru a chestiona si scoate la iveala
puterea lor de persuasiune asupra realitatii. Una
dintre cele mai emblematice si controversate
lucrari ale lui Libera, Lego. Lagar de concentrare
este compusa din sapte cutii, fiecare continand
un set de piese care pot fi folosite pentru a
construi o parte dintr-un lagar de concentrare
nazist, dupa cum se indica in poza de pe

cutie. In partea de sus, stanga, se poate citi:
»~Aceasta lucrare a lui Zbigniew Libera a fost
sponsorizata de Lego.” Fiecare constructie
este, de fapt, compusa din piese de serie
fabricate de renumita companie daneza, dar
apoi usor modificate de catre artist. Dupa ce a
aflat despre natura proiectului, Lego I-a dat in
judecata. Procesul a ajuns in instanta in Polonia,
dar Lego a decis sa-si retraga plangerea, sub
presiunea opiniei publice daneze.

Lego. Concentration Camp

Zbigniew Libera alters the functions of everyday
objects to question and reveal their power of
persuasion over reality. One of the most iconic
and controversial of Libera’s works, Lego.
Concentration Camp, is composed of seven
boxes containing a set of blocks that can be
used to build a portion of a Nazi concentration
camp as shown in the picture on the box. In

the upper-left corner of each package we can
read: “This work by Zbigniew Libera has been
sponsored by Lego.” Each building was, in fact,
made of pieces originating from authentic,
mass-produced thematic collections from the
famous Danish company, and then slightly
altered by the artist. After learning about the
nature of the project, Lego sued the artist. The
case was even taken to Polish court, but Lego
decided to drop the lawsuit, under the pressure
of Danish public opinion.
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Zbigniew Libera

Lego. Concentration Camp [Lego.
Lagér de concentrare]

1999

imprimare cu jet de cerneala pe
hartie

prin amabilitatea Zacheta - National
Gallery of Art, Varsovia

Zbigniew Libera

Lego. Concentration Camp
1999

inkjet print on paper

courtesy of Zacheta - National
Gallery of Art, Warsaw
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David Maljkovié
1973 (HR) - 131/34

After Giuseppe Sambito
[Dupa Giuseppe Sambito]

Profund influentata de estetica modernista,
practica lui David Maljkovi¢ combina materiale
video, desene si instalatii, artistul fiind interesat
cu precadere de memoria simbolurilor
arhitecturale si implicatiile lor sociale. Lucrarea
After Giuseppe Sambito poarta numele
arhitectului care a proiectat pavilionul italian

la Targul de la Zagreb, in anii 1960. Maljkovi¢
evoca tensiunea dintre destinul si scopul unei
cladiri intr-o stare de semi-abandon, creata
initial ca o promisiune pentru un viitor mai bun.

After Giuseppe Sambito

Deeply influenced by modernist aesthetics,
David Maljkovi¢’s practice combines videos,
drawings and installations, with a special
interest in the memory of architectural symbols
and their social implications. After Giuseppe
Sambito takes its name from the work of the
eponymous architect who, during the 60s, was
in charge of designing the Italian pavilion at
the Zagreb Fair. Maljkovi¢ evokes the tension
between the fate and purpose of a building in a
state of semi-abandonment, initially designed as
a promise of a better future.

N

David Maljkovi¢

Dupé Giuseppe Sambito (3)

2009

diptic, print expusa cu vitrina

70 x 100 cm each print

unicat

nr. de inventar 115

foto: prin amabilitatea galeriei Annet
Gelink, Amsterdam

After Giuseppe Sambito (3)

2009

computer print diptych with show
window

70 x 100 cm each print

unique

inv. Nr. 115

photo: courtesy of Annet Gelink
Gallery, Amsterdam
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Szilard Miklos
1981 (RO-HU) —>

Statia Spatiala a Precariatului (studiu nr. 2)

Szilard Miklds (n. 1981) cerceteaza subiecte

si situatii legate de institutionalizarea artei,
actiunile utopice in care poate fi angajata,
precum si modurile de agregare colectiva

pe care le declanseaza. Proiectul prezentat
aici porneste de la programul artistic al lui
Hans Mattis-Teutsch si cartea sa manifest,
Kunstideologie - Stabilitat und Aktivitat im
Kunstwerk. Perioada creatiei sale marcata

de spiritul avangardei europene, in special de
curentul constructivist, este studiata de Szilard
in tandem cu paradigma realist-socialista spre
care se indreapta in anii 1950, observand o
continuitate intre acestea si un fir rosu care
extinde cronologia atipica a lui Mattis-Teutsch
spre Cursa Spatiala dintre SUA si URSS.
Cucerirea spatiului ca unitate de masura a
suprematiei fiecarei puteri politice deplaseaza
campul de lupta si face ca privirea sa se
indrepte spre cer. ,,Omul nou cuprinde lumea, iar
lumea il inaltd” (Mattis-Teutsch).
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Freelancers Space Station (study no. 2)

Szilard Miklds (b. 1981) researches subjects
and situations that have to do with the
institutionalization of art, the utopian actions
in which it can become engaged, as well as
the modes of collective aggregation it can
trigger. The project presented here starts
from Hans Mattis-Teutsch’s artistic program,
and from his manifesto-book, Kunstideologie
- Stabilitat und Aktivitat im Kunstwerk. His
period of artistic creation which was marked
particularly by the constructivist current is
studied by Szilard in tandem with the realist-
socialist paradigm towards which he drifted

in the 1950s, observing a continuity between
them, and a connecting thread which extends
Mattis-Teutsch’s atypical chronology towards
the Space Race between the USA and the
USSR. The conquest of space as a measure for
supremacy for each political power shifts the
battlefield, diverting attention towards the sky.
“The new man seizes the world, and the world
elevates him” (Mattis-Teutsch).

~

Szilard Miklos
Portret satelit

2017

fotografie
dimensiuni variabile

Szilard Miklos
Satelite portrait
2017

photograph
dimensions variable

Miklosi Dénes
1960 (RO) —>

Noi am vazut

Miklosi Dénes urmareste in general decupajele
realitatii, asa cum apar ele in fotografie, fie ca
vorbim despre fotografia de arhiva preluata in
lucrarile sale, fie despre proiecte in care artistul
manipuleaza el insusi in calitate de fotograf

un discurs despre adevar, despre prezenta
lucrurilor intr-un anumit decor. Lucrarea Noi
am vazut preia din colectia de fotografii de
presa Minerva clisee care pun in evidentd, pe
ambele fete ale hartiei, dublul discurs al epocii
din care provin: anii 1960-1990. Arhiva Minerva
contine clisee facute de reporterii ziarelor
Igazsag si Faclia, din ipostaza lor de jurnalisti
controlati de aparatul de stat. La capatul
peliculei, ins3, se regasesc acele cadre care
scapa de manipularea politica si care preiau din
spatiul privat imagini marginale, cu membrii ai
familiei sau interiorul unei case, detalii aparent
nesemnificative, alaturate inevitabil unor
evenimente publice de interes pentru istoria
oficiala.

Noi am vazut [We've seen]

Miklosi Dénes generally follows the decoupages
of reality, as they appear in photography,
whether we talk about the archival photography
incorporated in his works, or about projects
where the artist, himself, as a photographer,
manipulates a discourse about truth, about

the presence of things in a certain setting.

The work We've seen takes clichés from the
Minerva Press Image Archive exhibiting them
on both sides of the paper resulting in a double
discourse of the epoch they come from: the
1960s-1990s. The Minerva archive contains
clichés made by reporters of the newspapers
Igazsag and Faclia, from their position as
journalists under the control of the state
apparatus. At the end of the film, however, one
can find those frames that escape political
manipulation; these images come from the
private space, showing family members or the
interior of a house, apparently insignificant
detalils, juxtaposed with public events of interest
for the official history.

4\

Mikldsi Dénes

Noi am vazut

2016

imprimare cu jet de cerneala pe
ambele fete

236 cm x 430 cm

credite foto: Bethlendi Tamas

Miklosi Dénes

Noi am vézut [We've seen]
2016

inkjet double side print

236 cm x 430 cm

Photo credits: Bethlendi Tamas
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Vladimir Nikolié
1974 (RS) >

The Communist Painting in the Age of Digital
Reproduction [Pictura comunista in era
reproducerii digitale]

Vladimir Nikoli¢ face parte din generatia de
artisti sarbi de dupa razboaiele din fosta
lugoslavie. A devenit cunoscut in anii 2000 prin
lucrarile video care readuc in discutie istoria
politica a Balcanilor. The Communist Painting in
the Age of Digital Reproduction este o instalatie
video cu doua canale. Primul video este un
documentar in engleza, despre prima conferinta
a tarilor nealiniate, care a avut loc in 1961, la
Belgrad. Cladirea Parlamentului, la vremea
respectiva, era decorata cu o pictura imensa
semnatéa de Petar Lubarda (1907-1974),
considerat cel mai mare pictor iugoslav,
intitulata Industrializare. In cel de-al doilea video,
pictura este expusa in cladirea Dom sindikata
(sediul Uniunii), deasupra casei de bilete a unui
cinematograf digital, si apare, de data aceasta,
ca parte a unui decor capitalist alaturi de
pop-corn, Cola si ecrane pe care ruleaza trailere
de filme. Pictura comunista are aerul unui trofeu
al victoriei ideologiei capitaliste. Sunetul celor
doua video-uri a fost interschimbat in procesul
de post-productie.

51

The Communist Painting in the Age of Digital
Reproduction

Vladimir Nikoli¢ is part of the post-Yugoslav
Wars generation of Serbian artists. He became
known in the 2000s through videos that

revisit the political history of the Balkans.

The Communist Painting in the Age of Digital
Reproduction is a double-channel video
installation. The first video is a documentary in
English, about the first conference of Non-
Aligned Countries, which took place in Belgrade,
in 1961. The Parliament building, at that time,
was decorated by a giant painting by Petar
Lubarda (1907-1974), considered the greatest
Yugoslav painter, entitled Industrialisation. In the
second video, the painting is hanging in the Dom
sindikata building (the Union’s headquarters),
above a digital cinema ticket office, this time,

as part of the standard capitalist setup with
popcorn, coke and screens with movie trailers.
The communist painting looks now like a trophy
of the ideological victory of capitalism. The
sound of the two videos has been swapped in
the process of postproduction.

~

Vladimir Nikoli¢

Pictura comunista in epoca
reproducerii digitale

cadru video

2017

instalatie video cu doua canale
1042”

prin amabilitatea artistului

Vladimir Nikoli¢

The Communist Painting in the Age
of Digital Reproduction

video still

2017

double channel video installation
1042”

courtesy of the artist
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Ahmet Ogiit
1981 (TR) - 337

The Swinging Doors [Usile batante]

Ahmet Ogiit investigheaza experienta vietii
cotidiene si a mediului urban, pe care o
modifica si o amplifica pentru a construi situatii
generatoare de schimbari de perspectiva
asupra chestiunilor social-politice. Pentru

The Swinging Doors, artistul transforma
scuturile jandarmilor romani in usi batante,
subminand functia clasica a acestui obiect
ce reprezinta forta, autoritatea si rezistenta.
Lucrarea activeaza o confruntare directa
intre vizitatori si lucrare: spectatorii trebuie sa
impinga dispozitivul in loc sa i se supuna ca
intr-un act de rezistenta.

The Swinging Doors

Ahmet Ogiit’s research takes its inspiration
from the experience of everyday life and the
urban environment that he alters and amplifies
to construct situations that generate a shift of
perspective on social and political issues. For
The Swinging Doors, he transforms Romanian
police riot shields into a swinging door,
subverting the classical function of this object
that indicates force, authority and resistance.
This work activates a direct confrontation
between the visitors and the work: the viewers
have to push this device rather than being
subjected to it, and, in doing so, they perform
an act of resistance.
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Ahmet Ogiit

The Swinging Doors [Usile batante]
2009/ 2017

scuturi antivandal originale
dimensiuni variabile

credite foto: Matei Ungureanu

Ahmet Ogiit

The Swinging Doors

2009/ 2017

original riot shields

dimensions variable

photo credits: Matei Ungureanu
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Cristi Pogacean
1980 (RO) > | bio p. 258 |

Screenshot Memorial

Practica artistica a Iui Cristi Pogacean include
o mare diversitate de medii de exprimare,

un element recurent fiind interesul acordat
subiectelor din societatea contemporana care
tind sa devina clisee, in special dupa ce sunt
Lepuizate” de mass-media. Artistul decupeaza
din vulgaritatea cotidiana acele spatii ambigue
n care ironia cruda si poetica seductiei
functioneaza in paralel. Captura de ecran
reprezentata aici — realizata de artist pe 15 iulie
2016, la ora 16:31 - infatiseaza emisia postului
de televiziune Sky News. Aceasta imagine sta la
baza picturii Screenshot Memorial, prezenta in
cadrul editiei Art Encounters din acest an.
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Screenshot Memorial

Cristi Pogacean’s artistic practice includes

a wide variety of expressive methods, a

recurrent element being his interest in the

subjects of contemporary society that tend

to become clichés, especially after they have

been “exhausted” by mass-media. The artist

carves out of the everyday coarseness those

ambiguous spaces where cruel irony and the

poetics of seduction operate. The screenshot

represented here — made by the artist on

15th July 2016, at 16:31 - captures the Sky

News television transmission. This image is

the starting point of the painting Screenshot

Memoirial, present in this year’s edition of Art 0

Encounters. Cristi Pogacean
captura de ecran a postului de
televiziune Sky News (15.07.2016)
pentru realizarea lucrarii
Screenshot Memorial
2016-2017
ulei pe panza
197 x 350 cm

Cristi Pogacean

screenshot of the Sky News TV
Channel (715.2016)

for the artwork titled Screenshot
Memorial

2016-2017

oil on canvas

197 x 350 cm

Muzeul de Transport Public Corneliu Miklosi
Corneliu Miklosi Public Transport Museum
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Lea Rasovszky
1986 (RO) > | bio p. 258 |

SOFT WAR
Bubble Gun of Sweet Surrender

Lea Rasovszky este interesata de subiectele
aflate la marginea culturii, in nisele descrise de
kitsch, desene animate, manele, culturism si
alte povesti sau ,periferii psihologice”, nu doar
sociale. Lucrarile ei sunt, de cele mai multe ori,
portrete in miscare ale unor oameni, situatii

si emotii pe care le trateaza cu un umor suav,
dulce-amar. Soft War este o lucrare noua care
apropie in mod paradoxal frica razboiului de
gustul gumei Turbo, agresivitatea tancului de
moliciunea unei jucérii de plus si tensiunea
conflictului de floarea de cires. Aceste
contradictii genereaza un tanc militar roz si
moale, prezent aici pentru a ne aminti cat de
disproportionata este violenta umana zilnica si
céat de usor se poate activa, dar si dezactiva.

Cui i-e frica de politica?
Who's afraid of politics?

SOFT WAR
Bubble Gun of Sweet Surrender

Lea Rasovszky is interested in marginal cultural
subjects, from areas such as kitsch, cartoons,
“manele”, bodybuilding and other stories or
“psychological peripheries” that are not purely
social. Her artworks are, most often, portraits
in motion of people, situations, and emotions
she treats with an easy, bitter-sweet humor.
Soft War is a new work that paradoxically
couples the fear of war with the taste of Turbo
chewing-gum, the aggressiveness of the tank
with the softness of a stuffed toy, and the
tension generated by conflict with the cherry
blossom. These contradictions generate a pink,
soft military tank, introduced here as a reminder
of how disproportionate daily human violence
is, and how easily it can be engaged, but also
disengaged.

Muzeul de Transport Public Corneliu Miklosi
Corneliu Miklosi Public Transport Museum
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Lea Rasovszky

SOFT WAR (Bubble Gun of Sweet
Surrender)

obiect/instalatie

structura gonflabila

600 x 350 x 250 cm

Lea Rasovszky

SOFT WAR (Bubble Gun of Sweet
Surrender)

object/installation

inflatable structure

600 x 350 x 250 cm
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Anri Sala
1974 (FR-DE) - 3§33

1395 Days without Red [1395 de zile fara
rosu]

In anii 1990, Anri Sala a utilizat strategii
specifice filmului documentar in lucrarile sale
video de inceput, pentru a analiza viata in
postcomunismul din Albania, explorand rolul
limbii si al memoriei in naratiunile social-politice.
Lucrarile sale video de dupa 2000 examineaza
efectele psihologice ale experientelor acustice,
tratdnd muzica si sunetul drept limbaje per se.
1395 Days Without Red (2011) este un proiect
de film colaborativ intre Sala si compozitorul
Ari Benjamin Meyers. Intre 1992 si 1996, cat
Sarajevo a fost sub asediu, mii de oameni au
fost nevoiti sa umble pe strazi sub amenintarea
lunetistilor. Oamenii se imbracau in culori
inchise, de teama sa nu atraga atentia
lunetistilor care supravegheau de pe dealuri.

In filmul lui Sala, o tanara retraieste experienta
traumatica a asediului, strabatand orasul
pustiu. Filmul este o metafora pentru calatoria
individuala prin memoria colectiva a orasului.
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1395 Days without Red

In the 1990’s, Anri Sala used documentary
strategies in his early video works to examine
life after communism in Albania by exploring

the role of language and memory in social and
political histories. His video works after the
2000'’s examine the psychological effects of
acoustic experiences by considering music and
sound as languages themselves.

1395 Days Without Red, 2011, is a collaborative
film-project between Sala and composer Ari
Benjamin Meyers. From 1992 to 1996, during the
siege of Sarajevo, thousands of people had to
cross streets threatened by snipers. The people
wore dark colors for fear of alerting snipers who
stood guard from the hillside. In Sala’s film, a
young woman relives the traumatic experience
of the siege while making her way through

an empty city. The film is a metaphor for an
individual journey through the collective memory
of the city.

4\

Anri Sala

1395 Days without Red

n colaborare cu Liria Begeja
parte a unui proiect de Sejla
Kameri¢ si Anri Sala in colaborare
cu Ari Benjamin Meyers

cadru video

20M

proiectie video HD, color, sunet:
discrete 51, in bucla

43’ 46”

prin amabilitatea artistului, a
Galeriei Chantal Crousel, a lui
Marian Goodman si a Hauser &
Wirth

© Anri Sala / ADAGP, Paris 2017

Anri Sala

1395 Days without Red

in collaboration with Liria Begeja
from a project by Sejla Kameri¢ and
Anri Sala in collaboration with Ari
Benjamin Meyers

video still

201

HD video projection, colour, sound:
discrete 5.1, on loop

43 46”

courtesy of the artist and Galerie
Chantal Crousel, Marian Goodman
and Hauser & Wirth

© Anri Sala / ADAGP, Paris 2017
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Dan Perjovschi



Promisiunea comunitatii ideale alimenteaza proiectiile despre viitorul lumii, chiar daca
acestea si-au trait limitele in diferite forme, asa cum rezulta din reflectiile asupra

unei ,comunitati neimplinite” (in celebrul studiu al lui Maurice Blanchot care da titlul
acestui capitol) sau cele despre ,comunitatea absenta” (Jean-Luc Nancy). Poate ca
solidaritatea nu e inca epuizata, iar modelele ei nu trebuie anulate complet. Daca ne
uitam in jur, cele mai curate formule de agregare si coabitare le gasim la grupurile de
copii. Microuniversul lor regandeste relatiile dintre adulti si simplifica orizontul spre

care privim de obicei cu neincredere. Copiii inventeaza jocuri atunci cand nu le cunosc,

reformuleaza regulile daca nu le convin, deturneaza obiectele si le investesc cu noi
functii, isi croiesc alte drumuri si scurtaturi. Lejeritatea cu care reinventeaza lumea
din jur face ca raporturile de putere care ne obsedeaza sa para caraghioase. Aceste
modele se extind spre alte propuneri artistice in masura sa chestioneze conceptul de
apartenentd, relatia dintre local si global, si identitatea culturala.

The promise of an ideal community fuels projections of a future world, even if these

have seen already different forms of limitations, as resulting from the reflections on the

“unavowable communities” (from Maurice Blanchot’s famous study which inspired the

title of this chapter) or on “the absent community” (Jean-Luc Nancy). Perhaps solidarity

isn't exhausted, and its models shouldn’t be totally dismissed. If we look around us, we
find the purest forms of aggregation and coexistence among groups of children. Their
micro-universe is a rethinking of the relationships between adults, and a simplification
of the horizon we usually look at distrustfully. Children invent games when they don’t
know how to play them, rewrite the rules if they don’t suit them, hijack the objects and
endow them with new functions, they make up other paths and shortcuts. The ease
with which they reinvent the world around them makes our obsession over power
relations look ridiculous. These models extend towards other artistic endeavors that
are capable to question the concept of belonging, the relationship between local and
global, and cultural identity.
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Ana Adamovié

1974 (RS) —>

Two Choirs [Doua coruri]

In lucrérile video si in instalatiile sale, Ana
Adamovi¢ invoca evenimente istorice si povesti
uitate, importante pentru construirea identitat
personale si colective. Doua coruri are drept
punct de plecare obiceiul conform caruia
scolile ii ofereau lui Tito albume foto in care
apareau, aproape invariabil, coruri omagiale.
Acesta este si cazul unei fotografii in care apare
corul scolii de la Institutul pentru educatie al
copiilor surzi din Zagreb, fotografie trimisa de
ziua lui, in 1962. Copiii sunt surprinsi cantand,
in ciuda dificultatilor de auz si vorbire. In film,
Adamovi¢ reconstituie situatia si o corecteaza:
de data aceasta, copiii interpreteaza cantecul
“Mi stvaramo smelo” (“We Create Boldly”) de
Srecko Burdevi¢, din culegerea de cantece
Deca pevaju Titu (Copii cantandu-i lui Tito).
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Two Choirs

In her video works and installations, Ana

Adamovi¢ invokes historical events and

forgotten narratives, relevant in the process of

building one’s personal and collective identity.

As a starting point, Two Choirs takes the

school custom of offering photo albums to

Tito, featuring almost invariably a choir in his

homage. The same is the case with the photo

depicting a school choir of the Institute for the

Education of Deaf Children in Zagreb, sent

on his birthday in 1962; children are captured

while singing, despite their hearing and speech

impediments. In her video, Adamovic reenacts

that situation and corrects it: this time the

children perform in sign language the song

“Mi stvaramo smelo” (“We Create Boldly”) by

Srecko DBurdevic, found in the songbook Deca 2

pevaju Titu (Children Singing to Tito). »
Ana Adamovi¢

Doua coruri

2013-2014

cadru video

instalatie video cu doua canale

203"

Ana Adamovic¢

Two Choirs

2013-2014

video still

two channel video installation
2'03”
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Marta Adorjani
1987 (RO) = 3 31

1993/2017 Initiere in arta de a vedea

Practica artistica a Martei Adorjani se axeaza
pe cartea de artist si legatoria de carte, pe
studiul tehnicilor de tipar, fotografie si grafica.
In seria 1993/2017 Initiere in arta de a vedea,
Marta lucreaza pe baza unui caiet de desene
din copilarie, decupand conturul acestora

si literele scrise. ,Dantela” de hartie astfel
obtinuta este folosita ulterior pentru realizarea
unor fotograme developate la lumina soarelui
care recompun relatia dintre pozitiv si negativ,
dintre plin si gol. Straturile acestui proces

de descompunere si recompunere a imaginii
oglindeste ritmul inegal al memoriei si al
naratiunilor despre trecut.
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1993/2017 Introduction in the Art of Seeing

Marta Adorjani’s artistic practice focuses on
the artist’'s book and bookbinding, the study of
printing techniques, photography and graphics.
In the 1993/2017 Introduction in the Art of
Seeing series, Marta takes as a starting point a
notebook from her childhood drawings, cutting
out their contours and the written letters. The
“lace” paper obtained this way is subsequently
used to make photograms developed in
sunlight which recompose the relation between
positive and negative, between abundance

and emptiness. The layers in this process of
decomposing and recomposing the image
mirrors in the irregular rhythm of memory and
the narratives about the past.

Halele Timco
Timco Halls

™

Marta Adorjani

1993/2017

Initiere in arta de a vedea
2014-2017

instalatie, tehnica mixta, carte de
artist, legare manuala, unicat
102 pagini, 24 x 17,5 cm

hartie perforata manual, copie
contact

10 piese, 64x43 cm

Marta Adorjani

1993/2017

Initiere in arta de a vedea
[Introduction in the Art of Seeing]
2014-2017

installation, mixed technique, artist’s
book, manual binding, unique

102 pagini, 24 x 17,5 cm

manually perforated paper, contact
copy

10 piese, 64x43 cm
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Francis Alys
1959 (BE-MX) —> m ) 3.2

Children’s Games [Jocuri de copii]

Descriindu-si practica drept ,,un argument
discursiv compus din episoade, metafore

sau parabole”, Francis Alys isi concentreaza
sensibilitatea poetica si imaginativa pe elemente
antropologice si imaginative generate de
observarea cotidianului.

In colectia de materiale video intitulate Jocuri
de copii, Alys surprinde copii jucandu-se, fara
ca acestia sa stie ca sunt filmati. Aceste scurte
documentare sunt filmate in mai multe tari din
lume si pun laolalta cadre cu jocuri simple.
Copiii din filme folosesc doar obiecte comune
drept jucarii: scaune, monede, nisip, pietre sau
oglinzi sparte. Suntem martorii unei capacitati
remarcabile pe care au dezvoltat-o de a
transforma materiale aparent banale in obiecte
magice.

3.3 | Comunitatea de nemarturisit
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Children’s Games

Describing his practice as “a discursive
argument composed of episodes, metaphors, or
parables”, Francis Alys focuses his poetic and
imaginative sensibilities toward anthropological
and geopolitical concerns, centered on
observations of everyday life.

In the collection of videos titled Children’s
Games, Alys captures children playing,
completely unaware of the camera’s presence.
These brief documentaries are filmed in various
countries around the world, collecting footage
of simple games. The videos show children
using common objects as toys: chairs, coins,
sand, stones or broken mirrors. Here we witness
the children’s accustomed capacity to transform
seemingly banal materials into objects of
wonder.

Halele Timco
Timco Halls

»

Francis Alys

Children’s Game #12

Sillas

Oaxaca, Mexico

2012

video

505"

n colaborare cu Elena Pardo si
Félix Blume

Francis Alys

Children’s Game #12

Sillas

Oaxaca, Mexico

2012

video

505"

in collaboration with Elena Pardo
and Félix Blume
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Alex Bodea
1981 (RO-DE)

Visual Notes [Note vizuale]

Alex Bodea lucreaza la intersectia dintre arta,
jurnalism, poezie si performance, motivata

de dorinta de a documenta ,,zgomotul
orasului”, asa cum apare in viata de zi cu

zi. Prin desene rapide, notatii si decupaje
rezulta o partitura esentializata a cotidianului.
Conceptul proiectului de lunga durata Note
vizuale porneste de la intalnirea dintre desen

si naratiune; in etapele premergatoare bienalei,
artista va documenta procesul invizibil al
instalarii expozitiilor. Indreptandu-si atentia atat
spre actiunile pregatitoare ale participantilor, cat
si asupra profilului lor psihologic (prin discutii,
intrebari, interactiuni), Alex Bodea va prezenta
o lectura cinematica si o instalatie alcatuita din
desen si fotografie.

Visual Notes

Alex Bodea works on the conjunction between
art, journalism, poetry and performance, driven
by the desire to record ,the noise of the city” as
it appears in everyday life. From quick drawings,
notes and clippings, an essential composition of
the routine emerges. The concept of the Visual
Notes project on the long term starts from the
encounter between drawing and narrative; in
the preceding stages of the biennale, the artist
is going to document the invisible process of
assembling the exhibitions. Focusing both on
the preparatory actions of the participants,

and on their psychological profile (through
discussions, questions, interaction), Alex

Bodea will deliver a cinematic reading and an
installation made of drawing and photography.
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Alex Bodea

Visual Notes [Note vizualel
2012-2017 (in desfasurare)

tus pe hartie

instalatie de dimensiuni variabile
7,5 x 10,5 cm/unitate

credite foto: André Wunstorf
[spatiu expozitional: The Drawing
Hub Berlin]

Alex Bodea

Visual Notes

2012-2017 (ongoing)

ink on paper

variable dimensions installation
7,5 x 10,5 cm/unit

Photo credits: André Wunstorf
[location: The Drawing Hub Berlin]
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Viad Gheorghe Cadar

1984 (RO) >

Testing Reality

Vlad Gheorghe Cadar refuza constant orice
incadrare in sertarele lumii artei de azi, aparand
si disparand din underground-ul artistic, sub
diferite infatisari: ca artist independent, initiator
de proiecte, fondator al spatiului Tam-Tam si
membru al grupului Biserika. In seria de lucrari
Testing Reality, Vlad Cadar propune cate un
costum pentru diferite simulacre ale lumii de azi
- pentru natura de plastic care imita realitatea,
pentru arta contemporana din carti care joaca
rolul culturii majore, pentru universul de plus
care nu e nici pe departe atat de pufos ca blana
naturala a animalelor. Fiecare costum poate

fi purtat si adoptat ca recuzita zilnica atunci
cand paradoxurile societatii de azi ne impun

o noua masca. ldentitatea pe care si-o asuma
persoana care imbraca aceste costume poate
fi una temporara, paralela vietii de zi cu zi, dar
nu mai putin importanta in configurarea libertatii
personale.

Testing Reality

Vlag Gheorghe Cadar constantly refuses to fit
in any drawer of today’s art world, appearing
and disappearing from the artistic underground,
under various guises: as an independent

artist, an initiator of projects, as the founder

of the Tam-Tam space and as member of the
Biserika group. In the Testing Reality series of
works, Vlad Cadar creates a costume for each
simulacra of today’s world - for the nature of
plastic that fakes reality, for the contemporary
art in books that play the role of dominant
culture, for the universe of plush that isn’'t by
far as fluffy as the natural fur of animals. Every
costume can be worn and adopted as a daily
prop when the paradoxes of today’s society
impose new masks on us. The identity assumed
by the person wearing these costumes can be
a temporary one, parallel to everyday life, but no
less important in the configuration of personal
freedom.

Halele Timco
Timco Halls
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Vlad Gheorghe Cadar
Physical Wearable no. 5 - din
proiectul “Testing Reality”
2015 -in desfasurare
obiect, textile, performance
dimensiuni variabile

Vlad Gheorghe Cadar

Physical Wearable no. 5 - from the
project “Testing Reality”

2015 - ongoing

object, textile, performance
dimensions variable
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Alle Dicu
1995 (RO) -

Ana

Lucrarile lui Alle Dicu exploreaza relatia dintre
sunet, corp si spatiu ca pe o triada esentiala

in definirea momentului prezent. Prin video,
fotografie, sunet si performance, Alle Dicu
reflecteaza asupra dansului, prin intermediul
caruia se pot agrega micro-comunitati
spontane. Dansul contine mereu un paradox

al unei actiuni deopotriva statice si dinamice.
Dansul este o repetitie hipnotica de posturi
uneori inhibate, alteori dezinvolte. In video-ul
Ana, personajul feminin este surprins de camera
de filmat in momentul primelor reactii timide la
muzica din fundal. Corpul inca nu este complet
dezinhibat iar subiectul trece prin etapele
aproape ,ritualice” de a iesi din imobilitate

fara sa se miste, in acel moment singular de
dinaintea eliberarii pe care il pregateste muzica.
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Ana

Alle Dicu’s works explore the relationship

between sound, body and space as an essential

trio to defining the present moment. Through

video, photography, sound and performance,

Alle Dicu reflects on dance as a medium

for the aggregation of spontaneous micro-

communities. Dance always maintains a

paradox of simultaneously static and dynamic

actions. Dance is a hypnotic repetition of

postures, some more inhibited, others more

offhand. In the video, Ana, the female character

is caught by the video camera at the moment

of her first timid reactions to the background

music. The body is not yet uninhibited, and the

subject passes through the almost “ritualistic”

stages of coming out of inertia without moving,

at that single moment before the liberation that

music provides.
4\
Alle Dicu
ANA
2015
video still
333"

Alle Dicu
ANA
2015

cadru video

333"

Halele Timco
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Flaka Haliti
1982 (XK-DE) —>

Thendive, Grace, Rishika, Lefa, Kaden,
Victoria, Nadia, Leo, Cyril, Mrs. Faye, Malrar,
Josias, Ojas, Philip, Ernest, Ziyanda, Ledri,
Amadou, Bayanda, Julien

Flaka Haliti exploreaza si de-contextualizeaza
simbolurile frontierelor si ale stramutarilor
geografice in instalatii spatiale puternice.

O serie de sculpturi realizate din armatura de
otel, inspirate din autoportrete ale copiilor, se

iveste din douazeci de sacose galbene de IKEA.

Aceste siluete simplificate si anonime, simboluri
ale inocentei si ale tineretii, au fost desenate
intr-o scoala din Abidjan, Coasta de Fildes, de
catre un grup de copii expatriati. Fiecare plasa
este umpluta cu nisip albastru, un material
impalpabil care aduce aminte de vastitatea
cerului si a marii. Instalatia devine astfel si o
metafora a dezradacinarii, a pierderii materiale
si a naruirii sperantei.

Thendive, Grace, Rishika, Lefa, Kaden,
Victoria, Nadia, Leo, Cyril, Mrs. Faye, Malrar,
Josias, Ojas, Philip, Ernest, Ziyanda, Ledri,
Amadou, Bayanda, Julien

Flaka Haliti explores and de-contextualizes
the symbols of borders and geographical

displacements into powerful spatial installations.

An accumulation of rebar sculptures based

on children’s self-portraits emerge from
twenty yellow IKEA bags. These simplified and
anonymous figures, symbols of innocence and
youth, have been drawn in a school in Abidjan,
Ivory Coast, by a group of expatriate children.
Each bag is filled with blue sand, an impalpable
material that recalls the wide open spaces of
sky and sea. The installation hence becomes a
metaphor for uprooting, the loss of possession
and hope.

Halele Timco
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Flaka Haliti

Thendive, Grace, Rishika, Lefa,
Kaden, Victoria, Nadia, Leo, Cyril,
Mrs. Faye, Malrar, Josias, Ojas,
Philip, Ernest, Ziyanda, Ledri,
Amadou, Bayanda, Julien
Sochima, Edgar, Daniel, Tshego,
Nihal, Oyane, Ms. Dagrou, Anna,
Abigail, Quentin

2015-2016

imagine din expozitie, Ars Viva
Prize 2016

Galerie fir Zeitgendssische Kunst
Leipzig, Leipzig 2016

instalatie

metal, nisip, plastic

dimensiuni variabile

prin amabilitatea artistului si
Lambdal.ambdalLambda, Prishtina
credite foto: Wenzel Stahlin

Flaka Haliti

Thendive, Grace, Rishika, Lefa,
Kaden, Victoria, Nadia, Leo, Cyril,
Mrs. Faye, Malrar, Josias, Ojas,
Philip, Ernest, Ziyanda, Ledri,
Amadou, Bayanda, Julien
Sochima, Edgar, Daniel, Tshego,
Nihal, Oyane, Ms. Dagrou, Anna,
Abigail, Quentin

2015-2016

exhibition view, Ars Viva Prize 2016
Galerie fur Zeitgenossische Kunst
Leipzig, Leipzig 2016

installation

metal, sand, plastic

dimensions variable

courtesy of the artist and
LambdalambdalLambda, Prishtina
photo credits: Wenzel Stahlin
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Catalin llie
1982 (RO-DE) —>

The natural chaos of order [Haosul natural al
ordinii]

Catalin llie este preocupat de sunet ca sursa
esentiala in configurarea materiei, printr-o
cercetare continud, subiectiva si empirica. Cele
mai simple actiuni sunt integrate unui vocabular
care le distileaza intr-un ambient hipnotic,
meditativ si clar. The natural chaos of order
este o instalatie bazata pe efectele erorii care
genereaza dinamica unui spatiu. Perceputa

ca impuls care transforma textura realitatii,
eroarea scoate la iveala esecul oricarui sistem;
din cauza vibratiilor sunetului, piesele de sah se
amesteca dezordonat, insa doar atunci ele devin
reale, dincolo de reguli si strategii de anticipatie.
Cele doua ipostaze ale jocului - de castigator si
perdant — se dovedesc irelevante.
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The Natural Chaos of Order [Haosul natural
al ordinii]

Catalin llie focuses on sound as an essential
source in configuring matter, through
continuous subjective and empirical research.
The simplest actions are integrated in a
vocabulary that refines them in a hypnotic
environment, clear and meditative. The Natural
Chaos of Order is an installation based on the
effects of error that generates the dynamism
of a space. Perceived as an impulse that
transforms the texture of reality, the error
exposes the failure of any system; due to the
vibrations of sound, chess pieces are displaced
together, but it is only then that they become
real, beyond rules and expectation of strategies.
The two sides of the game - that of a winner
and that of a loser — prove to be irrelevant.

Halele Timco
Timco Halls
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Catalin llie

The natural chaos of order [Haosul
natural al ordinii]

2011 - 2017

instalatie multimedia (sunet, print,
obiect, placi de metal)

dimensiuni variabile

Catalin llie

The natural chaos of order

2011- 2017

multimedia installation (sound, print,
object, metal plates)

dimensions variable
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Sebastian Moldovan
1982 (RO) —

A Monument to Whatever [Monument pentru
orice]

Sebastian Moldovan transfigureaza in lucrarile
sale obiecte banale, de uz domestic, in
instrumente ale unei meditatii asupra variatelor
sisteme de gandire si asupra propriei existente.
Prin turnul pe care il propune aici, artistul
utilizeaza principiul rizomului, asa cum este
definit de Deleuze si Guattari. Similitudinea
formala cu o coloana vertebrala si materialele
de constructie folosite transforma lucrarea

de arta intr-o ilustrare a principiului filosofic,
transpusa in imaginea structurii societatii
contemporane.

A Monument to Whatever

Sebastian Moldovan transfigures in his works
ordinary objects with domestic functions into
means of reflection on various belief systems,
and on his own existence. In the tower he
presents here, the artist uses the rhizome
principle, as it is defined by Deleuze and
Guattari. The formal resemblance to a spine
and the construction materials used transform
the work of art into an illustration of the
philosophical principle, transposed in the image
of contemporary society’s structure.

Halele Timco
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Sebastian Moldovan

A Monument to Whatever
[Monument pentru orice] (titlu
provizoriu)

2017

Instalatie (caramizi BCA, camere de
bicicleta, coarda de otel, platforma
cu roti)

dimensiuni variabile (cca. 50 x 70

X 400 cm)

Sebastian Moldovan

A Monument to Whatever (working
title)

2017

Installation (BCA bricks, bicycle
tubes, steel rope, wheel platform)
dimensions variable (approx. 50 x
70 x 400 cm)
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Mona Vatamanu & Florin Tudor

Halele Timco
Timco Halls

1968 (RO) > m 1974 (RO) > 3 37

I Mondo Novo

Mona Vatamanu si Florin Tudor lucreaza
impreuna din anul 2000, concentrandu-si
atentia asupra unor tematici relevante pentru
societatea contemporana, reflectand asupra
unui spatiu comun, cum ar fi memoria colectiva,
apartenenta la o comunitate sau dinamica
relatiilor sociale dictate de capital. Il Mondo
Novo parafrazeaza pictura lui Giandomenico
Tiepolo (sec. XVIII) si reia de-a lungul timpului
acest motiv, in diverse formule. In opera de
arta originala, grupul de oameni este adunat
pentru a vedea imagini din lumea noua, desi
poate parea ca priveste un orizont fluid si incert.
In reinterpretarea celor doi artisti, grupul de
oameni contempla ruina unei lumi in care nimic
nu mai ramane de descoperit, tot ceea ce este
nou fiind o regurgitare a unor vechi principii si o
contradictie de nerezolvat a periferiei orasului.

Il Mondo Novo

Mona Vatamanu and Florin Tudor have been
working together since 2000, focusing on
relevant themes for contemporary society,
reflecting on a common space, such as
collective memory, community belonging, or
the dynamics of social relations dictated by
money. Il Mondo Novo paraphrases the painting
of Giandomenico Tiepolo (18t century) and
reiterates this motif in various formulas over
time. In the original work of art, the group of
people has gathered to see images from the
new world, although it may also seem that
they are looking at an uncertain horizon. In
the reinterpretation of these two artists, the
group of people contemplates the ruins of a
world in which nothing is left to be discovered,
everything that is new being a regurgitation

of some old principles and an unsolvable
contradiction of the city outskirts.

4\

Mona Vatamanu & Florin Tudor
Il Mondo Novo

2016

cadru video

341"

cu sprijinul Salonul de Proiecte,
Bucuresti

Mona Vatamanu & Florin Tudor

Il Mondo Novo

2016

video still

341"

supported by Salonul de Proiecte,
Bucharest
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Mona Vatamanu & Florin Tudor
Solidaritate

2017

instalatie

desen pregétitor, autor: Clara Judit
Tudor, 2014

Mona Vatamanu & Florin Tudor
Solidarity

2017

installation

preparatory drawing, author: Clara
Judit Tudor, 2014
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Dan Perjovschi
1961 (RO) —>

Casa visurilor / Desene impreuna

La invitatia grupului de initiativa SOS Pata Rat,
artistul Dan Perjovschi a participat in primavara
acestui an la un proiect cu tema locuirii dedicat
spatiului public (Orasul vizibil), desfasurat in
mijlocul comunitatii de romi (si nu numai) care
traiesc in prezent langa groapa de gunoi a
orasului Cluj-Napoca. Acest proiect tragea

un nou semnal de alarma privind segregarea
sociala a peste 300 de familii si privarea
acestora de conditiile unei vieti decente. Tema
locuirii nu putea fi adusa in discutie intr-un loc
mai problematic decat Pata Rat, unde au ajuns
sute de romi din Cluj-Napoca prin evacuari
repetate, cea mai mare fiind in 2010. In cadrul
unui atelier de desen care a durat trei zile,

Dan Perjovschi a lucrat cu copiii si a contribuit
la randul lui la marcarea prin desen si text a
acestui loc ghetoizat, amanat constant de pe
agenda politica a autoritatilor. Copiii au fost
incurajati sa-si imagineze o casa ideald, un

loc al lor, si s& deseneze alaturi de artist, fara
restrictii. Dan Perjovschi expune fotografii din
timpul atelierului, reproduceri ale desenelor

si continua acest demers prin realizarea unei
carti de colorat pusa in vanzare cu scopul

de a directiona fondurile rezultate spre copiii
defavorizati de la Pata Rat.
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Casa visurilor / Desene impreuna [Dream
House / Drawings Together]

Invited by the initiative group SOS Pata Rat,

the artist Dan Perjovschi participated this spring
in a project on the theme of housing — project
dedicated to the public space (The Visible City),
taking place in the middle of Roma communities
(and others) that currently live next to a

landfill for the city of Cluj-Napoca. The project
triggered a new warning signal in regarding the
social segregation of over 300 families and the
deprivation of a decent life. The housing theme
could not have been brought to discussion in a
place more problematic than Pata Rat, where
hundreds of Roma from Cluj-Napoca were
taken after repetitive evacuations, the largest
being in 2010. During a three-day drawing
workshop, Dan Perjovschi worked with children
and made his mark through drawing and text

on this ghettoized area, constantly delayed on ™

the authorities’ politi(_:al agenda. The children Dan Perjovschi

were encouraged to imagine an ideal house, a Casa visurilor / Desene impreuné
place of their own, and to draw freely alongside 2017

the artist. Dan Perjovschi displays photographs interventie comuna cu copii din
taken during the workshop, reproductions of Pata Rat

the drawings, and continues contributing to

the work by making a coloring book put on Dan Perjovschi

[Dream House / Drawings together]

sale with the purpose of directing funds to the 2017
disadvantaged children of Pata Rat. joint intervention with children from
Pata Rat
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Inspirat de tensiunea dintre munca vizibila si munca invizibila, acest subcapitol
surprinde un decupaj din spatiul de lucru al unui artist, fie ca este vorba despre unul
fizic — atelierul — sau despre unul conceptual - care are in vedere sursele de inspiratie
si ideile care uneori raman nerealizate. Transpunerea miturilor despre artist in contextul
acestei sectiuni naste perspective ironice si enunturi paradoxale care destabilizeaza
stereotipurile despre arta si creatie. Munca este privita aici atat ca o matrice in sistemul
inevitabil de productie, tranzactie si schimb, cat si ca o activitate artistica articulata in
jurul ideilor de grup, unitate, colaborare si interdependenta.

Inspired by the tension between visible and invisible work, this subchapter captures

a decoupage from an artist’s work space, be it a physical one — the workshop - or

a conceptual one - taking into account sources of inspiration and the ideas that
sometimes remain unrealized. Transposing the myths about artists in the context of
this section gives rise to ironic perspectives and paradoxical statements, destabilizing
the stereotypes about art and creation. Work is seen here as a matrix in the inevitable
system of production, transaction and exchange and as an artistic activity articulated
around ideas of group, unity, collaboration and interdependence.

Razvan Anton
1980 (RO) —>

Individ / Colectiv

Razvan Anton este un artist preocupat de
memoria personald si memoria colectiva,
folosite ca instrumente de creatie in conjunctie
cu mediile artistice pe care le utilizeaza si a
tehnicilor asumat efemere. Lucrarea Individ /
Colectiv porneste de la o imagine din Arhiva
Minerva - colectie de fotografie de presa din
ziarele clujene Igazsag si Faclia din perioada
1955-1993. Imaginea luata de artist drept

reper ilustreaza o defilare cu ocazia zilei de 23
august. Marirea imaginii pana la abstractizare,
transpunerea ei intr-un alt mediu, expunerea
indelungata la soare si transpunerea imaginilor
pe suporturi diferite aduc in discutie relatia
dintre comunitate si individ, memoria colectiva si
memoria personala.

Individ / Colectiv [Individual / Community]

Razvan Anton is an artist concerned with

personal and collective memory as instruments

of creation that support the artistic media he

uses, as well as the ephemeral techniques he

assumes. The work Individual / Community is

based on an image from the Minerva Archive

- a press photography collection from Cluj

newspapers, Igazsag and Faclia, from the period

1955-1993. The image used by the artist as

a reference point illustrates a parade for the

23rd of August. Magnifying the image until T

it becomes abstract, its transfer to another Razvan Anton

medium, its long exposure to sunlight and the Individ / Colectiv
transformation of images on various supports 2017 - ;
brings into question the relation between pix albastru pe hartie, gravura pe

. P . sticla
community and individual, collective memory dimensiuni variabile

and personal memory. credite foto: Razvan Anton

Razvan Anton

Individ / Colectiv [Individual /
Community]

2017

Blue ballpen on paper, engraving
on glass

dimensions variable

photo credits: Razvan Anton
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Liliana Basarab
1979 (RO) >

TALENTUL NU E DEMOCRATIC, ARTANUE
UN LUX (Greierele si furnica)

Liliana Basarab isi concentreaza practica
artisticé pe implicarea sociala si realitatea
imediata. In cadrul proiectului TALENTUL NU E
DEMOCRATIC, ARTA NU E UN LUX (Greierele si
furnica), fabula cu acelasi nume devine pretextul
perfect pentru ilustrarea diverselor tipuri de
receptari, uneori contradictorii, ale activitatii
artistice in societate. Cele doua personaje
devin, in compozitiile ceramice ale artistei,
purtatoare ale mesajelor ce apartin diferitilor
formatori de opinie care isi expun parerile
despre statutul si responsabilitatile artistului.
Colectia de enunturi este completata periodic

si lasa la vedere o gama larga de luari de pozitie
pe aceasta tem4, in functie de mentalitati,
orientare politica, statut social etc.
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TALENT IS NOT DEMOCRATIC, ART IS NOT A
LUXURY (The Grasshopper and the Ant)

Liliana Basarab’s artistic practice focuses on
social engagement and immediate reality. Within
the project, TALENT IS NOT DEMOCRATIC,
ART IS NOT A LUXURY (The Grasshopper

and the Ant), the eponymous fable’s title is
treated as a perfect opportunity for illustrating

a variety of, sometimes contradictory reactions
registered by society in response to artistic
practice. The two characters become in the
artist’s ceramic objects, the messengers of
different opinion makers in relation to the artist’'s
status and responsibilities. The collection of
statements is periodically updated and it reveals
multiple points of view, according to one’s
different mentality, political allegiance, social
class etc.

/T\

Liliana Basarab

TALENTUL NU E DEMOCRATIC,
ARTA NU E UN LUX (Greierele si
furnica)

2016-17

ceramica glazurata

dimensiuni variate

credite foto: Liliana Basarab

Liliana Basarab

TALENT IS NOT DEMOCRATIC,
ART IS NOT A LUXURY (The
Grasshopper and the Ant)
2016-17

glazed ceramic

dimensions variable

photo credits: Liliana Basarab
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Razvan Botis
1984 (RO)

Atelier 1980

Réazvan Botis cauta in viata cotidiana acele
situatii si imagini in masura sa developeze
fenomene sociale mai largi, simptomatice pentru
un context fatd de care artistul incearca sa se
apropie. Cuvintele si lucrurile se intrepatrund in
cercetarea artistului, iar rezonanta lor materiala
poate capata diferite forme - obiect, fotografie,
gest sau text. Temele abordate recent de
Réazvan Botis se refera la vocabularul unui
sistem tot mai greu de inteles astazi: breasla
artistilor plastici din anii 1980. Atelierele de
ceramica din acea perioada constituie subiectul
unei cercetari mai ample, prezentand aici un
decupaj sintetic. Artistul insereaza in spatiul
expozitional un atelier optzecist reconstruit,

cu toata recuzita necesara, si piese ceramice
unice, realizate de el, care vor fi vandute in
regimul tipic Fondului plastic, la preturi modice,
pe parcursul expozitiei. Imersarea totala in acea
perioada presupune o intelegere nuantata a
manualitatii si maiestriei — calitati inlocuite intre
timp de cultul pentru concept - semnaland

de asemenea conditia periferica a mediului
ceramicii, a artistului optzecist si a provinciei
deopotriva.

Atelier 1980

Razvan Botis searches for situations

and images from everyday life to render
symptomatic social phenomena into a context
that the artist attempts to draw nearer. Words
and objects intertwine in the artist’s research,
and their material resonance can take different
forms - object, photograph, gesture or text.
The themes Razvan Botis has approached
recently refer to the vocabulary of a system
that is harder and harder to understand today:
the union of visual artists in the 1980s. The
ceramic studios of the period are the subject
of a more ample research, here presenting a
synthetic decoupage. The artist introduces

a reconstructed eighties workshop to the
exhibition space, with all the necessary props
and unique ceramic pieces of his own making,
to be sold for modest prices throughout the
exhibition, in the typical fashion of the Visual
Arts Fund. The dialogue Botis stages between
the Union of Visual Artists of Romania in

the 1980s and the present requires a subtle
understanding of the labor and craftsmanship -
qualities since replaced by the cult of concept -
which also signals to the marginalized condition
of the ceramic medium, of the eighties’ artist
and of the provincial alike, all of which require a
discursive reinstatement.
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Réazvan Botis
Voltaire Street
2017

ceramica glazurata
33x27x27cm

Razvan Botis
Voltaire Street
2017

glazed ceramics
33 x27x27cm
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Istvan Csakany
1978 (HU) — 132/33

Sudden gust of motivation [Rafala brusca de
motivatie]

Sculpturile si instalatiile lui Istvan Csakany

se remarca prin abordarea conceptuala si
mestesugul extraordinar. Se concentreaza
asupra contextului ideologic al mediului cotidian,
uneori abandonat intr-o stare provizorie.
Sudden gust of motivation este o sculptura
realista ce surprinde un moment in care
scaunul de sub artist este in cadere, punandu-I
pe protagonist intr-o postura bizara. Precum
metafora unui lapsus, lucrarea marcheaza
fragilitatea artistului care pierde, pentru o clipa,
controlul si incearca sa-l redobandeasca.
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Sudden gust of motivation

Characterized by a conceptual approach,

but also an exceptional craftsmanship, Istvan
Csakany’s sculptures and installations deal
with the ideological background of everyday
environments, sometimes abandoned or in

a state of in-betweenness. Sudden gust of
motivation is a realistic sculpture that captures
the artist in a strange posture: the moment
when chair collapses under his body. Like a
metaphor of a mental lapse, this work marks the
fragility of an artist losing control for a second
and trying to readjust.

Halele Timco
Timco Halls
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Istvan Csakany

RAFALA BRUSCA DE MOTIVATIE
2012

fibra de sticla pictata

L:165 x I: 135 x I: 70 cm,

F: Csékany Istvan

prin amabilitatea: Collection Andrea
Dénes/Arpad Balasz

© Istvan Cséakany/Dénes/Balasz
credite foto: artistul

Istvan Cséakany

SUDDEN GUST OF MOTIVATION
2012

painted fibre glass

L:165 x W: 135 x H: 70 cm,

F: Csakany Istvan

Courtesy of: Collection Andrea
Dénes/Arpad Balasz

© Istvan Csakany/Dénes/Balasz
photo credits: the artist
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Lena Henke
1982 (DE-US) >

First Ladies [Primele doamne]

Lena Henke produce un corpus de sculpturi
preluand o multitudine de elemente si
aranjandu-le in scopul unificarii cuprinzatoare

a spatiului expozitional dedicat instalatiei.
Lucrarile ei fac trimiteri catre urbanism si

land art, precum si catre relatiile interumane,
sexualitate si feminism, infiltrand in permanenta,
in sistemul patriarhal al artei un ton inteligent

si comic.

Pentru instalatia Primele doamne, Henke
recurge la primele doamne din mai multe tari ca
punct de plecare pentru o serie de 7 sculpturi.
Facand trimiteri la standardele culturale

si la cliseele acestora, in speta la mese si
piedestaluri, lucrérile incearca sa transforme
standardele introducand o estetica care sprijina
interesul pentru noua femeie, notiunile de putere
la feminin, de cultura si stil elitist al partidului.
Asociind aceste elemente cu tematica vasta

a muncii, personajele feminine reprezinta
transpuneri in piese de mobilier specifice

care corespund categoriei feminine de clasa
muncitoare.

First Ladies

Lena Henke produces a body of sculptures,
taking a multitude of diverse elements and
arranging them for the comprehensive
unification of the installation space. Her work
references urban planning and land art, as well
as human relationships, sexuality and feminism,
consistently infiltrating the patriarchal system of
art with a clever and humorous tone.

For her installation, First Ladies, Henke uses the
first ladies of several countries as the starting
point for a series of 7 sculptures. Referencing
the standards of culture and its clichés, in this
case associated with tables and plinths, these
works seek to transform such standards by
introducing aesthetics that support the interest
of the new woman, notions of girl power, high-
class party culture and style. Relating these
issues to the broader theme of labour, the
female characters stand here as translations
into specific furnishings corresponding to a
feminine category of working class.
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Lena Henke

you have four eyes

2009

imagine din expozitie

V 8 - Plattform fiir junge Kunst,
Karlsruhe

prin amabilitatea artistei si a Galerie
Emanuel Layr

Lena Henke

you have four eyes

2009

exhibition view

V 8 - Plattform fiir junge Kunst,
Karlsruhe

courtesy of the artist and Galerie
Emanuel Layr
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Miklos Onucsan
1952 (RO) —> 331/33

Tavanul de sub atelierul artistului dupa
o inundatie in atelier cu 5 m3 de apa calda

Artistul Miklos Onucsan, activ dela inceputul
anilor '80, creeaza in lucrarile sale o apropiere
intre arta si viata pana la stergerea granitei
dintre cele doua. Pornind adesea de la structura
materiei unui obiect sau urmele pe care natura
le las& accidental, Onucsan urmareste acea
parte a lumii vizibile care nu se poate fixa

sau monumentaliza fara sacrificii - cele mai
multe actiuni sau instalatii ramanand doar ca
suport documentar. Caracterul lor efemer
completeaza reflectiile despre memorie si timp,
cum este cazul lucrarii prezentate aici. Tapetul
propus pentru expozitie reda consecintele unei
inundatii din atelier, asa cum sunt inregistrate
secvential si cu o doza de autoironie de catre
artist. Transpus aici, modelul de mucegai se
elibereaza de conotatia initiala si se transforma
intr-un tipar decorativ.

7
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The ceiling from beneath the artist’s studio,
after a flooding in the studio with 5 m? of hot
water

In his works, the artist Miklés Onucsan, active
from early 1980’s, creates a proximity between
art and life until the boundary between the
two is erased. Often starting from the material
structure of an object or the traces that nature
accidentally leaves there, Onucsan focuses

on that part of the visible world that cannot

be established or monumentalized without
sacrifices — most of the actions or installations
remaining as simply documentation materials.
Their temporary nature completes the reflection
on memory and time, as it is the case of the
work presented here. The wallpaper submitted
for the exhibition renders the consequences
of a flood at the workshop, registered in
sequences and with a dose of self-irony by
the artist. Transposed here, the mold pattern
breaks away from the initial connotation and is
transformed into a decorative model.

Halele Timco
Timco Halls
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Miklés Onucsan

Tavanul de sub atelierul artistului
dupa o inundatie in atelier cu 5 m3
de apa calda (detaliu)

2017

tapet

dimensiuni variabile

Miklés Onucsan

The ceiling from beneath the artist’s
studlio, after a flooding in the studio
with 5 m3 of hot water (detail)

2017

wallpaper

dimensions variable
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Hassan Sharif
1951-2016 (UAE) —> 432/33

Thing in The Flying House N°15 [Lucru din
casa zburatoare nr. 15]

Hassan Sharif, artist din Emiratele Arabe Unite,
a trait si a lucrat in Dubai. Hassan Sharif a avut
o contributie majora la arta conceptuala si la
practica experimentala din Orientul Mijlociu
de-a lungul a 40 de ani de performance,
instalatii, desen, pictura si montaje.

Sharif a studiat la Byam Shaw School of Art din
Londra, in anii 1980. La vremea respectiva a fost
puternic influentat de constructivismul britanic,
in special de notiunea de ,intamplare si ordine”
(,chance and order”) a lui Kenneth Martin.

De-a lungul carierei sale, Sharif a creat obiecte
punandu-le in discutie forma: a combinat lucrari
pe hartie si picturi intr-un montaj final, folosindu-
se de forma pentru ca apoi, rezultatele obtinute
sa fie lucrari mai figurative. Spre sfarsitul vietii,
Sharif a inceput sa lucreze la reproduceri pe
scara mare ale unor imagini comune sau ale
unor ilustratii din carti populare si dictionare.

Thing in The Flying House N°15

Hassan Sharif was an Emirati artist who lived
and worked in Dubai, United Arab Emirates.
Hassan Sharif made a major contribution to
conceptual art and experimental practice in
the Middle East over the course of 40 years of
performance, installation, drawing, painting and
assemblage.

Sharif studied at the Byam Shaw School of Art
in London in the 1980s. At that time, he was
strongly influenced by British Constructionism,
particularly by Kenneth Martin’s notion of
“chance and order”.

Throughout his career, Sharif would create
objects while challenging their forms by
combining works on paper and painting into a
final assemblage, ultimately using the form to
create more figurative works as a result. Toward
the end of his life, Sharif began working with
large-scale reproductions of commonplace
images and illustrations found in popular books
and dictionaries.

4\

Hassan Sharif

Thing in The Flying House N°15
[Lucru din casa zburétoare nr. 1]
2008

ulei pe panza

diptic, 150 x 200 x 3,8 cm

unicat

prin amabilitatea artistului si a gb
agency, Paris

Hassan Sharif

Thing in The Flying House N°15
2008

oil on canvas

diptych, 150 x 200 x 3,8 cm
unique

courtesy of the artist and gb
agency, Paris
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Slobodan Stosi¢
1989 (RS) —> 3 31-3.8

Wiping the forehead of... [Stergand fruntea...]

Practica artistica a lui Slobodan Stosi¢
exploreaza teritoriul moral unde arta si politica
se intalnesc. Artistul considera ca plasmuirea
unei naratiuni reflecta fictiunile sociale actuale,
utilizand in lucrérile sale notiuni ca verosimil
sau persona. Artistul contribuie in cadrul
bienalei cu o serie de lucrari care se regasesc
in fiecare dintre cele opt subcapitole tematice.
Propunerea lui Slobodan Stosi¢ consta in
punerea la dispozitia publicului de batiste de
hartie in cutii individuale, cu cate un desen
unic, pe care vizitatorul poate alege cum sa-|
foloseasca - il poate inrama sau isi poate sterge
fruntea cu el. Munca poate fi masurata prin
transpiratie, atunci cand nu e doar inspiratie,
iar plasarea servetelelor aici contribuie la
,traducerea” vulgara de care munca creativa are

parte uneori.
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A SUBJECTIVE CLASSIFICATION of TH iNGs

Wiping the forehead of...

Slobodan Stosic’s artistic practice explores
the moral territory where art and politics meet.
The artist considers that the invention of a
narrative reflects contemporary social fiction
and uses notions such as plausible or persona
in his works. During the biennale, the artist
contributes a series of works to be discovered
in each of the eight thematic subchapters.
Slobodan Stosic¢’s proposal consists of boxes of
napkins made available of the public. On each
napkin there is a unique drawing, and the visitor
can choose how to use it—they can frame it or
they can wipe their forehead with it. Work can
be measured in perspiration, when it's not only
inspiration, and placing napkins here contributes
to the vulgar “translation” that creative work
sometimes becomes subject to.

Halele Timco
Timco Halls
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Slobodan Stosi¢

Wiping the forehead of...

2017

8 cutii (11 x 11 x 12 cm) continand
cate 60 de desene in tus
credite foto: Slobodan Stosi¢

Slobodan Stosi¢

Wiping the forehead of...

2017

8 boxes (11 x 11 x 12 cm) each
containing 60 ink drawings
photo credits: Slobodan Stosi¢
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Natura continua sa reprezinte, la inceputul acestui secol, o preocupare pentru artisti.
Ideea insasi de peisaj si relatia cu natura inconjuratoare genereaza o mare diversitate
de interpretari prin care artistii isi exprima relatiile pastrate cu natura, obiect al
reprezentarilor si subiect al muncii lor. $tim cu totii ca natura nu mai este ce a fost;
exista mai mult ca o amintire. Dar nu ne dorim sa pierdem pentru totdeauna ce a mai
ramas din natura, atasamentul pe care existenta noastra il are fata de ea si ecologia
de care ne pasa din ce in ce mai mult. Artistii ne ajuta sa descoperim natura,
deschizandu-ne perspective prin care sa ne gandim la ea, nu doar s-o privim si s-0
admiram. Pe de o parte, stiintele naturii isi vad de treaba, in timp ce artistii trudesc
pentru a face ca relatia ecologica cu natura sa fie inca si mai naturala.

Nature continues to be, at the beginning of this century, a matter of concern for artists.
The very idea of landscape and the relation to the natural environment gives rise to a
great diversity of interpretations in which artists express the relations they maintain
with nature, the object of representations and the subject of their work. We all know
that nature is no longer what it used to be. It exists now more as a memory. But we do
not want to lose for good the nature that is still here, to which our existence is attached
and whose ecology we care more and more about. And artists help us discover nature,
offering us ways to think about it, not just gaze at it or admire it. On one hand, natural
sciences do what they have to do, and on the other hand, the artists toil at making the
ecological relationship with nature even more natural.

Stefan Botez

1983 (CH) —>

Jupiter and the Sea [Jupiter si marea] Jupiter and the Sea
Tn centrul cercetarii lui Stefan Botez stau
performativitatea corpului uman si relatia
acestuia cu spatiul. Pentru Jupiter and the Sea

Stefan Botez’s research focuses on the
performativity of the human body and its
relation to space. For Jupiter and the Sea, he

[Jupiter si marea] se inspira din aventura lui
Jupiter, povestita de Ovidiu in Metamorfoze, in
care zeul se preschimba intr-un taur impunator
pentru a o seduce pe nimfa Europa pe o plaja
si a o rapi, ducand-o peste mari. Prezentand
un taur si un barbat vorbind la telefon stand
impreuna pe plaja, acest video juxtapune
fictiunea si realitatea, obiceiurile de vacanta si
miturile stravechi, intr-o scena al carui inteles
ramane crud si misterios.

takes inspiration from the adventures of Jupiter
as narrated in Ovid’s Metamorphoses, in which
the god turns into a magnificent bull to seduce
the nymph, Europa, on a beach and to abscond
with her over the seas. Featuring a bull and a
man on the phone standing together on the
shore, the video juxtaposes fiction and reality,
holiday habits and ancient myths to create

a scene whose meaning remains blunt and
mysterious.

O
Stefan Botez

Jupiter si Marea [Jupiter si mareal

2013

video FullHD

155"

stereo

prin amabilitatea artistului

Stefan Botez
Jupiter and the Sea
2013

video FullHD

155"

stereo
courtesy of the artist
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Michele Bressan & Bogdan Girbovan
1980 (RO) > | bio p. 247 |
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The Second Nature

R.A.P.l. (2014-2017)

Proiectul R.A.P.. al artistilor Michele Bressan si
Bogdan Girbovan se bazeaza pe o cercetare
istorica transpusa in mediul fotografic, urmarind
mai multe etape: cercetarea de teren cu ajutorul
detectorului de metale a zonelor de conflict
militar alese de artisti — Frontul de Est, Frontul
de Vest pentru Al Doilea Razboi Mondial si
Carpatii de Curbura pentru Primul Razboi
Mondial; fotografierea pe film a peisajului unde
au fost gasite obiecte precum gloante, grenade,
casti, opinci, proteze dentare, placute de
identificare etc.; fotografierea digitala in studio
a obiectelor dezgropate si indexarea lor precisa.
In 2017 au publicat o carte de artist dedicata
acestui proiect, impreuna cu Matei Caltia, la
Galeria Posibila.

Peisajul unde artistii au facut sapaturi nu lasa
sa se intrevada trecutul sangeros, insa odata cu
dezgroparea dovezilor, straturile istorice devin
tot mai transparente. In cadrul bienalei este
prezentat un decupaj din acest amplu proiect,
cuprinzand imagini cu ,peisajele-container” si cu
obiectele scoase la lumina.

Halele Timco
Timco Halls

R.A.P.l. (2014-2017)

Michele Bressan and Bogdan Girbovan’s
R.A.P. project is based on historical research
transposed into photography, and follows
several stages: field research using a metal
detector in areas of military conflict chosen by
the artists — the Eastern Front and the Western
Front of World War Il, and the Sub Carpathian
Curvature of World War I; shooting on film the
landscape where objects like bullets, grenades,
helmets, villagers’ slippers, dentures, dog tags,
etc. were found; in-studio digital photography
of excavated objects and the precise indexing
of the objects. In 2017, they published an artist’s
book dedicated to this project, together with
Matei Céltia at Galeria Posibila.

The site where the artists dug does not allow
us to see the bloody past, but as the evidence
is unearthed, the layers of history become more
and more transparent. During the biennale,

a decoupage from this substantial project is
presented, including images with the “container
sites” and with the objects brought to light.

kN

Michele Bressan & Bogdan Girbovan
Borta Dracului, seria R.A.P.l.
2014-2017

credite foto: artistii

Michele Bressan & Bogdan Girbovan
Borta Dracului, R.A.P.l. series
2014-2017

photo credits: the artists
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Dora Budor
1984 (HR-US) >

calando

Dora Budor creeaza sculpturi care exploreaza
fenomenele culturale din mainstream-ul
cinematografic american si care, la randul lor,
incearca sa expuna elementele tehnice, de altfel
ignorate, ale cinematografiei. De obicei, Budor
recurge la recuzita filmelor pentru a o reanima si
a-i da o a doua viata.

In aceasta lucrare, ea da un nou sens scenei

cu ploaia amfibiana din filmul hollywoodian
Magnolia (1999), creand structuri de plafon
interactive care sunt activate de prezenta
privitorului. Lumina pulseaza de-a lungul
zidurilor in functie de nivelul activitatii umane,
mimand sistemul neurologic.

Budor abordeaza cinema-ul din perspectiva
antropologica, cautand sa exploreze modurile
prin care oamenii interactioneaza cu filmele si
cele prin care personajele fictionale devin parte
a realitatii colective.

calando

Dora Budor creates sculptures which explore
cultural phenomena found in American cinema
and which try to expose otherwise technical
and overlooked elements. Budor most regularly
engages with movie props in order to reanimate
them, giving them a second life.

Here, she gives new meaning to the amphibian
rain scene of the Hollywood film Magnolia
(1999) by creating interactive ceiling structures
that are activated by the viewer’s presence.
Light pulses across the walls according to levels
of human activity, mimiking the neurological
systems.

Budor views cinema from an anthropological
point of view, seeking to explore how people
interact with films and the way that fictional
characters become part of a collective reality.

85

3.5 | Adoua natura
The Second Nature

Halele Timco
Timco Halls

/}

Dora Budor

calando

2017

armatura modificatd de lampa
parabolica, LED-uri, sistem Arduino
sensibil la miscare, structura de
metal, carcase imprimate 3D,
insertii din spuma poliuretanica,
rasina uretanica, colorant, amfibieni
- recuzita folosita in filmul Magnolia
(1999)

123 x59.3 x 17 cm

prin amabilitatea artistului si New
Galerie, Paris

credite foto: Oto Gillen

Dora Budor

calando

2017

modified parabolic lamp fixture,
LEDs, motion-sensitive Arduino
system, metal hardware, 3d
printed enclosures, polyurethane
foam inserts, urethane resin, dye,
amphibian props used in the film
Magnolia (1999)

123 x 59.3 x 17 cm

courtesy of the artist and New
Galerie, Paris

photo credits: Oto Gillen
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Camiille Henrot
1978 (FR) - ) 36

Grosse Fatigue

Practica artistei Camille Henrot combina
elemente de film, desen si sculptura.
Inspirandu-se din zone diverse precum
literatura, mitologie, cinematografie,
antropologie, biologie, religie si viata de zi cu

zi, Henrot reconsidera tipologiile obiectelor si
sistemele de cunoastere consacrate.

Pentru materialul video Grosse Fatigue [Marea
Oboseala] s-au folosit colectii din arhivele
Smithsonian de arta americana, de la Muzeul
National al Aerului si al Spatiului si de la Muzeul
National de Istorie Naturala din Washington DC.
Pentru a spune povestea creatiei universului,
filmul expune miriade de imagini care apar pe
ecranul computerului. llustrand prin comparatie
si contrast, lucrarea foloseste subiectul
imensitatii universului si a internetului pentru

a sugera imposibilitatea crearii unui sistem cu
adevarat coerent al cunoasterii unificate.
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Grosse Fatigue

Camille Henrot’s artistic practice combines film,
drawing, and sculpture. Inspired by a variety of
subjects such as literature, mythology, cinema,
anthropology, biology, religion and everyday life,
Henrot reconsiders the typologies of objects
and established systems of knowledge.

The video Grosse Fatigue was created by

using the collections from the Smithsonian
Archives of American Art, National Air and
Space Museum, and National Museum of
Natural History in Washington, D.C. To narrate
the creation of the universe, the video exhibits
a myriad of images that pop up across a
computer screen. Using comparison and
contrast, the work employs both the subject

of the vastness of the universe and that of the
Internet to suggest the impossibility of creating
a truly coherent system of unified knowledge.

Halele Timco
Timco Halls

¢

Camille Henrot

Grosse Fatigue, 2013

video (color, sunet)

13

muzica originala: Joakim

voce: Akwetey Orraca-Tetteh

text scris in colaborare cu Jacob
Bromberg

Producator: kamel mennour, Paris;
cu sprijinul Fonds de dotation
Famille Moulin, Paris

productie: Silex Films

proiect desfasurat ca parte a
Smithsonian Artist Research
Fellowship Program, Washington,
DC.

multumiri speciale: the Smithsonian
Archives of American Art, the
Smithsonian National Museum

of Natural History, and the
Smithsonian National Air and Space
Museum

© ADAGP Camille Henrot

prin amabilitatea artistei, Silex Films
si kamel mennour, Paris

Camille Henrot

Grosse Fatigue, 2013

video (color, sound)

13

original music: Joakim

voice: Akwetey Orraca-Tetteh
text written in collaboration with
Jacob Bromberg

producer: kamel mennour, Paris;
with the additional support of:
Fonds de dotation Famille Moulin,
Paris

production: Silex Films

project conducted as part of

the Smithsonian Artist Research
Fellowship Program, Washington,
DC.

special thanks to: the Smithsonian
Archives of American Art, the
Smithsonian National Museum

of Natural History, and the
Smithsonian National Air and Space
Museum

© ADAGP Camille Henrot

courtesy of the artist, Silex Films
and kamel mennour, Paris
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Michelle Lacombe

Nicu lIfoveanu & Alexandra Gulea
1975 (RO) - m 1970 (RO) -

Baiat de lemn

Construit ca un video-eseu experimental,
Baiat de lemn pune in scené o situatie la limita
dintre realitate si vis. Pinocchio prinde viata

si incearca sa rememoreze intamplarile din
poveste, intr-un ritm sacadat si cu tonul unui
copil care-si spune lectia la scoala. Pe parcurs,
pauzele intre relatarile copilului sunt ,astupate”
vizual, precum amintirile blocate, cu secvente
dintr-un muzeu de stiinte naturale. Animalele
impaiate privesc cu repros ochiul camerei

de filmat, blocajul copilului revine constant si
decupajul narativ se adanceste tot mai mult

in sugestiile subconstientului. Granita dintre
natura ,adevarata” si natura apropriata de

Wooden Boy

Built as an experimental video-essay, Wooden
Boy stages a situation at the border between
reality and dream. Pinocchio comes to life and
tries to remember the events in the story, in a
syncopated rhythm and with the voice of a child
who recites the day’s school lesson. Along the
way, the pauses between the child’s narratives,
like blocked memories, are visually filled’ with
sequences from a natural science museum.
Stuffed animals look reproachfully into the eye
of the camera, the child’s blockage comes back
constantly, and the narrative clipping deepens
into the suggestions of the subconscious. The
border between “real” nature and the nature

1982 (CA) =

The Mother Moon

Practica feminista a artistei Michelle Lacombe
evolueaza in mai multe zone, printre care arta
corporald, performance, desen, instalatii si
video.

Printr-o intoarcere angajata si radicala la
subiectivitatea corpului femeii, Michelle
foloseste tactic transmutarile corporale pentru
a desfiinta granitele, accentuand relatiile artistei
cu povestile culturale de reproducere si creatie.
Mama Luna este o instalatie compusa din
elemente ale proiectului desfasurat pe mai
multe etape, Of All the Watery Bodies, | Only
Know My Own [Din toate corpurile apoase, il
stiu doar pe-al meu]. Esentiala pentru lucrare
este o serie de 12 fotografii pe care i le-a facut
lunii, insotite de 364 de tatuaje temporare

care reproduc acest corp astronomic. Mama
Luna culmineaza la final cu un performance,

pe parcursul caruia artista isi tatueaza propriul
corp, precum o calatorie de intoarcere dinspre
luna care simbolizeaza feminitatea eterna, catre
epicentrul emotiilor, reprezentat de abdomen.

The Mother Moon

Michelle Lacombe’s feminist artistic practice
evolves through a range of disciplines, including
body art, performance, drawing, installation and
video.

Portrayed by a committed and radical return to
the subjectivity of the woman’s body, the artist
tactically uses bodily transmutations to overturn
the boundaries emphasizing the incarnate
relationship of the artist with the cultural stories
of reproduction and creation.

The Mother Moon is an installation composed of
different elements from the multi-phase project

om, prin diorame si taxidermie, poate fi privita close to man through dioramas and taxidermia N Of All the Watery Bodies, | Only Know My Own T
in paralel cu limita dintre adevar si fictiune. can be compared to the line between truth and body of work. Central to the work is a series of Michelle Lacombe
Povestea continua cu suspansul unui film noir, fiction. The story continues with the suspense Nicu lifoveanu & Alexandra Gulea 12 photos she took of the moon, accompanied The Mother Moon
iar Pinocchio cunoaste adevarata faté a speciei  of a film noir as Pinocchio learns about the true Baiat de lemn by a series of 364 temporary tattoos that din corpul lucrérii Of All the Watery
umane. face of humankind. gi?iZaI + Super 16 reproduce this astronomical body. The Mother 1238%65, 1 Only Know my Own
a/n + color Molon cuImmz_ﬂes with a final performaljce in interventie pe corp (tatuaj)
sunet which the artist tattoos her own belly, like a credite foto: Lynn Lane
9 return journey from the moon, symbolizing
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Nicu llfoveanu & Alexandra Gulea

eternal womanhood to the epicenter of
emotions, represented by the abdomen.

Michelle Lacombe
The Mother Moon

Wooden Boy from the body of work Of All the
2017 Watery Bodies, | Only Know my
digital + Super 16 Own

b&w + color 2015

sound body art action (bloodline tattoo)
9 photo credits: Lynn Lane
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Claudia Radulescu
1972 (BE-FR) -

Kiss the Frog

Claudia Radulescu este o artista care
abordeaza multiple medii artistice, cum ar

fi desenul, filmul, fotografia, performance-ul
sau instalatia dintr-o perspectiva feminina

si relationala. Kiss the Frog reinterpreteaza
povestea clasica a printului captiv in pielea unei
broaste apeland la sunet, forma si gust.
Aflandu-se in Sudul Frantei intr-o seara
calduroasa de var3, artista se lasa sedusa de
oracaitul broastelor si foloseste acest sunet
pentru a invita céativa prieteni compozitori sa-i
raspunda printr-o piesa muzicala. Mergand si
mai departe in adaptarea basmului la lumea
contemporang, Claudia Radulescu povesteste
intdmplarea unui barman care-i ofera raspunsul:
Kiss me too, un cocktail perfect pentru
singuratatea noptilor de vara.

Kiss the Frog

Claudia Radulescu is an artist who approaches
multiple artistic mediums, such as drawing, film,
photography, performance and installation from
a feminine and relational perspective. Kiss the
Frog is a reinterpretation of the classic story of
a prince trapped in the body of a frog, appealing
to sound, shape and taste. In the south of
France, on a warm summer evening, the artist
lets herself be seduced by the croaking of

the frogs and uses the sound to invite some
composer friends to respond with a musical
piece. Going even further in the adaptation of
the fairytale to the contemporary world, Claudia
Radulescu tells the story of a bartender who
offered the response: Kiss me too, the perfect
cocktail for the loneliness of summer nights.
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Claudia Radulescu

Frogsonata (din proiectul Kiss the
Frog)

n colaborare cu Walter Hus / BE
2017

HD, 34’

filmare & montaj Koen Van Sande
prod. Claudia Radulescu & The
Reservoir

prin amabilitatea Artist Club
Coffre-Fort, Bruxelles

credite foto: Claudia Radulescu

Claudia Radulescu

Frogsonata (from the project Kiss
the Frog)

in collaboration with Walter Hus

/ BE

2017

HD, 34’

camera & editing Koen Van Sande
prod. Claudia Radulescu & The
Reservoir

courtesy Artist Club Coffre-Fort,
Brussels

photo credits: Claudia Radulescu
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Larisa Sitar
1984 (RO) > 336

Colectie de fosile adevarate si false

Lucrarile Larisei Sitar exploreaza motive
precum memoria, mitologia si nostalgia, folosind
diferite medii de exprimare (fotografie, video,
instalatie, desen si interventii in spatiul public).
Artista reinterpreteaza in lucrarile ei recente
relatia omului contemporan cu natura, privita
din perspectiva stiintifica, dar si mistica. Fosilele
au fost unele dintre primele lucruri care au
facut oamenii sa ia in considerare faptul ca
pamantul ar putea fi mult mai batran decat ce
se spune in Biblie. Pentru unii, fosilele sunt o
dovada a potopului care a adus marea in varful
muntilor, iar pentru altii, ele sunt o capcana
pusa de diavol pentru a slabi credinta oamenilor.
Colectia Larisei Sitar cuprinde atat fosile
adevarate, cat si copiile lor, amestecate. Cele
adevarate sunt fosile marine din Eocen, de
acum aproximativ 40 de milioane de ani si sunt
gasite intr-o cariera de piatra aflata intr-o zona
care nu apartine punctelor fosiliere oficiale. Cele
false sunt copiate printr-un amestec de praf de
marmura, ciment si pigmenti, iar alaturarea lor
pune in dificultate capacitatea publicului de a
distinge intre cele doua.

Collection of original and fake fossils

Larisa Sitar’s works explore motifs such as
memory, mythology and nostalgia, using various
media of expression (photography, video,
installation, drawing and public interventions).
The artist reinterprets the contemporary
individual’s relationship to nature in her recent
works, seen from a scientific perspective, but
also a mystical one. The fossils were some

of the first things that made people take into
consideration the fact that the earth could be
much older than what’s mentioned in the Bible.
For some, fossils are evidence of the flood that
raised the sea to the top of the mountains, while
for others, they are a trap to weaken people’s
faith, placed there by the devil. Larisa Sitar’s
collection includes both original fossils, as well
as copies, mixed together. The originals are
marine fossils from the Eocene period, from
about 40 million years ago, discovered in a
stone quarry which does not belong to the
official fossil sites. The fakes are copied with a
mixture of marble, cement and pigment dust,
and their association challenges the public’s
capacity to distinguish between the two.

Halele Timco
Timco Halls

N

Larisa Sitar

Colectie de fosile adevdrate si false
2016

fosile marine din Eocen, aprox. 40
de milioane de ani, luate dintr-o
cariera de piatra aflata intr-o zona
care nu apartine punctelor fosiliere
oficiale; fosile false copiate printr-
un amestec de praf de marmura,
ciment si pigmenti

dimensiuni variabile

Larisa Sitar

Collection of real and fake fossils
2016

marine fossils from the Eocene
period, dated almost 40 million
years ago, taken from a stone
quarry, not an official fossil site
fake fossils copied with a mixt
material of marble dust, cement and
pigment

variable dimensions
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Acest obscur obiect al dorintei
That Obscure Object of Desire

Casa Isho
Isho House

Ana Adam

Alexandru Antik

Cornel Brudascu
AK.Burns & A.L. Steiner
Nona Inescu

Nita Mocanu

Pusha Petrov

Mircea Suciu

Smaranda Ursuleanu



Preluand numele ultimului film al lui Luis Bufiuel, acest capitol abordeaza sexualitatea si
erotismul, si pune o intrebare care-si pastreaza inca pertinenta: ce reprezinta imaginea
dorintei? Imaginea a carei expresie, diversa si nuantata, mai putin performativa, dar mai
perceptiva, are puterea sa pastreze dorinta vie. Spectatorul este invitat sa reflecteze

la propria relatie cu fiecare dintre lucrarile expuse, sa priveasca spre o altfel de
sarbatoare a dragostei si sexualitatii. Sa fie vorba de exhibitionism? Fara nicio indoiala.
Transgresiune? Cu siguranta. In plus, o doza buna de narcisism, atat de caracteristic
societatii noastre. Dar traducerea senzualitatii, dorintei sau placerii in imagini si obiecte
ramane, la randul ei, pe un teren negociabil. Calea obiectului ne intoarce privirea pentru
a-l interoga, oferindu-se si ascunzandu-se in acelasi timp, dar apartinand in continuare
autorului.

Inspired by the title of Luis Bunuel's latest film, this chapter deals with sexuality and
eroticism, as well as a relevant question: what do the images of desire stand for?

The image whose expression, diverse and nuanced, less performative than insightful,
has the power to keep desire alive. The spectator is invited to think about their own
relationship with each of the works on display, to look at a certain celebration of love
and sexuality in a different way. Is this exhibitionism? Without a doubt. Transgression?
For sure. And a good dose of narcissism too — it is the characteristic of our society. But
to translate sensuality, desire or pleasure into images and objects is a trading post that
still fully intercedes. The path of the object in question turns our gaze to interrogate it,
at once offering and obscuring itself, but still belonging to the author.
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Ana Adam

1964 (RO) —>

Eu-Tu-Noi

Ana Adam, artista din Timisoara este, probabil,
n spiritul abordarii sale, unul dintre cei mai
universali artisti. Printre altele, deseneaza
extraordinar, vadit inzestrata si avand un

talent subtil si rafinat. Eros este omniprezent
in lucrarile Anei, infatisat de obicei lunar si
excentric, menit a fi prezis si decodat de catre
ochiul celui care priveste desenele. Exista

atat elemente explicite, cat si implicite: din
lumea experientei sau a fanteziei, unele se
aseamana cu fragmente de jurnal, altele contin
aluzii sexuale. Privitorul asteapta cu nerabdare
descrierea evaziva a ceea ce este sau ar putea
fi un act sexual. Apare, in acelasi timp, un cadru
din viata unui cuplu, rezonand cu soaptele si
erotismul tandru, adesea acrobatic si uneori
suprarealist. Reflecta o senzualitate bumerang
care trece prin ochi, dar mai ales prin linie, fina
ca un fir de par si complicata precum o carare
intortocheata: tot Erosul din viata unei femei.

Eu-Tu-Noi [Me-You-Us]

Ana Adam is an artist from Timisoara who

is probably one of the most universal in the
spirit of her approach. Among other things,

she is remarkable in the art of drawing, with
obvious gifts and a subtle, refined talent. Eros
is omnipresent in Ana’s work, usually lunar and
eccentric, meant to be predicted and decoded
for the eye that looks at her drawings. The
issues are both explicit and implicit: some are
experiential and some are fantasized, some
resemble diary excerpts and some contain
innuendo. The viewer is eagerly looking forward
to the eluding description of what is, or could
be, an intercourse. There’s also a moment from
a couple’s life, echoing whispers and a tender
eroticism that is sometimes acrobatic and often
surreal. It reflects a boomerang sensuality that
pricks through the eye but above all, through
the ling, fine as a hair and entangled as a
meandering path — all the Eros in a woman'’s life.
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Ana Adam

desen fara titlu din seria Eu-Tu-Noi
1998, tus negru si albastru cu
penita pe hartie manuala
21x21cm

credite foto: Ana Adam

Ana Adam

untitled drawing from the Eu-Tu-Noi
[Me-You-Us] series

1998, black and blue pen and ink
drawing on handmade paper
21x21cm

photo credits: Ana Adam
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Alexandru Antik
1950 (RO) — m

Voyeur Art Show

Activitatea artistica a lui Alexandru Antik a avut
ca principal punct de interes, inca de la finalul
anilor 1970, abordarea de factura conceptuala a
artei si demitizarea statutului obiectului de arta
si a rolului autorului. Lucrarile propuse pentru
Art Encounters, Masinaria dorintelor si Voyeur
Art Show parafrazeaza doua dintre cele mai
importante opere ale lui Marcel Duchamp:

La Mariée mise & nu par ses célibataires,

méme [Le Grand Verre] si Etant Donnés.
Alegerea celor doua opere duchampiene i
permite lui Antik sa abordeze acel interval din
activitatea artistului caracterizat de refuzul de

a se subordona conventiilor din campul artei.
Exploatand curiozitatea vizitatorilor, Antik
problematizeaza in Voyeur Art Show placerea
voyeurista a consumatorului, punandu-I in
ipostaza de a distinge intre aparenta si idee. lar
prin apelul la semnificatiile simbolice ale Marelui
Geam, artistul transforma, in lucrarea Masinaria
dorintelor, impulsul erotic si esecul catharsisului
intr-o dinamica a pixelilor.

95

Acest obscur obiect al dorintei
That Obscure Object of Desire

Voyeur Art Show

Right from its start, at the end of the ‘70s,
Alexandru Antik’s artistic career had already
taken as a central point the conceptual
approach towards art, as well as the
demythologisation of the status of the art
object. The works presented at Art Encounters,
Masinaria dorintelor [The Desire Machine] and
Voyeur Art Show paraphrase two of Marcel
Duchamp’s most important works: La Mariée
mise a nu par ses célibataires, méme [Le Grand
Verre] and Etant Donnés. The choice of the
two Duchamp works allows Antik to approach
that period of the artist’s activity characterized
by the refusal to adhere to the conventions of
the artistic field. Drawing on the curiosity of the
visitors, with Voyeur Art Show, Antik addresses
the consumer’s voyeuristic pleasure, making the
appearance indistinguishable from the idea. By
then calling to the symbolic meanings of The
Large Glass, the artist transforms, in The Desire
Machine, the erotic impulse and the failure of
catharsis into a dynamic of pixels.

Casa Isho
Isho House

4\

Alexandru Antik

Voyeur Art Show, parafraza a
lucrarii Etant donnés... de Duchamp
2016

instalatie multimedia

Alexandru Antik

Voyeur Art Show, a paraphrase of
work Etant donnés... by Duchamp
2016

multimedia installation project
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Cornel Brudascu
1937 (RO) > 3358

Fara titlu

Cornel Brudascu este unul dintre putinii artisti
romani asociati cu Pop Art, intr-o perioada in
care era improbabil ca influenta occidentala si
imagistica culturii pop sa se infiltreze in tarile
comuniste. In acea vreme, anii 1970, picturile
sale scot la iveala un spatiu de libertate
intelectuala si o noua abordare a realismului,
remarcata si apreciata de noua generatie de
pictori de la Cluj care si-l iau drept model.
Picturile sale recente exploreaza un imaginar
oniric si homo-erotic in care figuri masculine
se confunda cu peisajul natural, unele
rezemandu-se sau umbland, scotandu-si
hainele sau cantand la vreun instrument intr-un
fel de bacanala contemporana. Doar recent
artistul si-a facut cunoscuta orientarea sexuala,
fapt care i-a influentat pozitiv practica artistica.

Untitled

Cornel Brudascu is one of the few Romanian
artists associated with Pop Art in a time when
the Western influence and pop culture’s imagery
were unlikely to be absorbed by the communist
countries. During this time, the 70s, his paintings
reveal a space of intellectual freedom and a
new approach to realism which is especially
remarkable from the standpoint of the new
generation of painters in Cluj, who take him as

a model. His latest paintings explore an oneiric
and homo-erotic imaginary where masculine
figures are melting into the natural landscape;
some of them are leaning or walking, taking off
their clothes or playing an instrument as in a
contemporary Bacchanalia. It is only recently
that the artist came out of the closet, which
positively influenced his artistic practice.
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Cornel Brudascu

Fara titlu

2017

ulei pe panza

90 x 90 cm

credite foto: Nicu Romanitan

Cornel Brudascu

Untitled

2017

oil on canvas

90 x 90 cm

photo credits: Nicu Romanitan
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A.K. Burns & A.L. Steiner
1975 (US) = 1967 (US) >

Community Action Center [Centru de actiune
comunitara]

Filmul se inspira din estetica productiilor de film
erotic, gay-porn si performance feminist ale
anilor 1960 si 1970, fiind un omagiu adus acestui
moment istoric, asimilat unui act de emancipare.
Lucrarea celor doua artiste este o expresie
feminista contemporana, deopotriva poem si
supapa de siguranta. Filmul functioneaza ca

o arhiva a unei comunitati inter-generationale
queer bazate pe prietenie, sex si arta, unde
sexualitatea si complexitatea corpurilor sexuate
sunt intrinsec politice. Artistele reflecteaza
asupra realitatii culturale a identitatii queer
siincearca sa creeze o aventurd hedonista

si politica. Filmul exploreaza viziunea vasta

a definitiei ,,sexului” si repune in discutie
paradigmele pornografiei tipice, exploatand
aspectele comice, amestecate cu observatiile
critice. Pentru acest film, actorii si performerii
si-au creat rolurile personale si fantastice,

pe o coloana sonora realizata de o suroritate
internationala.

Community Action Center

This film is inspired by the production
aesthetics of erotic films, gay porn and feminist
performance works of the 1960s and 1970s, a
tribute to this historical moment infused with
emancipation. The work of the two artists is

a contemporary feminist manifestation that
serves both as a poem and as a mechanism of
empowerment. The film acts as an archive of
an intergenerational queer community based
on friendship, sex and art, wherein sexuality
and the complexity of gendered bodies are
intrinsically political. The artists reflect on

the cultural reality of queer sexuality, and aim
to create a distinctly hedonistic and political
adventure. The film explores the expansive
vision of what is defined as “sex” and revisits the
paradigms of typical pornography, deliberately
exploiting the comic aspects mingled with
critical considerations. For this film, actors and
performers have created their own personal
and fantastical roles, set to a soundtrack
generated by an international sisterhood.

4\

AK.Burns & A.L. Steiner
Community Action Center [Centru
de actiune comunitara]

2010

fotografie de A.L. Steiner

prin amabilitatea artistilor;
Callicoon Fine Arts, New York;
Koenig & Clinton, New York;
Video Data Bank, Chicago

AK.Burns & A.L. Steiner
Community Action Center
2010

photograph by A.L. Steiner
courtesy of the artists;
Callicoon Fine Arts, New York;
Koenig & Clinton, New York;
Video Data Bank, Chicago
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Nona Inescu
1991 (RO) > 3§35

A fuzzy feeling (room divider)

Activitatea artistica a Nonei Inescu este
centrata pe relatia corpului uman cu mediul
inconjurator si redefinirea subiectului in cheie
postumanista. Lucrarea A fuzzy feeling (room
divider) este extrasa dintr-un proiect mai amplu
(Her latent image) dedicat reprezentarii feminine
in perioada interbelica din Romania. Artista
recreeaza scenariul unei reclame la ciorapi de
dama, transformand imaginea promotionala
intr-un obiect domestic si senzual. Gandit
pentru a ascunde corpul, paravanul se
transforma aici intr-o forma de voyeurism
acceptata. Diferitele perceptii asupra corpului
feminin de-a lungul timpului reflecta o istorie
invizibila despre intimitate, atingere, acceptare
si emancipare.

A fuzzy feeling (room divider)

The artistic activity of Nona Inescu is centered
on the relationship of the human body with the
surrounding environment and the redefinition of
the subject in a post-humanistic key. The work,
A fuzzy feeling (room divider), is extracted from
a larger project (Her latent image) dedicated

to the feminine representation during the
interwar period in Romania. The artist recreates
the scene of an ad for women’s stockings,
transforming the promotional image into a
domestic, sensual object. Thought as a way

of hiding the body, the screen becomes here

a form of acceptable voyeurism. The different
perceptions of the feminine body over the
course of time reflect an invisible history about
intimacy, touch, acceptance and emancipation.

Acest obscur obiect al dorintei
That Obscure Object of Desire

Casa Isho
Isho House
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Nona Inescu

A fuzzy feeling (room divider)
2016

rama de lemn

print pe hartie Hahnemuhle
Photo Rag

180 x 160 cm

prin amabilitatea artistei si a
galeriei Sabot

Nona Inescu

A fuzzy feeling (room divider)
2016

wooden frame

Archival Print on Hahnemuhle
Photo Rag paper

180 x 160 cm

courtesy of the artist and
Sabot gallery
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Nita Mocanu
1977 (RO) — )34

A siplecat

Nita Mocanu combing, in lucrarile ei, o poetica
personala si un angajament social, vizibil in
perioada de activism video alaturi de grupul D
Media. Video-urile recente ale Nitei Mocanu

au in centrul lor preocuparea recenta a artistei
pentru corp, spatiu si perceptie. Video-ul A

si plecat este o meditatie asupra perceptiei
timpului, la limita dintre vis si realitate. Exteriorul
si interiorul se deplaseaza pe coordonate
diferite — ,Nu se aud tipetele din interior”;
pulsiunile refulate isi cauta un substitut; dorinta
este tradusa in actiuni compulsive; urma unghiei
dispare de pe piele ca si cum n-ar fi fost, iar
universul ramane la fel de ,dezolant de tacut”.
Si totul dureaza o clipa.
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It already left

Nita Mocanu combines, in her works, a personal
poetic with social commitment, visible through
the period of video activism with the D Media
group. Nita Mocanu’s recent videos center over
the artist’s current interest in the body, space
and perception. The video, It already left, is a
meditation on the perception of time, bordering
between dream and reality. The exterior

and the interior have different coordinates -
“One cannot hear the screams from inside”;
the repressed tensions are searching for a
substitute; desire is translated into compulsive
behavior; the mark of the fingernail disappears
from the skin as if it were never there, and the
universe is still just as “discouragingly quiet”.
And everything lasts for only a moment.

4\

Nita Mocanu

A si plecat

2016

captura video

Full HD, 1

credite foto: Nita Mocanu

Nita Mocanu

A si plecat

2016

video still

Full HD, 1’

credite foto: Nita Mocanu
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Pusha Petrov
1984 (RO) — m 337

Marsupium a main [Marsupiu de mana]

Pusha Petrov observa intimitatea oamenilor
concentrandu-se pe detaliile vietii cotidiene
care explica atitudini specifice si pastreaza
singularitatea fiecaruia.

Prin fotografiile obiectelor sau ale spatiilor
locuite, artista etaleaza simbolic mediul
oamenilor de rand, oferind lecturi sociologice si
estetice ale stilurilor de viata.

In seria Marsupium & main, poseta apare

ca un obiect misterios, incarcat de erotism,
care reflecta diferitele ipostaze ale femeii
contemporane. Similard unui portret ascuns,
imaginea comunica diferite detalii sugestive,
fara a divulga insa in totalitate continutul intim al
acestor accesorii indispensabile.

Marsupium a main

Pusha Petrov observes people’s intimacy by
focusing on details of everyday life, accounting
for the specific attitudes that preserve each
individual’s uniqueness.

Through her pictures of objects or inhabited
spaces, she symbolically exposes people in
their ordinary context, offering a sociological
and aesthetic reading of lifestyles.

In the Marsupium a main series, the ordinary
handbag is revealed as a mysterious object,
engaging erotic signification that reflects on
different aspects of the contemporary women’s
dynamic lifestyle. Much like a hidden portrait,
the image communicates a range of suggestive
details without fully disclosing the intimate
content of these indispensable accessories.

Acest obscur obiect al dorintei
That Obscure Object of Desire

Casa Isho
Isho House
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Pusha Petrov

Marsupium a main [Marsupiu de
mand] (roz)

serie de 21 fotografii

2010

tiraj digital aplicat pe suport de
aluminiu 3 mm

48 x 72 cm

credite foto: Pusha Petrov

Pusha Petrov

Marsupium & main (pink)
series of 21 photographies
2010

digital print mounted on 3 mm
aluminium dibond

48 x 72 cm

photo credits: Pusha Petrov
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Mircea Suciu
1978 (RO) > ¥ 3.2

Color Palette [Paleta de culori]

Lucrarile lui Mircea Suciu sunt rezultatul unui
proces creativ stratificat si elaborat care
combina pictura traditionala cu monoprintul,

o tehnica de transfer a fotografiei pe panza.

In practica sa creativa, procesul este la fel

de important precum lucrarea finald, cu
rezultate mereu surprinzatoare. Adesea, in
reprezentarile alb-negru structura acrilica de tip
grilaj traverseaza imaginea, fiind o reamintire a
procesului artistic, adaugand fragilitate intregii
imagini.

Conceputa ca o prelungire a gravurii lui Goya,
Somnul ratiunii naste monstri, seria Color
Palette interogheaza relatia dintre abstract si
reprezentare. Artistul a cautat imagini ale unor
persoane aflate sub influenta extazului religios
sau a isteriei, imagini in care se infiltreaza
teoriile despre alienare. Sub povara realitatii,
unele suflete pierdute trec hotarele ratiunii.

Color Palette

Mircea Suciu’'s works are the result of a
stratified and elaborate creative process that
combines traditional painting with monoprint,
a technique that transfers photography to
canvas. In his practice, the creative process is
as important as the final work, and the results
are always surprising. Frequently, in the black
and white representations in which the acrylic
grid structure crosses the image standing as a
reminder of the artist's method, adding a state
of fragility to the whole image.

Conceived as an extension to Goya’s etching
The Sleep of Reason Produces Monsters,

the Color Palette series inquires about

the relationship between abstraction and
representation. The artist sought out images
of characters under the influence of religious
ecstasy and hysteria being gripped by theories
about the power of alienation. Under the burden
of reality, some lost souls go beyond the bounds
of reason.
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Mircea Suciu

Color Palette (3)

2017

ulei, acrilic, monoprint

185x120 cm

prin amabilitatea artistului si a
galeriei Zeno X, Antwerp, Belgia

Mircea Suciu

Color Palette (3)

2017

Qil, acrylic, monoprint

185 x 120 cm

courtesy the artist and Zeno X
Gallery, Antwerp, Belgium

3 | Camera de lucru
The Study Room

Acest obscur obiect al dorintei
That Obscure Object of Desire

Casa Isho
Isho House

Smaranda Ursuleanu
1995 (RO) —>

Tapet vulvatic

Transferul aspectului cel mai privat al
corpului femeii inspre expunerea maxima,
aproape sacrald, reprezinta nucleul lucrarii
Smarandei Ursuleanu. Ea foloseste urmele
lasate de vulva sa pe numeroase foi de
hértie de mici dimensiuni pentru a crea un
autoportret ambiental care sfideaza tabuurile
societatii romanesti. Fiecare cartonas este
unic, iar juxtapunerea lor evoca acumularea
experientelor artistei de-a lungul timpului,
confruntéandu-ne cu problema nelinistitoare a
voyeurismului.

Vulvatic Wallpaper

The transition from the deepest private aspect
of the female body to the almost sacral maximal
exposure is at the core of Ursuleanu’s work. She
uses the imprint of her vulva on numerous small
paper cards to create an environmental self-
portrait that challenges taboos of Romanian
society. Each of the cards is unique and their
juxtaposition evokes the accumulation of the
artist’s experiences over time confronting us
with the concerning question of voyeurism.

4\

Smaranda Ursuleanu

Tapet vulvatic

2017

body printing, acrilic pe hartie
cca. 6 x 10 cm fiecare

Smaranda Ursuleanu

Vulvatic Wallpaper

2017

body printing, acrylic on paper
approx. 6 x 10 cm each
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Viata - mod de intrebuintare este o succesiune de povesti si intamplari care au loc
simultan, in aceeasi casa. Oamenii viseaza la un habitat in care sa se simta protejati,
liberi, destinsi, delimitand acest spatiu personal de tot ce se intampla in exterior. Casa
ideala poate fi o cabana in copac, o barca pe apa, o vila luxoasa sau o mansarda
inghesuita. Oricare ar fi, caminul reprezinta acel loc privilegiat cu acces limitat. Fiecare
incapere are o functiune, fiecare perete - o istorie. Daca zidurile ar deveni dintr-o data
transparente, povestile, conflictele, istoriile de familie, obsesiile, iubirile si angoasele
dinauntru s-ar intelege mai bine. Artistii invitati le scot la suprafata pe toate acestea,
ca pe niste mici fragmente de puzzle, formand un tablou niciodata complet, asa cum
se intampla in romanul lui Perec.

Life a User’s Manual is a series of stories and happenings that take place
simultaneously in the same house. People dream of a habitat they can feel protected
in, free, relaxed, marking this personal space off from all that happens on the outside.
The ideal home can be a tree house, a boat on the water, a luxurious villa or a cramped
attic. No matter which, home is a privileged place of limited access; every room has a
function, every wall — a history. If the walls would all of a sudden become transparent,
the stories, conflicts, family history, obsessions, love and anxieties inside would be
better understood. The invited artists bring all these to the surface, like the little puzzle
pieces that form a never-finished image, as it happens in Perec’s novel.

Dan Acostioaei
1974 (RO) >

Mari sub pustiuri

Activitatea artistica a lui Dan Acostioaei vizeaza
modele de dezvoltare ale societatii romanesti
postcomuniste si granitele ideologice dintre
sfera economica si conditiile productiei artistice
din Estul Europei. Video-ul Mari sub pustiuri
suprapune amintirile personale ale artistului
peste situatia geopolitica trecuta si actuala,
situatie care transpare din cartile postale si
scrisorile tatalui su. Relatiile economice dintre
Romania si Orientul Mijlociu din perioada
comunista sunt privite in paralel cu cele
contemporane dintre Est si Vest. In acelasi timp,
publicul este incurajat sa observe similitudini
intre migratia fortei de muncéa de dupa 1989 si
actualele valuri de refugiati sirieni.

Seas under deserts

Dan Acostioaei’s artistic activity targets post-

communist development models in Romanian

society and the ideological boundaries between

the economic field and the conditions of artistic

production in Eastern Europe. The video Seas

under Deserts overlaps personal memories of

the artist with the past and present geopolitical

situation, taking place through his father’s

postcards and letters. The economic relations

between Romania and the Middle East in

the communist period are compared to the

contemporary ones between the East and the

West. At the same time, the public is challenged

to observe similarities between the migration of

the workforce after 1989 and the current waves

of Syrian refugees. ™
Dan Acostioaei
Mari sub pustiuri
2016-2017
instalatie, video/HD, color, sunet

53"

Dan Acostioaei

Seas under deserts

2016-2017

installation, video/HD, color, sound
953"




3 | Camera de lucru
The Study Room

Sandor Bartha
1962 (RO-HU) —> 332

Mars pentru o noua identitate

Séandor Bartha si-a construit lucrérile, de-a
lungul anilor, intr-un parcurs coerent. Originar
din secuime, locuind in prezent in Budapesta,
artistul a devenit cunoscut si recunoscut pentru
instalatiile si sculpturile sale, folosind mici jucarii
Playmobil, combinate cu elemente de recuzita si
mici ornamente care devoaleaza mizele politice
la care ne supunem cu totii. Cu ajutorul jucériilor,
prototipuri ale lumii, Sdndor Bartha recreeaza
povesti ce scot la suprafata detalii constiente

si inconstiente, devenind, intr-un fel, regizorul
povestii vietii sale si schimband scenariul in
functie de circumstante. In Mars pentru o noua
identitate, o congregatie de mici obiecte din
plastic au fost dispuse impreuna intr-o maniera
neobisnuita, ca parte a unui univers de jucarii.
Aceste objets trouvés, imprastiate pe jos ca si
cum ar fi aterizat pe un corp extraterestru, spun
o poveste de seara in stil science fiction.
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Mars pentru o noua identitate [March for a
New Identity]

Sandor Bartha has consistently built, over

the years, a work of unfaltering coherence.
Originary from Szeklerland and now based in
Budapest, the artist has become known and
recognized for his installations and sculptures
tampering with small Playmobil figurines, with
props and trinkets that unravel the political
stakes we are all subject to. Through the toys,
prototypes of the world, Sandor Bartha replays
stories that bring conscious or unconscious
details to the surface, becoming, in a way, the
director of his own life story and changing
the scenario depending on circumstances.

In March for a New Identity, a congregation

of small plastic add-ons have been placed A
together in an unexpected way, obviously, as i
part of the toy universe. These found objects, Bartha Sandor

scattered over the ground, as if having landed 2Mc?1r‘f pentru o noua identitate

on an extraterrestrial body, tell a science fiction instalatie

bedtime story. 100 x 400 x 50 cm
credite foto: Bartha Sandor

Bartha Sandor

Mars pentru o noua identitate
[March for a New Identity]
2017

installation

100 x 400 x 50 cm

photo credits: Bartha Sandor
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Pavel Braila
1971 (MD) —> )34

Pickled Story

Pavel Braila, prezent pe scena artistica
internationala de cincisprezece ani, practica

o arta care isi trage seva din obiceiurile si
contextul socio-politic local, dar care se ocupa
de chestiuni identitare in epoca post-sovietica.
Sustine ca proiectul sau artistic principal este
maniera in care-si traieste viata cotidiana,

iar lucrarile sale sunt doar produse derivate,
semnele existentei sale. Mancarea este, la
randul ei, un element definitoriu pentru practica
lui Pavel. O lucrare de arta geniala poate fi
perisabila si, in cazul muréaturilor in otet sau

in saramura, ideea insasi a conservarii se
suprapune fara probleme peste ideea ready
made-ului. Este ca si cum artistul, un magician
al conservarii relatiilor, a reusit sa se descurce
fara curator: mama este inca aproape, avand
grija de artist.

3.7 | Cas4, dulce casa
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Pickled Story

Pavel Braila, who has been present on the
international art world scene for the last fifteen
years, practices a form of art that draws on the
local sociopolitical customs and context, but
also deals with questions of identity in post-
Soviet times. He claims that his main artistic
project is the way he lives his everyday life and
his works of art are only the by-products, the
signs of his existence. Food is also an element
that characterizes Pavel’s work. A brilliant work
of art can be perishable and, in the case of
vegetable preserved in vinegar or brine, the very
idea of a work’s conservation easily overlaps
with the idea of ready-made. It’s as if the artist,
a magician of relational conservation, found the
way to do without a curator: the mother is still
around to take care of the artist.

Casa Isho
Isho House
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Pavel Braila

Pickled Story

2017

instalatie

raft cu conserve de casa, muraturi
dimensiuni variabile

courtesy of EASTWARDS
PROSPECTUS

credite foto: Miluta Flueras

Pavel Braila

Pickled Story

2017

installation

shelf with homemade preserves,
pickled vegetables

dimensions variable

courtesy of EASTWARDS
PROSPECTUS

photo credits: Miluta Flueras
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Nikola Dzafo
1950 (RS) >

The Rabbit Museum [Muzeul iepurilor]

Artistul si activistul neobosit Nikola Dzafo este
cunoscut ca fiind motorul si organizatorul unor
spatii independente si efemere care au marcat
istoria culturala sarba prin ideea utopica potrivit
careia arta poate schimba lumea. Nikola Dzafo
exploreaza strategiile simbolice din practica
artistica si diseminarea lor in locuri emblematice
in care instalatiile sale ironice si controversate
pun laincercare confuziile estetice, sociale si
politice. In 2010, a creat Rabbit Museum, Lepus
in fabula. Este un cabinet de curiozitati care
aduna diverse obiecte din colectii avandu-I pe
iepure drept erou, un animal cultural ubicuu in
multe civilizatii si religii. Astfel, intreaga putere
simbolica si metaforica a animalului este adusa
n prim plan, inclusiv cu trimiterile care nu pot fi
evitate catre Titian, Schwitters, Beuys si Disney.
Colectia numara in prezent aproximativ 1500
de articole clasate in 10 sectiuni, dar aici avem
doar o mostra redusa numeric. Animalul este
vazut din perspectiva artelor, a stiintelor naturii,
istoriei, ecologiei, dar si a implicarii sociale.
Proiectul aduce o contributie la imaginatie,
bunavointa si providenta.

109

.7 | Cas3, dulce casa

Home, Sweet Home

The Rabbit Museum

The artist and tireless activist Nikola Dzafo is
known to be the driving force and organizer of
independent and ephemeral places that have
continued to mark the Serbian cultural history
with the utopian idea that art can change the
world. He explores the symbolic strategies at
work in artistic practice and their dissemination
in emblematic places where his ironic and
controversial installations challenge aesthetic,
social and political misunderstandings. In 2010,
he set up the Rabbit Museum, Lepus in fabula.
It is a cabinet of curiosities which brings
together a wide variety of objects from
collections that have the rabbit as a hero, an
animal culturally ubiquitous in many civilizations
and religions. The symbolic and metaphorical
power of the animal is then staged, including
unavoidable references like Titian, Schwitters,
Beuys and Disney. The collection currently has
about 1,500 articles sorted into ten sections,
but here we have only a meager sample. The
treatment of the animal passes through arts,
natural sciences, history, ecology, as well as
social commitment. The project is a contribution
to imagination, goodwill and providence.

Casa Isho
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Nikola Dzafo

The Rabbit Museum [Muzeul
iepurilor] (detaliu)

2017

dimensiuni variabile

prin amabilitatea artistului

Nikola Dzafo

The Rabbit Museum (detail)
2017

dimensions variable
courtesy of the artist
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Teodor Graur
1953 (RO) — 3 31

Acasa, in Europa (Libera) de Est

Opera lui Teodor Graur cuprinde performance,
fotografie, sculptura, pictura si instalatie. In
ultimii ani, artistul s-a concentrat asupra unor
serii de obiecte care compun un ,muzeu”
nostalgic si, in egala masura, ironic. Relatia
uneori nostalgica, alteori critica a artistului

cu obiectele adunate si reciclate este vizibila

in ansamblurile sale — pe care le considera
instalatii in sine — care relationeaza cu spatiul de
expunere si raspund unui context dat. Lucrarea
Acasa, in Europa (Liberd) de Est recompune
elemente ale vietii cotidiene si scoate in
evidenta simbolurile unei perioade cenusii ale
vietii in comunism, cand aparatul de radio era
printre putinele elemente de conexiune cu
exteriorul. Prin juxtapunerea unor obiecte din
registre diferite ale vietii nu doar intelectuale,

ci si casnice, artistul comenteaza ironic istoria
recenta si rapiditatea prin care obsesia noutatii
afinlocuit ceea ce nu de mult era foarte actual.

Home, in (Free) Eastern Europe

Teodor Graur’s work includes performance,
photography, sculpture, painting and installation.
During the last years, the artist has focused on
series of objects that make up a nostalgic and
equally ironic “museum”. Sometimes nostalgic,
other times critical, the relationship of the
artist to the objects gathered and recycled is
visible in his assemblies — which he considers
to be actual installations - corresponding to
the exhibition space and responding to a given
context. The work, Home, in (Free) Eastern
Europe reconstructs elements of everyday life
and emphasizes the symbols of a grey period
in life during communism, when the radio was
one of the few elements of connection with the
exterior. By overlapping objects from different
areas of life, both intellectual and domestic, the
artist ironically comments on recent history and
the speed at which the obsession for novelty
has replaced what, not long ago, was very up-
to-date.
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Teodor Graur

Acasdg, in Europa (Libera) de Est
2009

instalatie

85 x 210 x 36 cm

prin amabilitatea Nicodim Gallery
credite foto: artistul

Teodor Graur

Home, in (Free) Eastern Europe
2009

installation

85 x 210 x 36 cm

courtesy of Nicodim Gallery
photo credits: the artist
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Victor Man
1974 (RO-DE) > 3138

Problema XXX

Inspirandu-se din propria biografie, istoria
artei si naratiuni melancolice, Victor Man

este autorul unor picturi si instalatii puternic
vizionare. Problema XXX poate fi comparata
cu o fraza ce nu a fost dusa pana la capat, cu
un lapsus lingvistic sau cu un blocaj mental.
Acest triptic pare o incercare de a transmite
un mesaj metafizic, enigmatic ca o problema
cu interpretari potentiale infinite. Trimiteri din
mitologia antica catre memoria personala sau
colectiva se suprapun pentru crearea unor linii
de interpretare diferite, niciuna adevarata sau
falsa, ci doar incercari esuate de a surprinde
la nivel intelectual substanta ,picturii pure”.
Scriind despre pictura si alchimie, James Elkins,
teoretician al artei, noteaza: ,Pictura este apa
si piatra, dar este si gandire lichida. Acesta
este un fapt esential ce scapa istoriei artei, iar
ideile alchimice pot demonstra cum s-ar putea
intampla.”

m
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Problema XXX

Drawing inspiration from autobiography, art
history and melancholic narratives, Victor Man
is the author of powerful visionary paintings and
installations. Problema XXX can be compared
to an incomplete sentence, a language gap

or a blocked memory. This triptych seems

to be an attempt to convey a metaphysical,
enigmatic message as a problem with an infinite
potential interpretations. References from
ancient mythology to personal and collective
memory overlap to create different lines of
interpretation, none of which being true or false,
but merely failed attempts to intellectually grasp
the substance of “pure painting”. When writing
about painting and alchemy, the visual studies
theorist James Elkins comments: “Paint is water
and stone, and it is also liquid thought. That is
an essential fact that art history misses, and
alchemical ideas can demonstrate how it can
happen.”

Casa Isho
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Victor Man

Problema XXX

2012

Ulei si panza pe lemn, creion pe
hartie

40 x 35 cm; 27 x 18 cm; 46 x 37 cm

Victor Man

Problema XXX

2012

Qil and canvas on wood, pencil on
paper

40 x 35 cm; 27 x 18 cm; 46 x 37 cm
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Catalina Nistor
1981 (RO) -

Camere supravegheate

Lucrarile Catalinei Nistor aduc in centrul atentiei
subiecte tabu si clisee de gandire, prin istorii
personale fata de care se plaseaza de cele mai
multe ori autoironic. Seria de desene Camere
supravegheate urmareste situatiile prin care

a trecut artista de-a lungul timpului si vesnica
problema a schimbarii domiciliului. Statutul de
chiriag este unul vulnerabil, mereu dependent
de exigentele proprietarului. Aflat sub
supravegherea atenta a acestuia, chiriasul isi
traieste viata personala in diferite locuri pe care
le populeaza cu obiecte si prieteni, iar fiecare
spatiu ,colonizat” temporar devine cadrul unor
noi intamplari cotidiene.

Supervised Rooms

Catalina Nistor’s works draw attention to
taboo subjects and mental clichés through
her self-ironic treatment of personal histories.
The drawing series Supervised Rooms follows
the situations lived by the artist over time and
the permanent problem of changing houses.
The tenant status is a vulnerable one, always
depending on the requirements of the owner.
Always under the careful supervision of the
landlord, the tenant lives his/her personal

life in different places, populating them with
objects and friends, and each space temporarily
“colonized” becomes the backdrop of new,
everyday events.

3.7 | Cas4, dulce casa
Home, Sweet Home

Casa Isho
Isho House

N

Catalina Nistor

Camere supravegheate
2016-2017

triplus fineliner pe hartie
210 x 297 mm

Catalina Nistor
Supervised rooms
2016-2017

triplus fineliner on paper
210 x 297 mm
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Roman Ondak
1966 (SK) >

Our Son Watching His Parents [Fiul nostru
privindu-si parintii]

Roman Ondak priveste spatiul expozitional

ca pe un loc unde experienta individuala se
combina cu practicile sociale. Prin instalatii

sau performance, lucrarile sale il implica pe
spectator, solicitand o abordare bidirectionala
prin interogarea perceptiei individuale

si constientizarea codurilor sociale si a
comportamentelor. ,Micro-decorurile” sale
chestioneaza abordarea spectatorului si
procesele de receptie. Spatiul expozitional
devine un forum pentru experiente noi, un
forum care chestioneaza reprezentarea si
interpretarea, precum si notiunea de realitate si
de context imediat.

Fiul nostru privindu-si parintii documenteaza
actul scurt al unei priviri reciproce dintre doi
adulti (Roman Ondak si sotia sa) si copilul
acestora. Artistul incearcéa sa capteze continutul
din punctul de vedere al copilului care sta culcat
si din maniera in care el percepe realitatea fara
a fiinca in stare sa-si formuleze perspectiva in
cuvinte. Roman Ondak asaza apoi camera de
filmat pe o perng, direct langa fata copilului, ca
0 a doua pereche de ochi, pentru a surprinde
ceea ce ar putea fi ,0 copie a privirii sale”.

13

Our Son Watching His Parents

Roman Ondak considers the exhibition space
as a place where the individual experience

is combined with social practices. Through
installation or performance, his work involves
the spectator, requiring a two-sided approach
by questioning individual perception, and the
consciousness of social codes and behaviors.
His “micro settings” question the spectator’s
approach and processes of reception. The
exhibition space becomes a forum for new
experiences, one that questions representation
and interpretation, as well as the notion of
reality and the immediate context.

Our Son Watching His Parents documents the
brief act of a mutual gaze between two adults
(Roman Ondak and his wife) with their child.
The artist attempts to capture the content from
his child’s point of view, lying down, from the
way he perceives reality while not yet capable
of formulating his perspective with words.
Roman Ondak then places the camera on a
cushion, directly beside his child’s face, as a
second pair of eyes, to capture what can be
“a replica of his view”.

™

Roman Ondak

Our Son Watching His Parents [Fiul
nostru privindu-si parintiil

1998

imprimare de arta cu jet de cerneala
pe hartie Hahnemuhle

33,5 x50 cm

5 exemplare (+ 2E.A)

prin amabilitatea artistului si a

gb agency, Paris

Roman Ondak

Our Son Watching His Parents
1998

inkjet art print on Hahnemuhle
paper

33,5 x50 cm

edition of 5 (+ 2 A.P)

courtesy the artist and gb agency,
Paris
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Jurnalul este o cale de acces in camera separata si in timpul personal de unde se iveste
subiectul, lipit de oglinda, ochi in ochi cu el insusi. Inspirat de titlul omonim al cartii lui
Mircea Mihaies, acest subcapitol urmareste un demers similar de recuperare a omului
din spatele imaginii de aceasta data, precum incercase scriitorul timisorean sa aseze o
oglinda in dreptul cuvintelor. Preluand din vraja oricarui excurs autobiografic ritmul lent
si lumina filtrata, propunerile artistilor descompun si recompun concomitent perceptia
asupra timpului conform propriilor amintiri. Timpul devine un barometru personal care
navigheaza printre evenimente, personaje si stari, masurandu-le relieful si afirmand inca
o data subiectivitatea ca substitut al realitatii.

The diary is a way of access to the private room and the personal time where the
subject emerges, glued to the mirror, eye to eye with itself. Inspired by the title of
Mircea Mihaies’s book, this subchapter follows a similar approach of recovering the
person behind the image, in this case, the writer from Timisoara trying to place a
mirror in front of the words. Under the spell of every autobiographical digression, the
slow pace and strained light, the proposals of the artists simultaneously dis- and re-
assemble the perception of time according to their own memories. Time becomes a
personal barometer navigating through events, characters and states, measuring their
landscape and once again affirming subjectivity as a substitute for reality.

Marion Baruch

1929 (RO-IT) — | bio

Le parti pris des nuages Le parti pris des nuages

Tn lucrérile sale recente, asemenea celor din
expozitia Le parti pris des nuages, Marion
Baruch agata diverse materiale textile de peretii
spatiului expozitional si le lasa sa atarne liber.
Aceste materiale gasite in atelierele de confectii
din vecinatatea casei artistei, in Nordul Italiei,
mai precis resturi care raman dupa ce s-au
confectionat hainele. Panzele au fost decupate,
creand forme care reflectd o combinatie a
efectelor gravitétii si ale intamplérii. Obiectele
din lucrare sunt ready-made-uri cu o geometrie
lirica, au fost deja supuse deconstructiei, iar
reprezentatia surprinzatoare a gestatiei lor este
subtil ascunsa de basoreliefuri false.

In her recent works, just like in the exhibition

Le parti pris des nuages, Marion Baruch hangs
various fabrics freely from the exhibition’s walls.
These fabrics are offcuts found in garment
shops from the vicinity of the artist’s house

in northern Italy; they are the pieces of fabric
that are left after the clothes have been cut.
The canvases have been cut out, creating
forms that reflect the effects of gravity and
chance combined. The objects composing the
artwork are ready-made objects with a lyrical
geometry, they have already been subjected to
deconstruction, the unpredictable performance
of their gestation is subtly hidden by false
bas-relief.

o

Marion Baruch

Le parti pris des nuages

2017

imagine din expozitie

Galerie Anne-Sarah Bénichou
credite foto: Noah Stolz

prin amabilitatea artistului si a
galeriei Anne-Sarah Bénichou

Marion Baruch

Le parti pris des nuages

2017

exhibition view

Galerie Anne-Sarah Bénichou
photo credits: Noah Stolz
courtesy of the artist and of Anne-
Sarah Bénichou Gallery
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Simon Cantemir Hausi

Alin Bozbiciu
1989 (RO) —> 333

Ritual

Personalitate notabila a noii generatii de

artisti din Cluj, Alin Bozbiciu este autorul unor
panze enigmatice, pictate magistral, care pun

la incercare maniera de a percepe imaginile.
Compozitiile sale temporale oscileaza intre
scene private, aparent furate si mise-en-scénes
ale unor personaje din spatiul sau privat, prieteni
si membri ai familiei, pictati printr-o juxtapunere
de tuse usoare si largi, cu o paleta deschisa

de culori: gri, roz pal si tonuri de bej, pentru a
crea un sentiment calduros de reverie si amintiri
indepartate.

17

Ritual

A striking figure of the new generation of
artists from Cluj, Alin Bozbiciu is the author of
enigmatic and masterfully painted canvases
that challenge the way we perceive images.
His temporal compositions oscillate between
private, seemingly stolen scenes and mise-en-
scénes from characters in his private space,
such as friends and family members painted
through a juxtaposition of soft and wide brush
strokes, using a light color palette that ranges
between gray, light pink and beige tones to
create a warm feeling of dreamlike, far-off
memories.

4\

Alin Bozbiciu

Ritual

2017

ulei pe panza

250 x 196 cm

credite foto: YAP studio
prin amabilitatea artistului

Alin Bozbiciu

Ritual

2017

oil on canvas

250 x 196 cm

photo credits: YAP studio
courtesy of the artist

1976/R0) > [ biop 251 133

Study of imagination [Studiu de imaginatie]

Pictura lui Simon Cantemir Hausi are ritmul ei;
sedimentata lent, strat dupa strat si poveste
dupa poveste, culoarea nu defileaza eroic si
povestea nu devine sentimentala. Lumina si
umbra creaza un spatiu deschis, inepuizabil, de
o fragilitate tulburatoare. In Study of imagination
amintirea si visul se intrepatrund. ,Supereroul”
se pregateste sa-si ia zborul, iar mantia magica
il protejeaza de orice primejdie. Fantezia unui
baietel care crede in povesti este mai reala
decat orice realitate, iar pictura mai credibila
decat orice adevar obiectiv.

Study of imagination

Simon Cantemir Hausi’s painting has its own
rhythm; settled slowly, layer after layer, and
story after story, his colors do not parade
heroically, and the narration does not become
sentimental. Light and shade create an open,
inexhaustible space, marked by a haunting
frailty. In Study of imagination, memory and
dream intertwine. “The superhero” prepares to
take flight, and his magical cape protects him
from any danger. The fantasy of a little boy who
still believes in fairytales is more real than any
reality, and the painting is more credible than
any objective truth.

4\

Simon Cantemir Hausi

Study of imagination [Studiu de
imaginatie]

2017

ulei pe panza

120 x 150 cm

Simon Cantemir Hausi
Study of imagination
2017

oil on canvas

120 x 150 cm
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Ciprian Ciuclea
1976 (RO)

Comparative structures OCT (optical
coherence tomography) / DS (deep sky
hi-res photography) [Structuri comparative
OCT (tomografie in coerenta optica) / DS
(fotografie de inalta rezolutie a cerului)]

Ciprian Ciuclea creeaza proiecte proprii spatiului
de gazduire, concentrandu-se in mod deosebit
pe aspecte conceptuale ale receptiei pentru
arealiza instalatii de lumina, sunet si video
complexe. Accentuand aspectele stiintifice ale
existentei umane, temele pe care le exploreaza
sunt adesea legate de probleme sociale de
comunicare si interpretare, contemplare si
supraveghere.

Comparative structures OCT (optical coherence
tomography) / DS (deep sky hi-res photography)
este un proiect interdisciplinar in care imaginea
stiintifica (cu precadere din sferele oftalmologiei
si astronomiei) este tradusa in limbajul artei
contemporane prin folosirea unor procese
inovative de scanare, multiplicare a imaginii,
procesare video si productie laser.

19

Comparative structures OCT (optical
coherence tomography) / DS (deep sky hi-res
photography)

Ciprian Ciuclea develops site-specific projects
with a primary focus on conceptual aspects

of reception to produce complex installations
of light, sound and video. Emphasizing the
scientific features of human existence, the
themes explored are often related to social
issues of communication and interpretation,
contemplation and surveillance.

Comparative structures OCT (optical coherence
tomography)/DS (deep sky hi-res photography)
is an interdisciplinary project in which the
scientific image (with a focus on ophthalmology
and astronomy) is translated into the language
of contemporary art using innovative processes
of scanning, image multiplication, video
processing and laser production.

N

Ciprian Ciuclea

Comparative structures OCT
(optical coherence tomography) /
DS (deep sky hi-res photography)
[Structuri comparative OCT
(tomografie in coerentd optica) /
DS (fotografie de inalté rezolutie a
cerului)]

2017

structura corneei & inelele lui
Saturn, imprimare laser pe film
70 x30 cm

credite foto: Ciprian Ciuclea

Ciprian Ciuclea

Comparative structures OCT
(optical coherence tomography) /
DS (deep sky hi-res photography)
2017

cornea structure & Saturn rings,
laser print on film

70 x 30 cm

photo credits: Ciprian Ciuclea
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Cristina David
1979 (RO) > 3 31

Statistics [Statistici]

Practica artistica a Cristinei David include text,
fotografie, video si instalatie, medii cu ajutorul
carora artista documenteaza trecerea timpului,
relatia dintre viata privata si lumea artei, precum
si imbinarea dintre un sistem ce apartine mai
degraba de stiintele exacte si istoria personala.
Lucrarea Statistics evoca experienta celor doua
luni (iulie-august 2013) petrecute de artista
intr-o colectivitate, experienta bazata pe un
inventar de actiuni banale si stari emotionale
prin care se poate masura timpul. Lipsa tonului
confesiv si abordarea autoironica deconstruiesc
mitul artistului, permitand publicului sa traseze
paralele cu propria existenta. Statisticile
autoreferentiale ale Cristinei David decupeaza
din realitatea cotidiana acele detalii marunte
care, odata extrase, pot constitui o radiografie
amemoriei personale si a spatiului subiectiv pe
care il fixeaza.

3.8
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Cristina David’s artistic practice includes text,
photography, video and installation, mediums
that allow the artist to document the passing of
time, the relationship between private life and
the art world, as well as a system more closely
aligned with the exact sciences latching onto
personal history. The work Statistics draws on
a two-month experience (July-August 2013)
lived by the artist within a community, an
experience based on a set of banal activities
and emotional states through which time can
be measured. The lack of a confessional tone
and the self-ironic approach deconstruct the
myth of the artist, allowing the public to draw
parallels with their own existence. Cristina
David’s self-referential statistics cut out the
small details that, once separated, can comprise
a radiography of personal memory and the
subjective space it establishes.

Muzeul de Arta Arad
Arad Art Museum
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Cristina David

Statistici (2)

2016

text scris de mana pe hartie
56 cartonase cu dimensiunea
9x15¢cm

credite foto: Stefan Sava /
galeria Ivan (Bucuresti)

Cristina David

Statistics (2)

2016

handwritten text on paper
56 cards of 9 x 15 cm in size
photo credits: Stefan Sava /
Ivan gallery (Bucuresti)
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Aurora Kiraly
1970 (RO) —> m ¥32/37

Untitled_Mixed Diary

Activitatea Aurorei Kiraly in campul artei
contemporane nu se limiteaza doar la ipostaza
de artista, experienta sa intinzandu-se si spre
domeniile curatoriatului si ale managementului
cultural. In prezent, Aurora Kiraly se foloseste
de practica sa pentru a analiza relatia artistului
cu istoria in general si cu istoria artei in special.
Untitled_Mixed Diary ofera o imagine asupra
laboratorului creativ in tandem cu rutina
cotidiana. Lucrarile compuse din notite de zi

cu zi, proiecte in lucru, documente, schite sau
desene sunt o oportunitate pentru a intelege
subtilitatile creatiei atat pentru artista, in
procesul de a-si monitoriza si analiza propria
practica artistica, cat si pentru public. In lucrérile
recente, fotografia se aliaza cu textul pentru

a explora o realitate personala care creeaza

un spatiu distinct. Prin impartasirea lui, artista
ii instaureaza o autonomie specifica — un nou
statut ce il extrage din spatiul privat si il impune
ca oglinda asezata in spatiul public.

Untitled_Mixed Diary

Aurora Kiraly’s activity in the field of
contemporary art is not only restricted to

her role as an artist, but her experience also
expands towards curatorial domains and
cultural management. At present, Aurora
Kiraly uses her experience to analyze the
artist’s connection with history in general and
especially with the history of art. Untitled_
Mixed Diary renders an image of the creative
laboratory in tandem with the daily routine.
The works made of everyday notes, works in
progress, documents, sketches or drawings
represent an opportunity to understand the
creative subtlety both for the artist, in her
attempt to observe and analyze her own artistic
practice, and for the public. In her recent
works, photography merges with text in order
to explore a personal reality that creates a
distinct space. By sharing it, the artist gives to
this space a specific autonomy — a new status
that withdraws it from the private space and
introduces it as a mirror set in the public space.
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Aurora Kiraly
Untitled_Mixed Diaries #1
2013

colaj hartie, fotografie
100 x 75 cm

credite foto: Aurora Kiraly

Aurora Kiraly
Untitled_Mixed Diaries #1
2013

paper collage, photography
100 x 75 cm

photo credits: Aurora Kiraly

Muzeul de Arta Arad
Arad Art Museum
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Olivia Mihaltianu
1981 (RO) —> 131/37

Film Métrage

Practica artistica a Oliviei Mihaltianu se
concentreaza pe identitatea femeilor in
contexte istorice si politice diferite, utilizate

ca o contrapondere la feminitatea traita si
idealizata din Europa de Est dinainte si de dupa
Zid. Abordarea pe care o are fata de materialele
in care lucreaza este usor ironica, iar artista
adesea face jocuri de rol prin care chestioneaza
paradoxurile din cadrul structurilor de putere ale
societatii contemporane.

Film Métrage este o instalatie care ruleaza
fragmentele ramase din alte materiale video
realizate de artista. Folosind cadre menite

sa dispara, artista le face sa urmeze o viata
silentioasa, transpusa vizual. Tntr-un mise en
abime, filmul de super 8 mm urmeaza o cale
imprevizibila intr-o bucla improvizata, in timp ce
lumina care trece prin videoproiector schimba
imaginile din fundal in aparitii fantomatice.
Acestora li se adauga sunetul nostalgic al
proiectorului Super Slim, care ne reaminteste
insidios despre lumea mecanica pe cale de
disparitie, 0 metafora a existentei noastre in
care timpul trece prin imagini. Lumea noastra
este perceputa ca fiind iesita din uz din cauza
reinnoirii tehnice. De aceea, lucrarea reflecta
maniera in care consumam imaginile, dar si pe
ceain care le digeram.

De veghe in oglinda
The Catcher in the Mirror

Film Métrage

The artistic work of Olivia Mihaltianu focuses
on women'’s identity in different historical

and political contexts, which are used as a
counterweight to lived and idealized femininity
in Eastern Europe before and after the Wall.
Her approach to medium, whatever it may be,
is slightly ironic and the artist often performs
role-playing games where she questions

the paradoxes within power structures in
contemporary society.

Film Métrage is an installation that loops the
leftovers from other film works of the artist.
By using shots meant to disappear, she makes
them pursue a silent and visually transposed
life. In a mise en abime, the super 8 film tails
an erratic path in a makeshift loop while the
light passing through the video projector turns
the images in the background into ghost-like
appearances. To this is added the nostalgic
sound of the Super Slim projector, which
insidiously reminds us of a mechanical world
that is disappearing, a metaphor of our own
existence where time passes through images.
Our world is perceived as an obsolescent one
by means of technical renewal. Therefore, the
work reflects how we consume images, but also
how we digest them.

Muzeul de Arta Arad
Arad Art Museum

N

Olivia Mihaltianu

Film métrage — Spaghetti Loop
2015-2016

cadru video, Super 8 transferat pe
full HDV

140”

Olivia Mihaltianu

Film métrage — Spaghetti Loop
2015-2016

video still of Super 8 transferred
on full HDV

140”
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Andrei Nacu
1984 (RO-UK) —>

Multimi, Submultimi, Familii

Folosind albume de familie si arhive foto locale,
Andrei Nacu exploreaza relatia dintre fotografia
personala si memoria colectiva despre Romania
socialista, in procesul de reevaluare a trecutului
recent. Titlul proiectului, Multimi, Submultimi,
Familii se inspira din teoria multimilor a lui Georg
Cantor care, inca de la inceputul secolului al
XX-lea, a jucat un rol cheie in matematicile
moderne. Teoria lui Cantor trebuia sa devina
baza filosofiei pozitiviste, pana cand Bertrand
Russell a aratat prea bine ca multimea tuturor
multimilor nu este o multime si a introdus
conceptul de familie de multimi.

123

Sets, Subsets, Families

Using family albums and vernacular photo
archives, Andrei Nacu explores the connections
between personal photography and collective
memory of socialist Romania, in the process

of re-evaluation of its recent past. The title

of his project, Sets, Subsets, Families comes
from Georg Cantor’s theory of Sets that, since
the early XXt century, came to play a key role
on modern mathematics. Cantor’s theory was
intended to become the foundation of positivist
philosophy until Bertrand Russell famously
showed, through a paradox, that the set of all
sets was not a set, and introduced the concept
of a family of sets.

~

Andrei Nacu

Multimi, Submultimi, Familii
(simulare)

2017

imprimare cu jet de cerneala
dimensiuni variabile

prin amabilitatea artistului

Andrei Nacu

Sets, Subsets, Families
(simulation)

2017

inkjet working prints
dimensions variable
courtesy of the artist

Mary Reid Kelley

1979 US) yas

Swinburne’s Pasiphae

Mary Reid Kelley, in colaborare cu partenerul
sau, Patrick Kelley, combina pictura,
performance-ul si propria poezie a jocurilor de
cuvinte in video-uri stilizate grafic. Fascinata de
conditia femeii de-a lungul istoriei, filmele sale
aduna povesti din diverse perioade pentru a
explora maniera in care conventiile legislative,
politice si filosofice au influentat vietile femeilor.
Swinburne’s Pasiphae (2014) este a doua

parte dintr-o trilogie care exploreaza tragica
poveste de familie a Minotaurului. Mary Reid
Kelley spune povestea conceperii Minotaurului
folosindu-se de pasajul dramatic din Pasiphae a
poetului victorian Algernon Charles Swinburne.
Datorita elementelor explicit sexuale ale
poemului, acesta nu a putut fi publicat in timpul
vietii lui Swinburne.

Swinburne’s Pasiphae

Mary Reid Kelley, in collaboration with her
partner Patrick Kelley, combines painting,
performance, and her signature wordplay poetry
in graphically stylized videos. Fascinated by
women’s condition throughout history, her films
collect stories from historical periods to explore
how conventions of law, politics, and philosophy
have impacted the lives of women.

Swinburne’s Pasiphae (2014) is the second part
of a trilogy, which explores the mythological
Minotaur’s tragic family history. Mary Reid Kelley
tells the story of the Minotaur’s conception
using the Victorian poet Algernon Charles
Swinburne’s dramatic excerpt from Pasiphae.
Due to the explicit and sexual nature of

this poem, it remained unpublished during
Swinburne’s lifetime.

N

Mary Reid Kelley

Pasiphae a lui Swinburne 2014

in colaborare cu Patrick Kelley
video HD, sunet

8'58”

prin amabilitatea artistului si a Pilar
Corrias Gallery

Mary Reid Kelley

Swinburne’s Pasiphae 2014
made with Patrick Kelley

HD video, sound

858’

courtesy of the artist and Pilar
Corrias Gallery
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Wang Sishun
1979 (CN) >

Adevar

Adevér este o misiune epica de traversare a
granitelor si un proiect performativ.

In 2014, artistul chinez Wang Sishun a aprins o
flacara de la incendiul devastator care a avut
loc in suburbiile Beijingului. Ca un Prometeu
contemporan, artistul a avut grija de flacara
ca de o fiinta vie — a pastrat-o intr-o lampa cu
ulei si a purtat-o cu el intr-o calatorie de sase
saptamani cu masina la Paris. Fundalul calatoriei
sale a fost filmat, iar scenele privite pe geam
in timp ce conducea au fost documentate prin
desen.

Truth

Truth is a border-crossing epic mission and

a performative project. In 2014, Chinese

artist Wang Sishun collected a flame from a
devastating fire that took place in the suburbs
of Beijing. As a contemporary Prometheus, the
artist took care of the flame as a living creature
- he conserved it inside an oil lamp and brought
it on a six-week car journey to Paris. The
background of this journey was filmed and the
scenes unfolded while driving were documented
by drawing.
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Wang Sishun

ADEVAR 15.812

2015

foc, otel inoxidabil, stica, ulei
10x10 x 19 cm

prin amabilitatea artistului si New
Galerie, Paris

credite foto: Aurélien Mole

Wang Sishun

TRUTH 15.812

2015

fire, stainless steel, glass, oil
10 x 10 x 19 cm

courtesy of the artist and New
Galerie, Paris

photo credits: Aurélien Mole
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Florin Stefan
1968 (RO) > 336

entanglement

Florin Stefan s-a dedicat picturii figurative si
narative, dand impresia reinventarii, si chiar

a re-vrdjirii unor mecanisme interne ale
modernitatii, precum si a reintoarcerii subiectului
la normalitate. Este unul dintre primii care se
elibereaza de povara trecutului si se dedica,
trup si suflet, unui prezent marcat de dubii,
anxietati, dar mai ales de batalia permanenta cu
sine insusi si cu pictura. Lucrérile sale subliniaza
confruntarea cu provocarile intimitatii, aceasta
lupta incrancenata unde reflectia nu este
crutata ca trambulina a redresarii.

entanglement

Florin Stefan has dedicated himself to figurative
and narrative painting, giving the impression of
a reinvention, or even re-enchantment of the
internal mechanism of modernity as much as
the subject’s return to normality. He is one of
the first to free himself from the burden of the
past, and has invested himself, body and soul,
in a present that is marked by his doubts, his
anxieties and, above all, a constant battle with
himself and with painting. His works emphasize
this confrontation with the challenges of
intimacy, and this tug-of-war that does not
spare reflection as the springboard of recovery.

N

Florin Stefan
entanglement
2017

ulei pe panza
200 x 220 cm

Florin Stefan
entanglement
2017

oil on canvas
200 x 220 cm
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house pARTy

1987 - Calin Dan, Dan Mihaltianu, Wanda
Mihuleac, Andrei Oisteanu, Nadina Scriba,
Decebal Scriba, Dan Stanciu

1988 - Calin Dan, Teodor Graur, losif Kiraly,
Dan Mihaltianu, Wanda Mihuleac, Andrei
Oisteanu, Decebal Scriba, Nadina Scriba,
Dan Stanciu

Evenimentele house pARTy I si Il (1987 si

1988) reprezinta o stare de exceptionalitate

in peisajul gri al artei roméanesti din perioada
anilor 1980. Aceste intalniri in cerc restrans

au generat o serie de actiuni si instalatii
performative care gravitau in jurul casei lui
Decebal si Nadina Scriba din Bucuresti, avand
un caracter temporar, mai mult sau mai putin
spontan. Casa si gradina ,ocupate” de artistii
invitati era marcata de libertatea de exprimare
si de reactia artistilor in fata provocarii de a
lucra, expune si performa in fata camerei video,
schimbandu-si alternativ pozitia din actant/
regizor in asistent/spectator si invers. Rezultatul
final al evenimentelor de atunci a fost o lucrare
video colectiva, recent reeditata si transpusa
in format digital. house pARTy a fost in 2016
subiectul unui volum publicat la Editura IDEA
in colaborare cu tranzit.ro, urmat in 2017 de
producerea unei editii video limitate de casete
VHS (conform cu formatul original), marcand
treizeci de ani de la prima manifestare.

1987 - Calin Dan, Dan Mihaltianu, Wanda
Mihuleac, Andrei Oisteanu, Nadina Scriba,
Decebal Scriba, Dan Stanciu

1988 - Calin Dan, Teodor Graur, losif Kiraly,
Dan Mihaltianu, Wanda Mihuleac, Andrei
Oisteanu, Decebal Scriba, Nadina Scriba,
Dan Stanciu

The house pARTy | and Il (1987-1988) events
represent a state of exceptionalism in the grey
landscape of Romanian art from the 1980s
period. These tight circle meetings generated a
series of performative activities and installations
gravitating around Decebal and Nadina Scriba’s
house in Bucharest with a temporary quality,
more or less spontaneous. The house and yard
“occupied” by invited artists was marked by the
freedom of the artists to express and react to
the challenges of working, exhibiting and per-
forming in front of a video camera, alternating
roles as actor/director to assistant/spectator,
and the other way around. The end result of
the events from that time was a collective video
work, recently re-edited and transposed in
digital format. In 2016, house pARTy was the
subject of a published volume from the IDEA
publishing house in collaboration with transit.
ro, followed in 2017 by the production of limited
edition videos on VHS cassettes (like the orig-
inal format), marking thirty years since the first
appearance.
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Andrei Oisteanu, Dan Stanciu,
losif Kiraly, Dan Mihaltianu, Nadina
Scriba, Teodor Graur, Célin Dan,
Decebal Scriba, Wanda Mihuleac
house pARTy Il

1988

cadre video

VHS-PAL transferat pe DV-PAL,
color, stereo

34

camera: Ovidiu Bojor, Dan
Mihaltianu

Transfer digital, post-procesare,
montaj: Dan Mihaltianu

© 1988, 2017 autorii

Andrei Oisteanu, Dan Stanciu,
losif Kiraly, Dan Mihaltianu, Nadina
Scriba, Teodor Graur, Calin Dan,
Decebal Scriba, Wanda Mihuleac
house pARTy Il

1988

video stills

VHS-PAL transferred to DV-PAL,
colour, stereo

34

camera: Ovidiu Bojor, Mihaltianu
digital remastering, editing: Dan
Mihaltianu

© 1988, 2017 the authors
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Este suficient sa ne amintim de miscarea Dada si de protagonistii ei pentru a vedea
ca Romania a fost legata de arta performance-ului inca de la bun inceput. Accentul
pus pe corp, gandit ca un transfer al mediilor de exprimare conventionale, este simtit
ca o eliberare, pe de o parte, si ca o detasare fata de institutiile artistice, pe de alta
parte. Arta performance-ului este marcata de actiuni repetitive din viata de zi cu zi,
coregrafice si ritualice, care se bazeaza pe modele teatrale sau de dans.

From its very beginning, the art of performance has been linked with Romania, suffice it
to remember Dada and its protagonists. The emphasis placed on the body considered
as a transfer of the conventional mediums is experienced as a liberation on the one
hand and as a detachment from the art institution on the other hand. The art of
performance is marked by everyday actions that are repetitive in nature and by highly
choreographed and ritualized tasks based on a theater or dance model.

Raluca Croitoru

1989 (RO-NL) —>

To Cast a Shadow (titlu provizoriu)

Performance-urile Ralucai Croitoru pornesc de
la ,actiuni sociale mici, participative, pe care

le performam in viata de zi cu zi”. Relevante
pentru sistemele economico-politice globale,
aceste actiuni reprezinta pentru artista forme
de coregrafii sociale. In cadrul bienalei, Raluca
Croitoru propune un performance site-specific
care intra in dialog cu spatiul si cu istoria Uzinei
de apa Urseni. Aceasta dateaza de la inceputul
secolului trecut si in prezent este redescoperita
de public in cheia heterotopiilor contemporane
prin forma circulara a cladirii si regulile
specifice pe care le impune. Folosind umbra

si sonoritatea ca lianti intre trecut si prezent,
corp si spatiu, individ si colectiy, artista cauta sa
apropie istoriile multiple care coexista si care
Lcontamineaza” simbolic corpul cladirii si corpul
actantilor.

3.9

Tngerul gravitatiei
Gravity’s Angel

To Cast a Shadow (working title)

The perfomances of Raluca Croitoru start from
“small, participative social actions we perform
in everyday life”. Relevant to global economic-
political systems, these actions represent
forms of social choreography for the artist.
During the biennale, Raluca Croitoru introduces
a site-specific performance that strikes up a
dialogue with the history of The Urseni Water
Plant, dating from the beginning of last century,
which is presently rediscovered by the public
as a contemporary heterotopia because of the
circular form of the building and the specific
rules it imposes. Using the shadow and the
sonority as binding agents between the past
and present, the body and space, the individual
and collective, the artist tries to draw nearer the
multiple histories that coexist and symbolically
“contaminate” the building’s body and the
bodies of the actors.

Uzina de apa Urseni
Urseni Water Plant

/}

Raluca Croitoru

Suita pentru Birou

2017

cadru din performance

30’

performeri: Adina Orboi, Alina
Stefan, Cristina Daju, Florica Achim,
Lavinia Urcan, Lera Kelemen
credite foto: Ovidiu Zimcea

Raluca Croitoru

Suite for Office

2017

performance still

30’

performers: Adina Orboi, Alina
Stefan, Cristina Daju, Florica Achim,
Lavinia Urcan, Lera Kelemen

photo credits: Ovidiu Zimcea
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Decebal Scriba
1944 (RO-FR) - 3§42

The Gift [Darul]

in 1974, Decebal Scriba a facut un act iesit
din comun, aproape absurd. S-a plimbat

pe strazi tinandu-si mainile ca si cum ar fi
purtat un obiect care arata ca un dar si pe
care incerca sa-| ofere virtual trecatorilor.

In acel an, performance-ul a fost primit cu
totala perplexitate, publicul reactionand ca

si cum artistul ar fi fost un student original
care-i impinge spre un carusel excentric.
Repetarea acestui performance pe parcursul
Art Encounters 2017 plaseaza interactiunea cu
celalalt intr-un context radical diferit. Inainte, era
vorba despre confruntarea, la nivel personal,
a normei impuse de regimul politic la putere.
De aceasta data, performance-ul creativ al
voluntarilor va contrabalansa, contestand,
individualismul. Publicul va intra cu siguranta
in joc si va accepta aceasta creatie hibrida: in
acelasi timp sculptura virtuala si coreografie
contemporana, cu o estetica de tip do-it-
yourself, pusa in scena cu o nota de umor.

The Gift

In 1974, Decebal Scriba performed an unusual
act, almost absurd. He walked down the

street holding his hands in the shape of an
object that looked like a gift box and tried to
offer it virtually to passers-by. That year, the
performance was met with utter perplexity, as
the audience probably reacted thinking of a free
spirited student, pushing them on an eccentric
merry-go-round. The re-enactment of this
performance during Art Encounters 2017 places
the interaction with the other in a radically
different context. Previously, it was a matter

of confronting, on a personal level, a norm
imposed by the political regime in power. This
time, the creative performance of the volunteers
will counterbalance individualism by challenging
it. The public will certainly play along and accept
this hybrid creation, a virtual sculpture and a
contemporary choreography, at the same time,
that is similar to the aesthetics of do-it-yourself,
staged with a touch of humor.
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Muzeul de Arta Timisoara
Timisoara Museum of Art
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Decebal Scriba

The Gift [Darull

1974

performance, document foto

Decebal Scriba

The Gift

1974

performance, photo document
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Arta in spatiul public reactioneaza la normele si modelele de gandire ale unui oras,
creand o platforma dinamica de interactiune si transformare continua. Aceasta sectiune
a bienalei isi propune sa comenteze probleme pe care le simtim cu totii, sa destabilizeze
intr-o oarecare masura perceptia obisnuita si sa aduca in discutie alte perspective
asupra unui spatiu care ne apartine tuturor.

Art within the public space reacts to a city’s norms and patterns of thought, creating
a dynamic platform for interaction and on-going transformation. This section of the
biennale aims to comment on the problems we all feel, to somewhat destabilize the
ordinary perception, and to bring up new perspectives on communal space.

Jozsef Bartha

1960 (RO) —>

Vul-Turul, IE Proiect

Jozsef Bartha abordeaza critic in lucrarile

lui imaginea mediatica si instrumentele de
manipulare a unui discurs prin intermediul
imaginii. Monumentul de tip ,do-it-yourself” pe
care artistul il propune in cadrul bienalei este un
obelisc cu o cameréa de supraveghere asezata
in varf si amplasat intr-o zona pietonala din

centrul orasului. Acest monument comenteaza
aparitia in exces a camerelor de supraveghere
in spatiul public si propune ironic raspandirea
lor precum produsele IKEA, in cutii cu elemente
care trebuie asamblate fara mari batai de

cap. Elementele acestei lucrari cuprind: o

cutie continand componentele monumentului,
instructiunile precise de asamblare, camera de
supraveghere conectata la o retea de internet
care transmite in timp real imaginile si un
monitor in spatiul de expunere pe care se poate
urmari viata orasului, asa cum este prinsa de
ochiul ,vulturului” caruia nu-i scapa nimic.

Vul-Turul, IE Project

Jozsef Bartha critically approaches in his work

the media image and the instruments that can

manipulate a discourse through the image as

an intermediary. The “do-it-yourself” monument

that the artist introduces to the biennale is an

obelisk with a surveillance camera placed on

the top, and situated in a pedestrian area of the

city center. The monument comments on the

excessive appearance of surveillance cameras

in the public space and ironically proposes

their distribution like IKEA products, in boxes

with items that should be assembled with

minimal headache. The elements of this work

include: a box containing the components of the

monument, precise instructions for assembly, 0

a surveillance camera connected to an online Jozsef Bartha
network that broadcasts the images in real time, Vul-Turul, IE Proiect (simulare)
and a monitor in the exhibition space where 2016

the city life can be watched, as captured by the instalatie media, varianta Publik Art
“vulture’s” vigilant eye. PAL melaminat, lemn, camera de

supraveghere IP, teava rectangulara
credite foto: MAGMA

Jozsef Bartha

Vul-Turul, IE Project (simulation)
2016

media installation, Publik Art version
melamine faced chipboard, wood,
IP surveillance camera, rectangular
pipe

photo credits: MAGMA
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Claudiu Cobilanschi & lulia Toma

1972 (RO) —>

Structuri rurale: Prova

Claudiu Cobilanschi sondeaza in lucrarile

sale stereotipurile mass-mediei, modelele
comunitare posibile astazi si atitudinile politice
de contestare a normelor impuse si autoimpuse.
lulia Toma este o artista atenta la ,pliurile”
formate de climatul social-politic trecut si
actual, in reprezentarea corpului si a imaginii
femeii. Pentru bienala, cei doi artisti propun

un ,monument solar”, inspirat de dusurile de
vara amenajate de oameni in curti si gradini.
Dislocate si resemnificate in context urban,
aceste dusuri improvizate contin si sustin

4cele mai lucide momente ale progresului uman”,
bazate creativitatea nativa, populara si intuitie
tehnica. Pornind de la forma de baza a acestei
constructii rurale, artistii introduc un nou orizont
de semnificatie; navigand pe noi trasee sau
contexte, dusul devine o Prova, poate deveni un
satelit sau o capsula de recuperare cosmica.
,Cata nostalgie si cat progres poti sa-i atribui?”

137

1974 (RO) —>

Rural Structures: The Bow

In his works, Claudiu Cobilanschi investigates
mass-media stereotypes, the possible
community models of the day and the political
attitudes challenging the (self) imposed norms.
lulia Toma is an artist who pays special attention
to the “folds” formed by the past and present
socio-political climate in the representation

of the body and image of the woman. For

the biennale, the two artists deliver a “solar
monument”, inspired by the summer showers
people design in their yards and gardens.
Displaced and re-signified in an urban context,
the improvised showers contain and maintain
“the most lucid moments of human progress”
based on native, folk creativity and technical
intuition. Starting from the basis of these rural
works, the artists introduce a new horizon of
significance; navigating new routes or contexts,
the shower becomes a Bow, and may become
a satellite or a space capsule. “How much
nostalgia and how much progress can you
assign to it?”

4\

Claudiu Cobilanschi & lulia Toma
Structuri rurale: Prova
sculpturd/instalatie lemn, metal,
textil

5x3x2m

Claudiu Cobilanschi & lulia Toma
Rural Structures: The Bow

sculpture/wood installation, metal,

textile
5x3x2m
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Cezar Lazarescu
1969 (RO) —> 133

Pe banii mei

Instrumentarul conceptual si minimal al lui
Cezar Lazarescu se manifesta aproape
intotdeauna ca o reactie la un context dat, pe
care il analizeaza cu luciditate si ironie. Artistul
foloseste mijloace de exprimare foarte simple si
de impact, gesturi subtile, texte si interventii de
tip performativ care schimba perceptia asupra
situatiei social-politice, deturnand rutina zilnica
spre o conotatie poetica inserata in cele mai
surprinzatoare locuri. Pentru bienala, artistul
continua seria de lucrari dedicate ,conjugarilor”
critice si pline de umor, de data aceasta banii
fiind in centrul acestui inventar. Dupa ce
apartenenta la Uniunea Europeana fusese
pretextul pentru o tentativa de relativizare a
importantei si a autoreferentialitatii obsesive
din societatea romaneasca, posesia banilor
constituie acum paradigma pe care Cezar
Lazarescu isi propune sa o demonteze in spatiul
public.

Loc dupa loc
One Place after Another
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On My Dime

Cezar Lazarescu’s conceptual and minimalist
instrumentation is almost always manifested as
a reaction to a given context that he analyzes
lucidly and ironically. The artist uses very
simple and direct means of expression, subtle
gestures, texts and performative types of
interventions to change the perception of the
socio-political situation, redirecting the daily
routine towards a poetic intimation inserted in
the most unexpected places. For the biennale,
the artist is continuing a series of critical,
humorous works dedicated to “conjugation”, this
time, with money at the center of his inventory.
When the European Union membership

had created a pretext to tentatively put in
perspective the importance and obsessive self-
reflexivity of Romanian society, the possession
of money now constitutes a paradigm that
Cezar Lazarescu plans to dismantle in the
public space.

4\

Cezar Lazarescu
Pe banii mei
2017

mesh printat

dimensiunile unei fatade de bloc

Cezar Lazarescu

On My Dime

2017

printed mesh fabric
dimensions: an apartment block
facade
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Matthias Megyeri
1973 (DE) —>

Mrs. Welcome

Seria de lucréri si de interventii urbane Sweet
Dreams Security ale artistului Matthias Megyeri
comenteaza prezenta tot mai raspandita a
diverselor ingradiri ce apar in spatiul public,

dar in egald masura in spatiul privat. Nevoia

de protectie si supraveghere determina o
acumulare de elemente agresive, acceptate
social, dar, in mod paradoxal, ambalate in forme
inofensive si, uneori, chiar estetic atragatoare.
In urma vizitelor lui la Timisoara, Matthias
Megyeri a identificat cateva puncte din oras
unde prezenta granitelor impuse in spatiul
public genereaza atitudini contradictorii.
Raspunsul artistului consta in interventii
temporare care preiau modelul gratiilor de la
geamurile caselor si il transforma intr-o broderie
supradimensionata.
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Mrs. Welcome

The Sweet Dreams Security series of works and
urban interventions by artist Matthias Megyeri

comments upon the increasingly frequent
presence of fencings all kinds that appear
within public space, but are equally prevalent
in private space. The need for protection and
surveillance determines an accumulation

of aggressive elements which are socially
accepted, but are paradoxically packaged as
harmless and sometimes even aesthetically
pleasing.

Following his travels to Timisoara, Matthias
Megyeri identified several points in the city
where the presence of imposed boundaries
within public space can generate ironic
responses which attract attention to
contradictory attitudes. The artist’s response
consists of temporary interventions that
appropriate the pattern of window gratings,
transforming it into an oversized embroidery.

-
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Mrs Welcome

perdea Nottingham Lace (broderie
specifica)

Acts of Sweet Dreams Security®,
Deutsches Architektur Zentrum,
Berlin

2013

instalatie

5x3m

prin amabilitatea artistului
credite foto: Matthias Kolb

Mrs Welcome

Nottingham Lace Curtain

Acts of Sweet Dreams Security®,
Deutsches Architektur Zentrum,
Berlin

2013

installation

5x3m

courtesy of the artist

photo credits: Matthias Kolb
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Branislav Nikolic
1970 (RS) >

Four Waters [Patru ape]

Practica artistului Branislav Nikoli¢ include
pictura, sculptura si instalatie. Four Waters
este o lucrare care pune in discutie relatia
dintre arhitectura, obiect si spatiul inconjurator.
Jgheaburile care alcatuiesc sculptura si umbra
desenata de acestea pe sol evoca prezenta
unei case. In lipsa fizica a acesteia, sistemul de
jgheaburi transgreseaza dimensiunea utilitara,
devenind simbol al impartirii apei in patru colturi
ale lumii. Astfel, aceste banale obiecte sunt
transfigurate, devenind o parte esentiala a
gestului artistic.

Loc dupa loc
One Place after Another

Four Waters

Branislav Nikoli¢’s artistic practice includes
painting, sculpture and installation. Four
Waters is a work that brings into discussion
the relationship between architecture, object
and the surrounding space. The rain gutters
that constitute the sculpture and the shadow
they cast on the ground evoke the presence
of a house. Through this physical absence,
the system of rain gutters transgresses their
utilitarian dimension, becoming a symbol of
the water distribution to the four corners of
the world. Thus, these ordinary objects are
transformed into an essential part of the
artistic act.

¢

Branislav Nikoli¢

Four Waters [Patru ape]
2016-17

metal

360 x 270 x 225 cm

credite foto: Branislav Nikoli¢

Branislav Nikoli¢

Four Waters

201617

metal

360 x 270 x 225 cm

photo credits: Branislav Nikoli¢
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Cristian Rusu
1972 (RO) —> 332

Un vagon cu sare

Practica artistica a lui Cristian Rusu include
desen, instalatie si obiect, punand in discutie
interactiunea dintre ideologie, utopie si estetica.
In contextul dezideratului bienalei de a intari
legaturile artistice ale scenei romanesti cu cele
din imediata proximitate geografica, lucrarea
artistului este un comentariu asupra relatiilor
romano-iugoslave din perioada comunista.
Avand ca punct de plecare pactul dintre cele
doua tari - pentru fiecare transfug repatriat,
Romania oferea lugoslaviei un vagon cu sare,
conform amintirilor si marturiilor stranse de
artist — Cristian Rusu aduce in discutie, cu o
doza de ironie si critica, acest episod istoric
insuficient comentat pana acum. In proiectul
propus, artistul si-ar dori amplasarea unui
vagon cu sare in Timisoara, urmand ca el sa

se indrepte spre Serbia unde sa fie instalat in
spatiul public pana la degradarea totala.

141

A Wagon with Salt

Cristian Rusu’s artistic practice includes
drawing, installation and object, questioning
the interaction between ideology, utopia and
aesthetics. In line with the biennale’s aim to
strengthen the artistic connections of the
Romanian scene with those in its immediate
geographic proximity, the artist’s work
comments on the Romanian-Yugoslavian
relations during the communist period. Using
the charter between the two countries as a
starting point - for each repatriated refugee,
Romania offered Yugoslavia a wagon filled
with salt, according to the memories and
materials gathered by the artist — Cristian Rusu
introduces, with an ironic and critical touch, this
historical episode, still insufficiently discussed.
In the suggested project, the artist would like
to place a wagon filled with salt in Timisoara,
to be later sent towards Serbia and installed
in the public space there, until its complete
deterioration.

4\

Cristian Rusu

Un vagon cu sare

2017

machetd, scara 1:87

instalatie conceputa pentru spatiul
public (un vagon de marfa, sector
de cale ferata, aprox. 140 T sare)
credite foto: Cristian Rusu
courtesy of Cristian Rusu

Cristian Rusu

A Wagon with Salt

2017

scale model 1:87

Installation conceived for the public
space (freight wagon, track rail,
approx. 140 T of salt)

photo credits: Cristian Rusu
courtesy of Cristian Rusu

Sergiu Sas
1981 (RO) >

Cimitirul Artelor

Lucrarile lui Sergiu Sas pornesc, de cele mai
multe ori, de la diferite probleme ale spatiului
public, privit atat ca loc impartasit de o
comunitate, cat si ca spatiu de semnificare
pentru gesturi politice, culturale, religioase,
abordate cu ironie de catre artist. Cimitirul
artelor este un proiect care strange laolalta
dovezile esecului in arta. Intr-o perioada in

care succesul este glorificat peste masura,

o privire plina de umor si ingaduinta asupra
rezultatelor nesatisfacatoare ale unui artist
poate fi reconfortanta. Artistii sunt invitati sa-si
doneze lucrarile si ideile ,moarte” din punctul lor
de vedere spre a fi ingropate cum se cuvine de
Sergiu Sas, intr-un loc special amenajat si bine
intretinut. Fiecare dintre ele va avea o piatra
funerara in miniatura care va atesta existenta lor
temporara in lumea artei contemporane.

Art Cemetery

The works of Sergiu Sas most often start
from the various problems of the public space,
seen both as a shared space by a community,
and as a signifying space for political,

cultural and religious actions, which the artist
approaches ironically. The Art Cemetery is a
project that gathers the evidence of failure

in art. At a time when success is excessively
glorified, a humorous and permissive look on
the unsatisfactory results of an artist can be
refreshing. Artists are invited to donate works
and ideas that, in their opinion, are “dead”, to
be properly buried by Sergiu Sas in a specially
arranged and well maintained place. Each of
these works will have a miniature headstone
giving testament to their temporary existence in
the world of contemporary art.

¢

Sergiu Sas

Cimitirul Artelor

2017

simulare

interventie in spatiul public
dimensiuni variabile

prin amabilitatea artistului

Sergiu Sas

Art Cemetery

2017

simulation

public space intervention
dimensions variable
courtesy of the artist
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Loc dupa loc
One Place after Another

Aleksandra Stratimirovic
1968 (RS-SE) >

PASSAGE [PASAJ]
instalatie cu lumini, temporara, Pod Calea
Sagului

Cu bogate cunostinte despre lumina si
tehnologii de iluminat, Aleksandra Stratimirovic
este autoarea a numeroase instalatii cu

lumini, temporare si permanente, pentru spatii
publice precum spitale, campusuri, gari si zone
rezidentiale.

PASAJ este un canal care uneste mai multe
locuri imaginare. Simbolizeaza deschideri

ce creeaza oportunitati, directii de urmat din
dorinta de a ne indeplini visele. Artista a fost
inspirata de simplitatea arhitecturala distincta
a podurilor, de amplasarea ritmica a grinzilor si
a stalpilor acestora, precum si de diversitatea
spatiilor imaginare care apar sub poduri. Atat
n sens propriu, cét si figurat, podurile unesc

si separa oamenii si locurile. Pasajul creeaza

o cale intangibild, dar vizibila, existenta sau
imaginara care deschide o poarta spre
imaginatie.
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PASSAGE
site-specific temporary light installation,
Calea Sagului Bridge

With expansive knowledge and understanding
of light and lighting technologies, Aleksandra
Stratimirovic is the author of numerous
temporary and permanent light art installations
for public places, such as hospitals, school
campuses, railway stations and residential
areas.

PASSAGE is a channel that connects imaginary
places. It symbolizes openings that create
opportunities, directions to follow that emerge
from the wish to fulfil our dreams. The artist was
inspired by the distinct architectural simplicity
of the bridge construction, the rhythmical
setting of beams and pillars and the varieties

of imagined spaces that can appear under
bridges. Literally and figuratively, a bridge
connects and disconnects people and places.
The passage creates an intangible but visible,
existing or imaginary path that opens a gateway
to the imagination.

~

Aleksandra Stratimirovic

V.ILP.

2010

instalatie permanenta de lumina
cerc vopsit in alb, 3 stalpi de
iluminat stradal cu corpuri de
iluminat

diametrul cercului: 10 m
comandat de Uppsala Municipality
photo credits: Robin Hayes

Aleksandra Stratimirovic

V.LP.

2010

permanent light installation
white painted circle, 3 light poles
with light fixtures

circle diameter 10 m
commissioned by the Uppsala
Municipality

photo credits: Robin Hayes
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Programul dedicat filmului se concentreaza asupra unor momente in care imaginea in
conjunctie cu naratiunea se detaseaza de planul realitatii liniare si construiesc o viziune
utopica, un moment de exceptie care transforma parcursul personajelor si experienta in
fata camerei de filmat.

The program dedicated to film focuses on moments in which the image, in conjunction
with narrative, detaches from the plane of linear reality, and constructs a utopian vision,
an exceptional moment which transforms characters’ paths and the experience of
being in front of a video camera.

fis regands the sitsation at the flmeS

Irina Botea Bucan

1972 (RO-UK) — | bio p. 2

Stone. Paper. Skin [Piatra. Hartie. Piele]

Cele mai recente filme ale Irinei Botea Bucan se
concentreaza asupra strategiilor de a submina
discursurile socio-politice dominante si de a
crea cadrul in care micile istorii, necunoscute
sau uitate, ies la suprafata, formand un camp de
forta si de idei nebanuit. Filmele propuse spre
vizionare in relatie unul cu celalalt reprezinta un
decupaj din cea mai recenta expozitie personala
a artistei de la Muzeul National de Arta
Contemporana din Bucuresti, curatoriata de
Anca Verona Mihulet, in centrul careia au stat
modelele utopice de a imagina o comunitate.
Fie ca este vorba despre stadioane, ,cinema
invizibil” sau institutii muzeale, aceste modele
vorbesc despre relatiile interumane si straturile
invizibile din care sunt compuse. Personajele
care apar in cele trei filme — Stone. Paper.

Skin [Piatra. Hartie. Piele] (2017, realizat in
colaborare cu Jon Dean), Art Historians [Istoricii
de artd] (2014) si Film Postale (2013, realizat

in colaborare cu Nicu lIifoveanu) - isi produc

in timp real propriile istorii si construiesc un
spatiu autonom al naratiunii, unde adevarul este
sinonim cu realitatea povestita si cu experienta
in fata camerei de filmat.

Priveste acest zgomot
See this Noise

Stone. Paper. Skin

Irina Botea Bucan’s most recent films focus on
strategies of undermining dominant socio-
political discourses and creating the context
for minor, unknown or forgotten histories to
become visible, forming an unsuspected field
of force and ideas. The films screened together
represent a cut-out from the artist’s most
recent solo exhibition at the National Museum
of Contemporary Art in Bucharest, curated

by Anca Verona Mihulet, which had placed
utopian models for imagining a community at
its center. Whether talking about stadiums,
“invisible cinema” or museum institutions, these
models address the interpersonal relations and
invisible layers composing them. The characters
that appear in the three films — Stone. Paper.
Skin (2017, in collaboration with Jon Dean),

Art Historians [Istoricii de arta] (2014), and

Film Postale (2013, in collaboration with Nicu
lIfoveanu) — create their own histories in

real time and build an autonomous space of
narration, where the truth is synonymous with
reality, discussed and experienced, in front of
the video camera.

onily INCreasac

/}

Irina Botea Bucan in colaborare cu
Jon Dean

Stone. Paper. Skin [Piatra. Hartie.
Piele]

2017

video HD 2.6k

945"

prin amabilitatea artistilor

Irina Botea Bucan in collaboration
with Jon Dean

Stone. Paper. Skin

2017

2.6k HD video

945”

courtesy of the artists
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Igor & Ilvan Buharov

1971 (HU) 1974 (HU) - | bio p. 248

Most of the Souls that Live Here [Aproape
toate sufletele de-aici]

Duo-ul Igor & Ivan Buharov lucreaza sub acest
nume din 1995. Filmele realizate de ei ating cu
ironie si umor teme privind oranduirea sociala si
sistemele politice dominante, plasand actiunea
filmelor la granita dintre vis si realitate. In cel
mai recent film al lor, Most of the Souls that
Live Here, viziunea libertatii individului capata
treptat o aura suprarealista, iar solidaritatea

si egalitatea intre oameni intdmpina piedici in
implinirea modelului anarhic imaginat de Ervin
Batthyany (1877-1945).
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Most of the Souls that Live Here [Aproape
toate sufletele de-aici]

The Igor & lvan Buharov duo has been working
under this moniker since 1995. Their films use
irony and humor to touch upon themes that
have to do with social order and dominant
political systems, placing their action at the
boundary between dream and reality. In their
most recent film, Most of the Souls that Live
Here, the vision of individual liberty gradually
takes on a surrealist aura, as solidarity and
equality between people encounter obstacles
in the fulfillment of the anarchic model imagined
by Ervin Batthyany (1877-1945). "
Igor and Ivan Buharov
Most of the souls that live here
2016
cadru video
video DCP, 16 mm, transfer digital,
color
93
prin amabilitatea artistilor

Igor and Ivan Buharov

Most of the souls that live here
2016

video still

DCP video, 16 mm transfer to
digital, color

93’

courtesy of the artists

Boris Miti¢
1977 (RS) >

In Praise of Nothing [Elogiul Nimicului]

Boris Miti¢ este un realizator de film cunoscut
pentru tonul satiric si critic al filmelor sale.

In Praise of Nothing este un eseu filmic plin

de umor bazat pe intrebarile legate, pe de-o
parte, de cadrul dramaturgic: ,daca Nimicul

ar putea vorbi, ce ne-ar spune?”, iar pe de
alta, de estetica cinematografica: ,cum poti
arata Nimicul intr-o maniera documentarista?”.
Invitand o sumedenie de regizori sa participe
la acest portret fictionalizat despre Nimic,
Boris Miti¢ ne poarta intr-o calatorie globala in
care Nimicul observa starea umanitatii dintr-o
perspectiva personala. Editarea de tip mozaic
aduce diferitele imagini asupra acestui subiect
in situatia de a se completa si imbogéti pana
la exces, pana la momentul in care, paradoxal,
Nimicul cuprinde totul.

In Praise of Nothing

Boris Miti¢ is a filmmaker known for the
satirical and critical tone of his films. In Praise
of Nothingis a humorous video essay based on
questions relating to the dramatic framework,
on the one hand: “if Nothing could speak, what
would it tell us?”, and on the other hand, to

the cinematic aesthetics: “how can you show
Nothing in a documentary manner?”. Inviting
dozens of cinematographers to participate

in this fictionalized portrait of Nothing, Boris
Miti¢ takes us on a global journey in which
Nothing comments on the state of humanity
from its unique point of view. The mosaic-style
editing brings various images on the subject to
complement and enrich one another to excess,
up to the moment when, paradoxically, Nothing
encompasses everything.

/}

Boris Miti¢

In Praise of Nothing [Elogiul
Nimicului]

2017

cadru video

HD, 1920x1080

© Boris Mitic / Dribbling Pictures

Boris Miti¢

In Praise of Nothing

2017

stillshot

HD, 1920x1080

© Boris Mitic / Dribbling Pictures
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Andrei Ujica
1951 (RO-DE) —>

Out of the Present

Andrei Ujica este cunoscut drept unul dintre cei
mai originali regizori de film, a carui stil numit
,cinema sintactic” se bazeaza pe montaj ca
instrument fundamental al discursului. Trilogia
sa dedicata caderii comunismului cuprinde:
Videogramele unei revolutii (in colaborare cu
regretatul Harun Faroki), Out of the Present si
Autobiografia lui Nicolae Ceausescu. Incercand
sa reconstruiasca istoria prin ,conserve de
timp” regasite in arhive de imagini, Andrei

Ujica transforma materialul secundar intr-un
discurs primar, lasand imaginile sa-si spuna
povestea si istoria - realitatea ei nealterata.
Recent restaurat, filmul Out of the Present
porneste de la un eveniment real, construit din
filme de arhiva, si il asociaza unei voci care
reinterpreteaza si fictionalizeaza adevarul.
Cosmonautul Sergei Krikalev pleaca in mai 1991
din URSS intr-o misiune pe statia spatiala Mir,
iar zece luni mai tarziu aterizeaza in Rusia, dupa
destramarea Uniunii Sovietice.

Out of the Present

Andrei Ujica is well-known as one the most
original film directors, whose style named
“syntactic cinema” is based on editing as a
fundamental instrument of the discourse. His
trilogy based on the collapse of communism
includes: Videogramele unei revolutii [The
Videograms of a Revolution] (in a collaboration
with the deceased Harun Faroki), Out of the
Present and Autobiografia lui Nicolae Ceausescu
[The Autobiography of Nicolae Ceausescul.
Attempting to reconstruct history through “time
capsules” rediscovered in image archives,
Andrei Ujica transforms secondary material into
primary discourse, allowing images to tell their
story and history - their unchanged reality. The
recently restored film, Out of the Present, is
based on a true event and it’s made of archive
footages, associating voices that reinterpret
and fictionalize the truth. The astronaut Sergei
Krikalez leaves in May 1991 from the USSR

on a mission to the space station Mir, and

ten months later lands in Russia, after the
dissolution of the Soviet Union.
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Andrei Ujica

Out of the Present
1995
DE/RU/FR/BE
cadru din film
Color 51

96’

producator: Elke Peters
producator executiv: Werner Diitsch
productie: Bremer Institut Film/
Fernsehen

coproductie: WDR

la sept/arte

RTBF

St. Petersburg Documentary Film
Studio

Harun Farocki Filmproduktion

© Loy Arnold Filmproduktion

Andrei Ujica

Out of the Present

1995

video still

Color 51

96’

DE/RU/FR/BE

producer: Elke Peters

executive Producer: Werner Diitsch
production: Bremer Institut Film/
Fernsehen

coproduction: WDR

la sept/arte

RTBF

St. Petersburg Documentary Film
Studio

Harun Farocki Filmproduktion

© Loy Arnold Filmproduktion
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Intuitii urbane
Urban Insights

Cui i-e frica de politica?
Who's afraid of politics?

Comunitatea de nemarturisit
The Unavowable Community

Muncesc, deci nu exist
| work, therefore I'm not

A doua natura
The Second Nature

Acest obscur obiect al dorintei
That Obscure Object of Desire

Casa, dulce casa
Home, Sweet Home

De veghe in oglinda
The Catcher in the Mirror

ingerul gravitatii
Gravity’s Angel

Loc dupa loc
One Place after Another

Priveste acest zgomot
See this Noise






Salonul
The Living Room

41

4.2

4.3

Reconstituiri

5 artisti timisoreni - Sala Kalinderu 1968
Re-enactments

5 artists from Timisoara — Kalinderu Hall
1968

Decebal Scriba & Serge Spitzer
- dupa 40 de ani

Decebal Scriba & Serge Spitzer
- 40 years after

Avangarda istorica si arta
ping-pong-ului

The Historical Avant-garde and
the art of ping-pong
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Reconstituiri

5 artisti timisoreni - Sala Kalinderu 1968

Re-enactments

5 artists from Timisoara - Kalinderu Hall 1968

Stefan Bertalan, Roman Cotosman, Constantin Flondor, Diet Sayler, MoInar Zoltan

Istoria artei ,tradusa” prin reperele expozitionale este
semnificativa pentru a arata cum energia innoitoare

a artistilor a schimbat cursul artei, tendintele vremii si
perceptia asupra unui context artistic. Istoria expozitiilor
este, poate, ,cea mai reprimata istorie culturala”, cum
sugereaza Mary Anne Staniszewski, iar una dintre
metodele abordate astazi cu succes de marile muzee
ale lumii se bazeaza pe reintroducerea expozitiilor
istorice in constiinta publicului prin re-enactement-ul

lor. In acest context si tindnd seama de rolul important
pe care expozitia istorica abstract-constructivista 5
artigti timisoreni 1-a jucat, ne propunem sa o readucem in
prezent, in spatiul Muzeului de Arta din Timisoara.

Deschisa la Sala Kalinderu din Bucuresti pe 7 mai 1968,
aceasta expozitie reprezinta un reper in arta romaneasca
de factura avangardista, fiind una dintre expozitiile

intens recenzate si care marcheaza o perioada de mare
avant experimental in Timisoara. De asemenea, printre
vizitatorii expozitiei s-au numarat delegatia franceza si
atasatul cultural al Ambasadei Frantei, aflati la Bucuresti
cu ocazia unei expozitii franceze de la Muzeul National
de Arta.

In istoria grupului 111, care reprezintd nucleul principal al
acestei expozitii, momentul Kalinderu a insemnat rampa
de lansare in Occident, la Trienala de Arte Decorative

de la Milano (toamna 1968) si un an mai tarziu la Bienala
Constructivista de la Nurnberg, apoi la Fundatia Sonja
Henie - Niels Onstad, Oslo, participari foarte bine primite.
Grupul 111, format in 1966, si-a concentrat atentia pe

The history of art “translated” through exhibition
landmarks is significant in order to show how the
novative energy of artists has changed the course

of art, influenced trends, and changed perceptions

on the artistic context. The history of exhibitions is,
perhaps, “the most repressed cultural history”, as
Mary Anne Staniszewski suggests, and one of the
methods successfully adopted nowadays by the great
museums of the world is based on the reintroduction
of historic exhibitions to public awareness through
their reenactment. In this context, and considering the
important role played by the abstract-constructivist
historic exhibition 5 artists from Timisoara, we aim to
bring it back to the present, hosted by the Timisoara
Museum of Art.

Opened at the Kalinderu Hall in Bucharest, on the 7th
of May 1968, this exhibition represents a landmark

in Romanian avant-garde art and received numerous
reviews marking a period of great experimental
momentum in Timisoara. Also, among the visitors of

the exhibition were the French delegation, and the
cultural attaché of the French Embassy, while they were
in Bucharest for a French exhibition at the National
Museum of Art.

In the history of the 111 group, which constitutes the
main nucleus of this exhibition, the Kalinderu moment
signified a launching pad towards the West, at the Milan
Decorative Arts Triennial (autumn 1968), and one year
later, at the Nirnberg Constructivist Biennial, and then
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studiul principiilor constructivismului si pe modelul
Scolii de la Bauhaus. Membrii grupului, Stefan Bertalan,
Constantin Flondor si Roman Cotosman, si-au gasit
foarte repede un limbaj artistic personal si o cercetare
teoretica foarte bine inchegata, dublate de o prietenie
stransa. Odata cu drumul la Niirnberg cu ocazia bienalei,
Cotosman emigreaza, in timp ce Bertalan si Flondor
continua proiectele artistice comune bazate pe ideile
interdisciplinaritatii si intermedialitatii, forméand un alt
grup, Sigma, care ii va mai include pe Doru Tulcan, loan
Gaita si Elisei Rusu si Lucian Codreanu, matematician .

Eugen Schileru scria cu entuziasm in Contemporanul,
la scurt timp dupa deschiderea expozitiei: ,Un grup de
artisti tineri din Timisoara — Stefan Bertalan, Roman
Cotosman, Constantin Strainu-Flondor — expune azi,

in sala fostului Muzeu Kalinderu, rezultatele unei prime
etape parcurse pe acest drum al unei tot mai mari
apropieri a artei de stiinta. Lucrarile lor manifesta un
efort continuu si tenace de a se informa. [...] Inscrierea
celor trei tineri timisoreni pe orbita curentelor mentionate
[arta optica si arta cinetica] vadeste dorinta realizata a
autodisciplinarii. Geometriile lor variabile, care farmeca
ochii, vadesc aspiratia spre forme perfecte, spre
disciplina superioara. [...] Ceilalti doi expozanti, Dietrich
Sayler si Zoltan Molnér, participa la alte directii ale
abstractionismului. Primul practica un abstractionism
geometrizant, cautand sa sugereze, prin raporturi
stabilite intre forme geometrice, spatiul si miscarea; al
doilea e mai atras de un abstractionism liric in care se
pastreaza amintirea realului si anume a vegetalului stilizat
in forme mari si poetice (amintind uneori de Bram van
Velde).”

Stefan Bertalan (1930-2014), membru cofondator al grupului
111 alaturi de Roman Cotosman si Constantin Flondor,

si al grupului Sigma in 1970, a avut o activitatea artistica

intim legata de interesul deosebit acordat noilor medii si
materiale, fiind unul dintre primii membri care experimenteaza
cu acestea (inca din perioada grupului 111). Un alt punct
interesant in cariera sa a fost abilitatea de a imbina bionica

si geometria cu actiunile organizate in natura, in Timisoara,

n perioada in care facea parte din grupul Sigma: Benzi
tensionate peste Timis, Actiune Dracsina sau Leonardo.
Spectacol pentru public. Acest interes de factura ecologista
acordat naturii (vizibil mai ales in actiunea de la Galeria
Kalinderu din 1979, Am trait 130 de zile cu o planta de floarea
soarelui) poate fi privit, intr-o oarecare masur, ca o influenta a
activitatii artistice a artistului german Joseph Beuys.

Roman Cotosman (1935-2006), membru si cofondator al
grupului 111, isi va desfasura activitatea artistica in stransa
legatura cu principiile constructiviste si cinetice ale grupului.
Dupa expozitia din 1968 de la Kalinderu, Cotogsman va expune
la bienala de la Niirnberg si apoi va emigra in Germania, iar
ulterior in SUA. Investigatiile sale din zona abstracta vor tinde
mai degraba spre o analiza minutioasa de factura formalista a
geometriei atat de prezenta in activitatea grupului 111. Odata
cu parasirea acestuia, si interesele artistice ale lui Cotosman
vor suferi modificari - isi va indrepta atentia mai degraba spre
o estetica abstract-minimalista.

Constantin Flondor (n. 1936), membru cofondator atat al
grupului 111, cat si al grupului Sigma, a gasit in temele legate
de natura si timp sursele pentru reflectiile legate de limita
dintre realitatea creatiei si realitatea obiectiva. Demersul

sau artistic va fi caracterizat de un tip de atentie analitica
indreptata spre observarea naturii, translatata in lucrarile de
arta prin medierea geometriei. Astfel, aleatoriul natural ajunge
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at the Sonja Henie — Niels Onstad Foundation in Oslo.
All of these contributions were very well received. The
111 Group, founded in 1966, focused on the study of the
principles of constructivism, and the Bauhaus School
model. Its members — Stefan Bertalan, Constantin
Flondor and Roman Cotosman - found their personal
artistic language very quickly, and presented a very
well coagulated theoretical research, strengthened

by a close friendship. During the Niirnberg Biennial
trip, Cotosman emigrates, while Bertalan and Flondor

continue working on collaborative artistic projects, based

on interdisciplinary and inter-medium ideas, forming a

new group — Sigma — which will include Doru Tulcan, loan
Gaita, Elisa Rusu and Lucian Codreanu (mathematician).

Eugen Schileru wrote with great enthusiasm in
Contemporanul, shortly after the opening night of the
exhibition: “A group of young artists from Timisoara —
Stefan Bertalan, Roman Cotosman, Constantin
Strainu-Flondor - is exhibiting today, in the hall of the
former Kalinderu Museum, the results of a first step
taken on this road of an increasing proximity between
art and science. Their works are the manifestation of a

tenacious and continuous effort of gathering information.

[...] The fact that the three young artists from Timisoara
are now orbiting the aforementioned movements
[optical and kinetic art] shows an accomplished desire
of self-discipline. Their variable geometries, which
enchant the eye, show their aspiration towards perfect
shapes, towards superior discipline. [...] The other two
participants in the exhibition, Dietrich Sayler and Zoltan
Molnar, work towards other vectors of abstractionism.
The first practices a geometricizing abstractionism,
seeking to suggest space and movement through
established relationships between geometric shapes;
the latter is more attracted by a lyrical abstractionism,
in which the memory of the real remains, or more
specifically, of the botanical, stylized in grand, poetic
shapes (sometimes recalling Bram van Velde).”

Stefan Bertalan (1930-2014), member and cofounder of the
111 group, with Roman Cotosman and Constantin Flondor,
and of the Sigma group, in 1970, had an artistic activity
deeply connected with the particular interest he had for new
mediums and new materials, being one of the first members
to experiment with these (ever since the 111 group period).
Another interesting aspect of his career was his ability to
combine bionics and geometry, with actions organized in

nature, in Timisoara, during his time in the Sigma group: Benzi

tensionate peste Timis (Tense bands over Timis), Actiune
Dracsina (Dracsina Action) or Leonardo. Spectacol pentru

public (Leonardo. Public show). This ecological interest he had

for nature (particularly visible in his action at the Kalinderu
Gallery in 1979, Am trdit 130 de zile cu o planta de floarea
soarelui (I lived for 130 days with a sunflower plant) can be
regarded, to a degree, as an influence of German artist
Joseph Beuys’ artistic activity.

Roman Cotosman (1935-2006), member and cofounder
of the 111 group, will develop his artistic activity in close

connection with the constructivist and kinetic principles of the

group. After the 1968 exhibition at Kalinderu, Cotosman will
exhibit works at the Nirnberg Biennial, and will the emigrate
to Germany, and later to the United States. His investigations
in the sphere of abstract art will tend towards a formalist,
detailed analysis of the geometry so prevalent in the 111
group’s activity. Upon leaving the group, Cotosman’s artistic
interests will also change - he will gravitate towards a more

abstract-minimalist aesthetic.

Muzeul de Arta Timisoara
Timisoara Museum of Art
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Roman Cotosman
Secvente vizuale
1965

monotip, colaj

57 x82cm

Roman Cotosman

Secvente vizuale [Visual sequences]
1965

monotipe, collage

57 x82cm
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Muzeul de Arta Timisoara
Timisoara Museum of Art
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Stefan Bertalan

Demonul lui Maxwell

1967-68

fire textile albe si negre in cadru
de lemn

Imagine din expozitia Il Palazzo
Enciclopedico, cea de-a 55-a editie
a expozitiei internationale de ara la
Biennale di Venezia, 2013.

credite foto: Francesco Galli.

prin amabilitatea Muzeului de Arta,
Timisoara

Stefan Bertalan

Maxwell’'s Demon

1967-68

black and white cotton threads in
wood frame

Exhibition view, Il Palazzo
Enciclopedico, the 55th edition of
the International Art Exhibition of la
Biennale di Venezia, 2013.

photo credits: Francesco Galli
courtesy of The Art Museum,
Timisoara
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sa fie inregistrat intr-un mod cét se poate de riguros si tehnic,
un exemplu in acest sens fiind Solarogramele realizate in
1976. Va ajunge sa integreze in practica sa artistica si noile
medii (foto, film), initial ca forma de documentare, apoi ca
medii artistice propriu-zise. O parte importanta a activitatii
sale artistice va fi constituita si din actiunile intreprinse cu
elevii Liceului de Arta din Timisoara, unde alaturi de colegii

lui din grupul Sigma a reusit impunerea unei noi metodologii
pedagogice.

Activitatea artistica a lui Molnar Zoltan (1937-2009) a mizat
pe un non-figurativ inspirat de natura care metamorfoza
elemente din lumea reald in mediul pictural. Rigurozitatea

si geometrismul caracteristice constructivismului se vor

face resimtite in pictura sa, modul sau de lucru urmarind o
armonizare a formelor clare, exacte, a ritmurilor bine definite
si a cromaticii rafinate. Dovada in acest sens sta si invocarea
de catre artist a conexiunii operelor sale cu alte doua domenii
prin excelenta abstracte: matematica si muzica. Activitatea sa
include si creatii de grafica, realizate in decursul anilor 1970 in
cadrul colaborarilor cu Teatrul Maghiar de Stat din Timisoara
si Opera Nationala din Timisoara.

Diet Sayler (n. 1939) a fost la randul lui influentat de filonul
constructivist, care il va conduce, inca de foarte devreme,

la rezolvari caracteristice artei abstracte si artei concrete.
Rezolvarile abstracte sunt austere iar geometrismul foarte
riguros pe care il foloseste apeleaza la o paleta restransa

de culori. Explorérile sale sunt legate si de zona instalatiei,
dovada fiind ambientul pe care artistul I-a creat lain 1972 la
Pitesti — oglinzi si efecte de lumind pe muzica de John Cage.
La scurta vreme, in 1973, acesta va emigra in Germania unde
isi va putea continua fara dificultati explorérile artistice, fara a
se afla sub presiunea ideologiei comuniste. Chiar dacéa se va
distanta de unele accente utopice, influentele constructiviste,
mai ales sub semnul lui Malevich, si cele ale artei concrete se
vor face in continuare simtite in creatia acestuia.

Mediul artistic timisorean al anilor 1960-1980 a
reprezentat un model, distantandu-se de conformismul
academic si de compromisurile acumulate intr-un regim
opresiv sufocant. Dupa succesul repurtat de expozitia
de la Kalinderu in 1968, Sectia de Critica de Arta a U.A.P.
propune participarea grupului 111 la Bienala Internationala
de Arta Constructivista de la Niirnberg in 1969, alaturi
de alti doi artisti bucuresteni (Pavel llie si Mihai Rusu),
marcand un moment despre care Mihai Oroveanu isi
amintea: ,Traiam o perioada de emulatie, unde Timisoara
era un reper inconturnabil, perioada care, dupa parerea,
mea nu s-a mai repetat pana astazi.”
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Constantin Flondor (b. 1936), member and cofounder of the
111 group, as well as the Sigma group, found the sources of
his reflections on the limit between the reality of creation and
the objective reality, in nature and time. His artistic endeavor
will be characterized by analytical attention, focused on the
observation of nature, and translated into his works through
the mediation of geometry. Thus, the natural randomness
ends up being recorded in a decidedly rigorous and technical
way, as his Solarograms, developed in 1976, attest. He

will eventually integrate new media in his artistic practice
(photography, film), initially as a form of documentation, then
as stand-alone artistic media. An important part of his artistic
activity will consist of his actions undertaken with the pupils
of the Art High School in Timisoara, where, along with his
colleagues in the Sigma group, he managed to impose a new
pedagogical methodology.

Molnar Zoltan (1937-2009) staked his artistic activity

on a non-figurative approach, inspired by nature, which
metamorphosed elements of the real world in painting. The
rigor and geometricity characteristic of constructivism will
have strong echoes in his painting, as his way of working
tried to harmonize clear shapes, well-defined rhythms,

and refined chromatics. As proof of this, the artist invoked
connections of his work with two areas of knowledge which
are quintessentially abstract: mathematics and music. His
activity also includes graphical works, developed during the
1970s, in collaborations with the Hungarian State Theatre and
the National Opera in Timisoara.

Diet Sayler (b. 1939) was also influenced by the constructivist
movement, which led him, very early on, to solutions
characterizing abstract and concrete art. His austere abstract
resolutions and his rigorous geometricity recall a spartan
color palette. His explorations are also connected to the
sphere of installation, such as in the case of the ambient the
artist created in 1972, in Pitesti — mirrors and lighting effect
set to music by John Cage. After a short while, in 1973, he will
emigrate to Germany, where he was allowed to continue his
artistic explorations without difficulty, escaping the pressure
of communist ideology. Even though he will eventually
distance himself from certain utopian aspects, the influence
of constructivist art, particularly under the banner of Malevich,
and that of concrete art, will continue to be felt in his creation.

The artistic medium in Timisoara during the 1960-1980
interval represented a reference point, distancing itself
from academic conformity and from the compromises
piled up during a suffocating, oppressive regime. After
the resounding success of the Kalinderu exhibition

in 1968, the U.A.P. Art Critic Department proposes

that the 111 group would participate at the Niirnberg
Constructivist Art Biennial in 1969, along with two other
artists from Bucharest (Pavel llie and Mihai Rusu), thus
marking a moment which Mihai Oroveanu recalled: “We
lived a moment of emulation, in which Timisoara was
an undisputed reference point, a type of moment which
hasn’t been repeated as of yet, in my opinion.”

Muzeul de Arta Timisoara
Timisoara Museum of Art
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Diet Sayler

AK 45

1969

100 x 70 cm

ulei pe hartie
colectie particulara

Diet Sayler

AK 45

1969

100 x 70 cm

oil on paper
private collection

>

Constantin Flondor

Tensiuni interstitiale

1968

tempera, panou, sticla riglata
65x65x8cm

Constantin Flondor

Tensiuni interstitiale [Interstitial
Tensions]

1968

tempera, board, rippled glass
65 x 65 x 8 cm
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Molnar Zoltan
Energii

1968

guasa pe carton

Molnar Zoltan

Energii [Energies]
1968

gouache on cardboard

161



162

4

Salonul 4.2 | Decebal Scriba & Serge Spitzer — dupa 40 de ani
The Living Room Decebal Scriba & Serge Spitzer — 40 years after

Decebal Scriba & Serge Spitzer

- dupa 40 de ani

Decebal Scriba & Serge Spitzer

- 40 years after

Anii ‘70 au fost o perioada excelenta, in care multe
personalitati artistice s-au zbatut sa ofere opere ample
si sofisticate. Unii dintre ei erau tineri, de abia studenti,
dar dadeau dovada de un nivel neobisnuit de maturitate.
Decebal Scriba si Serge Spitzer au facut parte din prima
generatie a nou infiintatei sectii de design de la Institutul
de Arte Frumoase din Bucuresti, unde s-au si intalnit.
Serge Spitzer a plecat din tara in 1972, in timp ce, in anii
urmatori, Decebal Scriba, ca mulii altii, s-a confruntat cu
pericolele si cenzura unui regim sufocant care eradica
rapid orice sansa de implinire sau independenta artistica.

Totusi, Scriba a realizat, de-a lungul unui intreg deceniu,
lucrari conceptuale si performative patrunzatoare, de

o rard inteligenta, pe de o parte abordand elemente de
limbaj formal, textual, analiza sistemelor de reprezentare
spatiald, gesturi si forme simbolice, si pe de alta, facand
performance art, un gen care, in Estul Europei, se
potrivea perfect contextului underground: lucrari de arta
si gesturi uimitoare ce adesea nu lasau nici cea mai mica
urma.

Serge Spitzer a avut mai mult noroc, dezvoltand o
cariera internationald remarcabila dupa ce s-a stabilit

in SUA. Dar o analiza atenta a lucrarilor timpurii lasa
impresia ca, in formarea sa, a abordat puncte de vedere
contextuale care-| apropie mult de prietenul sau.
Inclinatia sa unicéa spre camuflare si maniera de a plasa
obiectele in spatiu indica sensibilitatea artistului pentru
arhitectura si alte structuri finite. Lucrarile sale sunt
marcate de prezenta obiectelor sau a diferitelor structuri
ca evenimente sau ca texte care formeaza aranjamente
fara a incerca sa modifice structurile originale. Energia
produsa incercand sa obtii un obiect doar prin perceptie
devine parte integranta din procesul de contemplare:
absenta este la fel de mult parte a expresiei, precum este
si prezenta.

The 70s were a period of excellence which saw many
artistic personalities who endeavored to provide ample
and sophisticated work. Some of them were very young,
newly students, but they showed unexpected maturity.
Decebal Scriba and Serge Spitzer were part of the
first generation of the newly created design section at
the Institute of Fine Arts Bucharest where the young
students met each other. Serge Spitzer left the country
in 1972 while in the following years, like many others,
Decebal Scriba suffered the hazards and censorship
under a stifling dogmatic regime that quickly stomped
out any chance of fulfillment or artistic independence.

Still, Scriba produced for a full decade sharp conceptual
and performative work of rare intelligence, addressing
issues of both formal and textual language, the analysis
of systems of spatial representation, symbolic gestures
and forms, and doing performance art that, in the East of
Europe was a genre perfectly suited to the underground
context: dazzling gestures and artworks often not leaving
the slightest trace.

Serge Spitzer had better fortune developing a
remarkable international career after settling in the
USA. But a careful analysis of his early work leaves the
impression that, in his training, he drew on a contextual
point of view in such a way that brings him particularly
closer to his companion. His unique propensity towards
concealment, his way of placing objects in space,
indicate the artist’s unusual sensitivity for architecture
and other finite structures. His work is marked by the
presence of objects or various structures as events or
texts that form arrangements without trying to modify
the original structure. The energy brought forth by trying
to obtain an object only through perception becomes an
integral part of the contemplation process: absence is
just as much a part of the expression as is presence.

Muzeul de Arta Timisoara
Timisoara Museum of Art
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Decebal Scriba

Action Il

1973

55 x 75 cm (document original A4
din expozitia Situatie si Concept,
Bucuresti, 1974 si tiraj digital a-n,
40 x 29,5 cm)

participa Stephen Cox

credite foto: artistul

Decebal Scriba

Action Il

1973

55 x 75 cm (A4-size original
document from the exhibition
Situation and Concept, Bucharest,
1974 and black and white digital
print, 40 x 29,5 cm)

acting Stephen Cox

photo credits: the artist
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Serge Spitzer

Seeing Red, Seeing Yellow, Seeing
Blue

1976

set de 3 printuri cromogenice

62 x 246 cm

copyright: The Estate of Serge
Spitzer

Serge Spitzer

Seeing Red, Seeing Yellow, Seeing
Blue

1976

Set of 3 C-Print

62 x 246 cm

copyright: The Estate of Serge
Spitzer
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The Historical Avant-garde and the art of

ping-pong

In perioada anilor 1960 si inceputul anilor 1970, Timisoara
era un oras cu efervescenta artistica, laudandu-se cu
prezenta mai multor personalitati proeminente, aproape
firesc aliniate la miscarile artistice ale traditiei radicale:
pictura abstracta de inspiratie constructivista, op-art-ul
si cinetismul, dar si traditia mitologiilor individuale si arta
atitudinii cu caracter performativ. Capitolul de istorie
prezent in spatiile expozitionale ale Muzeului de Arta
din Timisoara este, in sine, un omagiu si o reamintire a
claritatii cu care tarile din sud-estul Europei au furnizat,
pentru o vreme, o scena pentru marea diversitate

de acte artistice al caror avangardism, fara indoiala,
corespundea trendurilor ce busculau arta si cultura
occidentala. In prezent, aceasta reamintire este
esentiala pentru a depune marturie cu privire la rolul
major jucat de acesti artisti in istoria artei postbelice. In
contextul politic al acelor vremuri, arta lor a fost, cel mai
adesea, discreta si underground. Si, pentru o perioada
indelungata, nici nu s-a acordat atentia necesara valorii
acesteia. Doar in ultimii ani s-au intreprins eforturi reale
de actualizare si reabilitare de catre istorici si curatori din
importante institutii academice si muzeale. De ambele
parti ale cortinei de fier, artistii erau animati de dorinta
de a transforma obiectul artistic si, in acelasi timp, de a
regandi radical subiectul artei lor. Azi, inca o data, ping
pong-ul artei se joaca la nivel de Olimpiada.

Daca nu s-ar fi nascut in Serbia, in 1921 si n-ar fi murit in
Croatia in 1987, istoria artei I-ar fi considerat probabil pe
iugoslavul Dimitrije Basi¢evi¢, cunoscut sub numele de
Mangelos, la fel de important precum Joseph Beuys sau
Marcel Broodthaers. A activat in Belgrad in perioada de
imediat de dupa razboi ca istoric de arta, critic si curator
dar, in acelasi timp a dezvoltat in secret o arta conceptuala
originala si unica a carei importanta a fost inteleasa doar
postum.

In the 1960s and early 1970s, Timisoara was a place of
artistic effervescence, boasting the presence of several
prominent personalities who were almost naturally in line
with art movements of the radical tradition, the abstract
painting of constructivist inspiration, the op and kinetic
art but also in the tradition of individual mythologies

and the art of attitude with a performative character.
The historical chapter present in the exhibition spaces
of the Museum of Art in Timisoara is, itself, a tribute to,
and a reminder of, the clarity with which the countries of
southeast Europe provided, for a time, a stage for a great
diversity of artistic scenes whose avant-garde spirit was
undoubtedly in tune with the trends that jostled western
culture and art. Today, this reminder is essential to bear
witness to the major role played by these artists in the
history of post-war art. In the political context of that
time, their art was most often discrete and underground,
and, for a long time, proper consideration was not given
to their real value. It is only in recent years that a genuine
effort to update and rehabilitate has been undertaken

by historians and curators of foremost academic and
museum institutions. On both sides of the iron curtain
these artists were animated by a desire to transform the
artistic object and, at the same time, to radically rethink
the subject of their art. Today, once again, the ping-pong
game of art is being played at an Olympic level.

If he had not been born in Serbia in 1921 and died in Zagreb,
Croatia in 1987, art history would probably have considered
the Yugoslavian Dimitrije Basi¢evi¢, known as Mangelos, just
as important as Joseph Beuys or Marcel Broodthaers. He was
active in Belgrade in the immediate postwar period as an art
historian, critic and curator, but at the same time he secretly
developed unique and original conceptual work, whose great
significance was only understood posthumously.

Muzeul de Arta Timisoara
Timisoara Museum of Art
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A pictat si scris litere, cuvinte si fraze pe caiete, pe table de
scoala si pe globuri pamantesti, in alfabetul latin sau chirilic
pe care le-a folosit ca atare, permitand continutului sa
ramana enigmatic. Creatiile sale se bazeaza pe paradoxul
de a scrie pictura, de a picta textul sau, in cuvintele sale, ,de
a nega pictura creand-o din cuvinte si de a nega cuvintele
pictandu-le”.

Astazi, la un deceniu dupa moartea sa, se constata ca
slovacul Julius Koller (1939-2007) a fost una dintre cele mai
proeminente figuri ale avangardei est europene. Lucrarile
sale examineaza posibilitatea unei vieti mai bune si crearea
de relatii intre fiintele umane prin arta. Gesturile sale doreau
sa treaca frontiera dintre imaginatie si realitate, dintre poezie
si actiunea politica. in 1965 Julius Koller a publicat Anti-
Happening, manifestul prin care solicita folosirea obiectelor
cotidiene pentru a largi spectrul artistic al gestului. in 1970
Koller a publicat U.F.O.' (Universal-Cultural Futurological
Operation). Seria este o revolta impotriva climatului politic si,
chiar mai mult decat atat, o oferta umanista pentru conditia
noastra sociala. In cadrul ei, si-a facut un autoportret in
fiecare an, descriindu-se cu ajutorul unui obiect din viata
cotidiana, confirmand propriile-i contradictii: relatia cu mediul
sau natural, cultural si politic. In acelasi timp, a creat ,Clubul
de ping-pong”, iar spectatorii puteau sa joace cu sau fara el.
Prin ideea jocului si prin crearea lumilor paralele, a incercat sa
reziste activ totalitarismului.

Arhitect, teoretician, scriitor si artist, Yona Friedman, nascut
in 1923 in Budapesta, este una dintre personalitatile cu o
contributie esentiala la istoria arhitecturii contemporane. A
inventat concepte precum arhitectura mobila, orasele spatiale
sau orasele continent, utopiile fezabile si auto-planificarea,
concepte care I-au transformat intr-un deschizator de

drumuri si care inca marcheaza si influenteaza multe proiecte
contemporane. Friedman a colaborat cu Jean Rouch pentru
desenele animate de mare succes, African Tales [Povesti
africane], concepute pentru a fi difuzate la televizor in Africa.
Aceste povesti cu origini africane diverse dezvaluie o bogatie
culturala complexa, oferind o perspectiva complet inovativa si
o abordare a diversitatii si multiculturalismului. Iconostase este
o structura modulara ce uneste cercuri de gimnastica ritmica
suprimand distinctia dintre recipient si continut, dintre lucrarile
de arta si arhitectura. Forma seturilor este in aceeasi masura
model si opera de arta. Prin aceste structuri descoperim
diferitele tipuri de constructii imaginate de Yona Friedman. In
plus, ele invita vizitatorii sa reflecteze asupra ideii de opera

de arta.

Endre Té6t s-a nascut in 1937 in Ungaria si traieste si
lucreaza in K&In, Germania. Este perceput drept unul dintre
pionierii artei conceptuale din Europa de Est, descoperit in
Occident inca de la inceputurile acesteia. In 1971, lucrarile
sale conceptuale au fost prezentate la Bienala de la Paris. A
inceput ca pictor talentat care a aderat la tendintele epocii
sale, indreptandu-se spre pictura minimalista si informala,
pentru ca apoi, in anii 1970, Endre Tot sa se reorienteze,

in cautarea unor mijloace de expresie noi. Atunci a creat
seria Rain, Gladness and Zero / Ploaie, Bucurie si Zero, care
ii va defini arta de factura conceptuala. A utilizat in cadrul

ei diferite media, precum cartile de artist, masina de scris,
cartile postale, fotografia sau mail art-ul. Ulterior, a inclus si
performace-uri si actiuni din spatiul public.

Jozef Robakowski (n. 1939) este o figura legendara a
avangardei poloneze, instrumentele sale de predilectie fiind
filmul si fotografia. A facut si instalatii, obiecte, picturi, desene,
precum si interventii si performance-uri. A predat teorie si
critica de arta, a tinut prelegeri si coordonat actiuni artistice,
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On notebooks, school blackboards and globes, he painted
and overwrote letters, words, sentences in the Latin or Cyrillic
alphabet, using them as such, while allowing their contents

to remain enigmatic. His creations are based on the paradox
of writing a painting, painting a text, or, in his own words,
“denying painting by creating it from words, and denying the
words by painting them”.

Today, a decade after his death, it turns out that the Slovakian
Julius Koller (1939-2007) was one of the most prominent
figures of the Eastern European avant-garde. His work
questions the possibility of a better life and the creation of
relationships between human beings through art. His gestures
aimed at crossing the borders between imagination and
reality, between poetry and political action. In 1965 Julius
Koller published Anti-Happening, his manifesto that calls for
the use of everyday objects to widen the artistic scope of the
gesture. In 1970 Koller published U.F.O. (Universal-Cultural
Futurological Operation). The series is a rebellion against the
political climate, but moreso a humanistic offering to our social
condition. With the UFO-nautes, he did a self-portrait every
year, depicting himself with an object taken from his daily life,
bearing witness to his own contradictions: the relationship
with his natural, cultural and political environment. At the
same time, he set up the “Ping-Pong Club” which consisted in
allowing spectators to play with or without him: through the
idea of the game and the creation of parallel worlds, he strived
to resist totalitarianism.

An architect, a theorist, a writer and an artist, Yona
Friedman, born 1923 in Budapest, is one of the figures whose
contribution is essential to the history of contemporary
architecture. He invented concepts like mobile architecture,
spatial or continental cities, feasible utopias and self-planning,
making him a trailblazer, and which still mark and influence
many contemporary projects. Friedman collaborated with
Jean Rouch on the very successful animated cartoons,
African Tales, made for television broadcast in Africa. These
tales of various African origins reveal a complex cultural
wealth, representing a totally innovative look and approach

to diversity and multiculturalism. Iconostase is a modular
structure connecting gymnastics hoops, which erase the
distinction between container and content, between works

of art and architecture. The form of these sets is as much

a model, as it is a work of art. These structures allow us to
discover the different types of constructions imagined by
Yona Friedman, and they invite visitors to ponder the idea of a
work of art.

Endre Tét was born in 1937 in Hungary, and he lives and
works in Kéln, Germany. He is widely regarded as one of the
pioneers of conceptual art in Eastern Europe, discovered by
the West from the time of its very manifestation. In 1971, his
conceptual work was presented at the Paris Biennale. Starting
as a talented painter in adhering to the tendencies of the era,
towards Informal and Minimalist painting, Endre Tét changed
directions by 1970, in search of a new experimental means

of expression. It was then that he produced the series Rain,
Gladness and Zero, which would define his conceptual art. In
order to do this, he used various media, such as artists’ books,
typewriter, postcards, photography, or mail art. Eventually, it
also included public space performances and actions.

Jozef Robakowski (b. 1939) is a legendary figure of the
Polish avant-garde with his specialized tools being film,
video and photography. He has also done installations,
objects, pictures, drawings, and practiced interventions and
performances. He committed himself to teaching, theory and
art criticism, giving lectures and coordinated artistic actions,

Muzeul de Arta Timisoara
Timisoara Museum of Art
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Mangelos

Hamurabi Manifesto / Manifest
Hamurabi, m. 8

19711977

acrilic pe placaj de lem

61,3 x 44 cm

prin amabilitatea Galerie Martin
Janda, Vienna

Mangelos

Hamurabi Manifesto / Manifest
Hamurabi, m. 8

19711977

acrylic on wooden board

61,3 x 44 cm

courtesy of Galerie Martin Janda,
Vienna

&

Julius Koller

Universal-Cultural Futurologic
Outsider, UFO-Naut

1970

print argentic

24 x 19 cm, inramat: 42 x 37,5 cm
prin amabilitatea Pomeranz
Collection si gb agency, Paris

Julius Koller

Universal-Cultural Futurologic
Outsider, UFO-Naut

1970

Vintage gelatin silver print

24 x 19 cm, framed 42 x 37,5 cm
courtesy of the Pomeranz
Collection and gb agency, Paris
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fiind si directorul unei galerii private. Miscarea avangardista
de film experimental a anilor 1960 si 1970 este indeaproape
asociata cu Robakowski. Inspirandu-se din traditia montajului
metaforic al cinematografiei de avangarda, a reusit sa
saboteze realitatea comunista a anilor 1960. Sprijinindu-se pe
ideea transmiterii de energie, multe dintre lucrarile sale de arta
inregistreaza procese biologice si mecanice, efectul intalnirii
dintre camera de fotografiat sau de filmat si corpul uman.
Rezultatul este unul fundamental politic. Artistul il numeste
observare de sine. Un exemplu emblematic, From My Window
[De la fereastra mea] (1978-1999) este o observatie obsesiva
a curtii artistului din £6dz. A inregistrat vecinii si schimbarile
petrecute de-a lungul anilor, terminand filmul odata cu
caderea regimului, cand se construieste un centru comercial
care ajunge sa obstructioneze vederea de la fereastra.

Marion Baruch s-a nascut la Timisoara in 1929, iar in prezent
traieste la Gallarate, Italia. Pentru aceasta a doua editie, Art
Encounters prilejuieste oportunitatea unica de a o aduce
fnapoi pe nemaipomenita ,fiicd” a orasului. Artista a trait vieti
multiple, dar acum, pentru prima data, sunt prezentate
cateva urme ale activitatii sale intens experimentale din

anii 1970. Bine-cunoscuta in trecut sub pseudonimul Name
Diffusion, a fost o vreme cand Marion Brauch se afla la
rascrucea sculpturii minimaliste cu arta conceptuala si cu
performance-ul. Artista a combinat diverse maniere de a
implica corpul in forme flexibile, adesea imprumutate din
vestimentatie. In aceasta combinatie, a marcat relatiile dintre
sculptura si actiune, moda si reprezentare si a stabilit o
multitudine de atitudini posibile ale corpului care plaseaza
spectatorul in testul spontan al pragului operei, atat in
exteriorul, cat si in interiorul sau. Contenitore - Ambiente, o
imagine din 1970, este un exemplu sugestiv al acestei directii
in care corpul devine o jucarie captiva intr-o bula transparenta
de inspiratie minimalista, convertita intr-un accesoriu sportiv
pe o banda de alergat.

Channa Horwitz (1932-2013, Los Angeles) a lucrat in izolare
si anonimitate. A realizat desene, picturi si instalatii conform
unei matrice pe hartie milimetrica si unui sistem in care
numerele de la 1la 8 corespundeau unei culori. Acest sistem,
numit ,sonakinatografie”, reproduce timpul, miscarea si ritmul
asemanator cu o partitura muzicala. Se pot asadar observa
usor legaturile cu arta conceptuala si performativa din anii
1960 si 1970. La sfarsitul vietii, devenise faimoasa pentru
lucrarile sale care au fost expuse in cadrul unor evenimente
internationale majore precum Bienala de la Venetia (2013)
sau Bienala Whitney (2014). Prezenta sa in acest muzeu

va reaminti cu siguranta legaturile pe care le-a avut cu
personalitati istorice din regiune.

1 ,UF.0O.”, de obicei acronimul pentru ,unidentified flying
object” = ,obiect zburator neindentificat”, in text folosit
pentru ,universal-cultural futurological operation” =
Loperatie universal-culturala futurologica” (n. tr.).
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including the direction of a private gallery. The avant-garde
experimental film movement of the 1960s and 1970s is
closely associated with Robakowski. Inspired by the tradition
of the metaphorical montage from avant-garde cinema, he
succeeded in subverting the communist reality of the 1960s.
Relying on the idea of the transmission of energy, many of his
works of art record biological and mechanical processes, the
effect of an encounter between the camera and the human
body. The result emerges as fundamentally political. The
artist calls it self-observation. The emblematic example, From
My Window (1978-1999) is an obsessive observation of the
artist’s courtyard in £6dz. He recorded the neighbors and the
changes that occurred over the years, concluding the film at
the fall of the regime when a shopping center is constructed
and eventually obstructs the view from his window.

Marion Baruch was born in Timisoara in 1929 and now lives
in Gallarate, Italy. For this second edition, Art Encounters
offers a unique opportunity to bring back the city’s prodigious
“daughter”. The artist has lived multiple lives, but this is the
first time that the few traces of her intense experimental
activity in the Seventies are presented. Well known in the past
under the pseudonym, Name Diffusion, there was a time when
Marion Baruch was present at the crossroads of minimalist
sculpture, conceptual art and performance. The artist has
combined multiple ways of involving the body in flexible forms,
often borrowed from clothing. In their combining, she has
celebrated the relationships between sculpture and action,
fashion and representation, and established a plethora of
possible attitudes of the body that have placed the viewer in
the spontaneous test of the work’s threshold, both its outside
and inside. Contenitore - Ambiente, an image dating back to
1970, is a striking example of this type of direction, in which
the body becomes a toy confined to a transparent bubble

of minimalist inspiration, transmuted into a playful sporting
accessory on a running track.

Channa Horwitz (1932-2013, Los Angeles) worked in
isolation and anonymity. She made drawings, paintings and
installations according to an organization built from the

grid of graph paper, and a system in which the numbers

1 through 8 corresponded to a color. This system, called
“Sonakinatography”, echoes time, movement and rhythm, like
a musical score. One can thus easily observe the links with
the conceptual and performative art of the 1960s and 1970s.
At the end of her life, she was widely recognized for her
works, which were then exhibited at major international events
such as the Whitney Biennale (2014) or the 55th Venice
Biennale (2013). Her presence in this museum will certainly
recall the links she might have had with some of the historical
figures of the region.
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Endre Tot

l'am glad if | can read a newspaper
[Mé bucur daca pot citi un ziar]
1979/1986

fotografie color

50 x 70 cm

prin amabilitatea artistului si a acb
Gallery, Budapest

credite foto: Tibor Varga-Somogyi

Endre Tot

I am glad if I can read a newspaper
1979/1986

color photo

50 x 70 cm

courtesy of the artist and acb
Gallery, Budapest

photo credits: Tibor Varga-Somogyi
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Yona Friedman

Iconostase, 2017

mixed media

dimensiuni variabile

imagine din performance-ul
artistului Yona Friedman la Centrul
Georges Pompidou, in cadrul
expozitiei Architecture improvisée,
Galeria Jérome Poggi, 18 martie
2017.

prin amabiltatea artistului si a
Galeriei Jérome Poggi, Paris

Yona Friedman

Iconostase, 2017

mixed media

dimensions variable

view of the Yona Friedman’s
performance at the Centre Georges
Pompidou, in the framework of the
exhibition Architecture improvisée
at the Galerie Jéréome Poggi, March
18th 2017.

courtesy of the artist and Galerie
Jérdéme Poggi, Paris
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Jozef Robakowski

Cars, Cars [Masini, Masini]
1985

cadru video

betacam, coloare, sunet
Collection FRAC Occitanie
Montpellier

Jozef Robakowski

Cars, Cars

1985

video still

betacam, color, sound
Collection FRAC Occitanie
Montpellier
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Marion Baruch and A.G. Fronzoni
Abito-Contenitore

1970

print argentic

20,4 x 29,9 cm

prin amabilitatea artistilor si a
galeriei Anne-Sarah Bénichou

Marion Baruch and A.G. Fronzoni
Abito-Contenitore

1970

silver print

20,4 x 29,9 cm

courtesy of the artists and of
Anne-Sarah Bénichou Gallery
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Channa Horwitz

Moiré (with Angles)

1984

vopsea Plaka pe folie Mylar,
inrdmat. Semnat si datat pe fata 27
iunie, 1984.

inramat: 58 x 83,2 x 2,5 cm

fara rama: 51,2 x 76,2 cm

credite foto: Marc Domage

prin amabilitatea Air de Paris, Paris
Leonid Nevzlin Collection

Channa Horwitz

Moiré (with Angles)

1984

Plaka on Mylar, framed. Signed and
dated June 27,1984 on front.
frame 58 x 83,2 x 2,5 cm

without frame 51,2 x 76,2 cm

photo credits: Marc Domage
courtesy Air de Paris, Paris

Leonid Nevzlin Collection
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Ana Lupas

Activitatea artistica a Anei Lupas este strans
legata de orasul Cluj-Napoca, unde a studiat
si a predat, marcand generatii de studenti
care au ales drumul unei cariere artistice.

Cu toate acestea, artista se extrage acestei
localizari precise prin apartenenta la o familie
conceptuald mai larga, a neo-avangardei
europene a anilor 1960-1970, marcata de un
spirit experimentalist care a primit, inca de la
inceput, cu entuziasm lucrarile artistei — Trienala
Internationald de Arta de la Stuttgart, Bienala
Internationald de Tapiserie de la Lausanne,
Bienala Tinerilor Artisti de la Paris etc.

O metoda de citire a conceptelor de baza care
definesc instrumentarul artistic al Anei Lupas ar
putea fi cea incercata de istoricul de arta Laszlo
Beke, prin inventarierea provizorie a materialelor
folosite (peste 80 la numar) - fier, ata, ceara,
sange, pamant etc. O alta poate porni de

la tipologia comunitatilor cu care artista a

lucrat de-a lungul timpului - de la grupurile de
copii pentru Masginile de zburat sau Joc de-a
prometeii, pana la femeile localnice din satul
transilvanean Margau pentru Instalatia umeda.
Alta abordare ar putea face apel la ,elementele
unui paradis ecologic”, asa cum numeste

Anca Arghir mediul rural in care s-au inserat
instalatiile ei — o ,re-naturalizare” a spatiului
artistic. Nu in ultimul rand, un fir calauzitor
pentru a intelege formele de ,initiere vizuala”

cu care opereaza Lupas ar putea fi ,generatiile”
de lucrari prin care ideea de serialitate este
revocata si inlocuita de una mult mai natural-
umana, cum este cazul Camasilor de identitate.

Opera Anei Lupas nu poate fi inteleasa
fragmentar, ci doar in conjunctie cu programul
estetic de ,reconciliere a omului cu natura si cu
el insusi”, caracterizat astfel de Mihai Driscu,

si care aduce cu sine ,promisiunea fericirii” si

a eternitatii. Lucrarile Anei Lupas — atunci cand
integreaza materiale organice - sunt investite
cu o vitalitate exacerbata si satureaza spatiul
in care le plaseaza, incurajand o reimaginare a
mitologiilor antice in cheie contemporana. Un
exemplu in acest sens ar fi motivul recurent
Haina, care devine un recipient al corpului ce nu
uita niciodata nimic.
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The artistic activity of Ana Lupas is closely
related to the city of Cluj-Napoca, where she
studied and taught, influencing generations

of students that chose an artistic career path.
At the same time, the artist escapes these
precise locations by belonging to the larger
conceptual family of the European neo-avant-
garde from the 1960s and 1970s, marked by
the experimental spirit that she enthusiastically
received from the very beginning her works -
the International Art Triennale in Stuttgart, the
International Tapestry Biennale of Tapestry in
Lausanne, the Young Artists’ Biennale in Paris
etc.

One method of reading the foundational
concepts that define the artistic path of Ana
Lupas may be attempted with the art historian,
Laszl6 Beke, through an inventory of materials
used (over 80 in total) - iron, thread, wax,
blood, dirt, etc. Another method may start from
the typologies of communities the artist has
worked with over time — from the groups of

children for Masinile de zburat [Flying Machines]

or Joc de-a prometeii [Promethean Games],

to the local women from the Transylvanian
village, Méargau, for Instalatia umeda [The Fluid
Installation]. Another approach could appeal
to the “elements of an ecological paradise”,

as Anca Arghir calls the rural environment
where her installations have been inserted - a
“re-naturalization” of the artistic space. Last but
not least, a main thread to understanding the
forms of “visual initiation” that Lupas operates
could be “the generations” of works through
which the idea of serialization is revoked and
replaced by a much more natural-human one,
as is the case in Camdsilor de identitate [Shirts
of Identity].

Ana Lupas’s ceuvre cannot be understood in
fragments, but only in conjunction with the
aesthetic program of “the reconciliation of the
person with nature and with his or her self”,
characterized as such by Mihai Driscu, which
also brings with it “the promise of happiness”
and of eternity. Ana Lupas’s works — when
integrating organic materials - are invested

in a vitality that exacerbates and saturates
the space they’re placed in, encouraging a
re-imagination of ancient mythologies in a
contemporary way. An example in this direction
would be the recurring motif of The Clothing,
which becomes the vessel of the body that
never forgets anything.
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Ana Lupas

Instalatie umedd, Martori

imagine de la editia | a bienalei Art
Encounters (2015)

galeria Geam MAT, Muzeul de Arta
Timisoara

2,62x165x152m

video ,Europa, Europa” Das
Jahrhundert der Avangarde in Mittel
und Osteuropa

Recipiente, Bonn, 1994

material textil, Margau, 1970

prin amabilitatea artistului

credite foto: Ovidiu Micsa

Ana Lupas

Humid Installation, Witnesses

view from Art Encounters biennale,
1st edition (2015)

Geam MAT gallery, Timisoara
Museum of Art

2,62x165x152m

video “Europa, Europa” Das
Jahrhundert der Avangarde in Mittel
und Osteuropa

Recipiente, Bonn, 1994

material textil, Margau, 1970
courtesy of the artist

photo credits: Ovidiu Micsa
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Dincolo de frontiera concept
Beyond the Concept Frontier

Artisti / Artists:

Horia Bernea, Roman Cotosman, lon Grigorescu, Pavel llie,
Julian Mereuta, Paul Neagu, Eugenia Pop, Decebal Scriba

Curator / Curator:
Magda Radu

Design expozitie / Exhibition design:
skaarchitects

Expozitia de fata reprezinta o varianta extinsa a celei
organizate la Salonul de proiecte, Bucuresti, in februarie
2017, intitulata Situatii si concepte. La fel ca expozitia
anterioara, actuala iteratie investigheaza un episod al
conceptualismului in intervalul 1969-1975 prin prisma
retelelor de legaturi si a schimburilor de idei care

uneau un nucleu de artisti. Incitatia pentru o astfel de
investigatie istorica a fost prilejuita de expozitia Situatie
si concept, deschisa in mai 1974 la Galeriile Orizont din
Bucuresti.

Dincolo de frontiera concept isi propune sa largeasca
spectrul de implicatii pe care le genereaza revizitarea
expozitiei initiale. In vocabularul actualei expozitii
lucrarile de arta se imbina cu un bogat material
adiacent - scrisori, fotografii documentare, schite, afise
-, iar aceasta acumulare de ,urme” permite o partiala
reconstituire a unei stari colective si a unui climat de
lucru in care vitalitatea ideilor si dorinta de a experimenta
dominau conversatia despre arta. O componenta
importanta consta in accentul pus pe cercetarea
artistica, reveland articularea discursiva a ideilor despre
arta si imaginarea unor lucrari care in majoritatea
cazurilor nu s-au concretizat. Relationarile intre artisti
nu sunt doar bidirectionale; ele pot oricand sa ricoseze
in alte directii si sa inglobeze alte nume, sa imagineze
noi punti de legatura si sa formeze noi traiectorii in
zig-zag. Prin conjugarea unui material vizual eteroclit
devine evident ca istoria artei este si o istorie a micro-
naratiunilor, ca factorul personal-subiectiv este la fel de
important ca analiza factuala si cercetarea obiectiva

The present exhibition is an extended version of the one
organized by Salonul de proiecte, Bucharest, in February
2017, titled Situations and Concepts. Like the previous
exhibition, the current version investigates an episode of
conceptualism from 1969-75 via the connective networks
and exchanges of ideas that brought together a nucleus
of artists. The incentive for such a historical investigation
arose from the Situation and Concept exhibition held in
May 1974 at the Orizont Galleries in Bucharest.

Beyond the Concept Frontier aims to widen the spectrum
of implications generated by revisiting the original
exhibition. In the vocabulary of the current exhibition, the
artworks combine with rich auxiliary materials: letters,
documentary photographs, sketches, posters, and this
accumulation of “traces” allows a partial reconstruction
of a collective mood and working climate in which vitality
of ideas and the desire to experiment dominated the
conversation about art. An important component was the
emphasis on artistic research, revealing the discursive
articulation of ideas about art and the imagining of works
which, in the majority of cases, never came to fruition.
The relationships between the artists are not only
two-directional; they can ricochet in other directions at
any time and incorporate different names, imagine new
connections and form new zigzag trajectories. Through
the conjugation of heteroclite elements it becomes
obvious that the history of art is also a history of micro-
narratives, that the personal-subjective factor is just as
important as factual analysis and objective research

or theorization of artistic positions, that the “affective
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sau teoretizarea unor pozitii artistice, ca ,spatiul
afectiv” cantareste cel putin la fel de mult ca spatiul
socio-cultural sau politic.

Aceasta abordare permite si evocarea in filigran a

mai multor expozitii, de 0 mai mare sau mai mica
amploare, organizate in Romania sau in afara tarii,

sub aripa unei institutii sau nu, toate relevante pentru
directiile explorate: Bienala de la Paris din 1971, expozitii
organizate la Galeria Noua din Bucuresti, expozitii
concepute de Paul Neagu la Galeria de Arta Generativa
localizata in propriul sau atelier/apartament din Londra,
convertit in spatiu independent de arta contemporana,
actiuni desfasurate la Galeria Sigi Kraus din Londra sau
la Galeria Demarco din Edinburgh, precum si intr-un
apartament privat din Bucuresti. lerarhizarea acestor
expozitii (prezente prin documentarea lor fotografica)
conteaza prea putin; ceea ce intereseaza, dincolo de
pretioasele informatii pe care le comunica, e faptul ca
ele semnaleaza existenta unei matrici formate din relatii
interumane, retele de comunicare, dar si conditionari,
care fac ca lucrarile si destinele unor artisti sa devina mai
profund ancorate in contextele care le-au generat.

O expozitie co-produsé de Fundatia Art Encounters, Timisoara si
Salonul de proiecte, Bucuresti.
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space” weighs at least as heavily as the socio-cultural or
political space.

This approach also allows a filigree evocation of multiple
exhibitions, both large and small, held both in Romania
and abroad, in both institutional and non-institutional
settings, all of them relevant to the directions explored:
the 1971 Paris Biennale; exhibitions at the Galeria Noua
in Bucharest; exhibitions created by Paul Neagu at the
Gallery of Generative Art housed in his private flat in
London, converted into an independent contemporary
art space; actions staged at the Sigi Kraus Gallery in
London and the Demarco Gallery in Edinburgh; and
exhibitions held in a private flat in Bucharest. With regard
to these exhibitions (presented via their photographic
documentation) hierarchical considerations are less
important; what is interesting, apart from the precious
information they convey, is the fact that they signal the
existence of a matrix made up of inter-human relations,
networks of communication, and also conditionalities,
which make the works and lives of the artists become
more deeply anchored in the contexts that generated
them.

An exhibition co-produced by the Art Encounters Foundation, Timisoara and
Salonul de proiecte, Bucharest.
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Imagine din expozitia Situatii si
concepte

12 februarie - 2 aprilie, 2017
Salonul de proiecte, Bucuresti
credite foto: $tefan Sava

Exhibition view, Situations and
Concepts

February 12 — April 2, 2017
Salonul de proiecte, Bucharest
photo credits: Stefan Sava
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Imagine din expozitia Situatie si
concept

1974

fotografie originala alb-negru
Arhiva Decebal Scriba

Image from the exhibition Situation
and Concept

1974

original b-w photography

Archive Decebal Scriba
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Horia Bernea
Grafic de productie
1969

ulei pe panza

115 x 150 cm
Colectie particulara

Horia Bernea
Production Chart
1969

oil on canvas

115 x 150 cm
Private collection
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lon Grigorescu

Revolutia culturald

1974

prin amabilitatea artistului
credite foto: Catalin Rulea / P+4
Publications

lon Grigorescu

Revolutia culturala [The Cultural
Revolution]

1974

courtesy of the artist

photo credits: Catalin Rulea / P+4
Publications
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Pavel llie

imagini din expozitia Arta si natura
1976

Galeria Noua, Bucuresti

credite foto: Decebal Scriba

Pavel llie

view from the exhibition Art and
Nature

1976

Galeria Noua, Bucharest

photo credits: Decebal Scriba
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Paul Neagu

montaj compus din facsimile

anii '90

Colectia Anca si Mihai Oroveanu,
Bucuresti

Paul Neagu

montage made of facsimiles
the 90s

Collection Anca and Mihai
Oroveanu, Bucharest
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Julian Mereuta
Captured

1970

serie de 9 fotografii a-n
arhiva J. Mereuta

Julian Mereuta

Captured

1970

series of nine b-w photographs
archive J. Mereuta
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Decebal Scriba

Semne #01

1974

printuri digitale dupa negativ
argentic

serie realizata in mansarda
spatiului expozitional Galeria Noua,
Bucuresti

Decebal Scriba

Signs #01

1974

digital prints after b-w negative
silver print

series made in the attic of Galeria
Noua, Bucharest

185



Camera de oaspeti
The Guest Chamber




6 | Camera de oaspeti 61
The Guest Chamber

6 | Camera de oaspeti 6.1 | Balamuc
The Guest Chamber

Balamuc

Timisoara
balamuc.org

Balamuc apare in 2014 ca platforma experimentala

fara manifest a trei artisti emergenti din Timisoara: Livia
Coloji, Razvan Cornici si Ana Kun. Proiectul In Linii Mari //
Caiete de Schite este o continuare fireasca a preocuparii
grupului pentru desen, notatie, schitd, asa cum reiese si
din Norma, un desen pe zi / scoate radical din pi, un fel de
caiet de schite colectiv ce poate fi rasfoit online si offline.

Balamuc

Balamuc appears in 2014 as a manifesto-free
experimental platform of three emerging artists from
Timisoara: Livia Coloji, Razvan Cornici and Ana Kun. The
With Broad Strokes // Sketchbooks project is a natural
continuation of the group’s interest in drawing, notation,
sketch, as is apparent from Norma, a drawing a day /
keeps the doctor away, a kind of collective sketchbook
which can be browsed online and offline.
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in Linii Mari // Caiete de Schite

Schita este un instrument de investigatie si
documentatie dezinhibata, implicita practicii
artistice. De la desen, la text si mazgaleala

ea nareaza succint un proces, doua, zeci, fara
discriminari si filtre. Caietul de schite devine
ceva intre un manual de asamblare si o harta a
tuturor posibilitatilor, util atat pentru artist cat

si pentru cel ce il rasfoieste. Balamuc prezinta
caietele mai multor artisti vizuali in cadrul In Linii
Mari // Caiete de Schite.

With Broad Strokes // Sketchbooks

The sketch is an uninhibited investigative
and documentation tool, implicit in the
artistic practice. From drawing to text and
doodle, it briefly narrates one process,

two, dozens, without discrimination and
filters. The sketchbook becomes something
between an assembly manual and a map of all
possibilities, useful to both the artist and the
browser. Balamuc presents the notebooks of
several visual artists in With Broad Strokes //
Sketchbooks.

Artisti / Artists:

Ana Mihaela Adam, Razvan Boar, Livia Coloji,
Razvan Cornici, Suzana Dan, Aurora Kiraly,
Ana Kun, Alina Marinescu, Dan Perjovschi,
Adrian Sandu, loana Stanca, Sorina Vazelina,
Mihai Zgondoiu

si altii / and others

<&«

Balamuc

Caiete de schite
2012-2017

tehnica mixta
dimensiuni variabile
credite foto: Balamuc

Balamuc

Sketchbooks
2012-2017

mixed technique
dimensions variabile
photo credits: Balamuc

189


http://www.balamuc.org/

6 | Camera de oaspeti 6.2 | B5 Studio
The Guest Chamber

B5 Studio

Targu Mures
fo@B5Studio

B5 Studio este un artist-run space conceput si initiat

de Bartha Jézsef acum zece ani, sub umbrela Fundatiei
ARTeast, si se dedica cu regularitate evenimentelor

de arta contemporana: rezidente artistice, ateliere,
prezentari, expozitii personale si de grup. Are ca invitati
artisti, curatori si teoreticieni, atat maghiari si romani cat
si internationali, cu scopul de a reconfigura viata artistica
a orasului Targu Mures si de a conecta scena de arta
contemporana locala si din regiune, la o retea artistica
extinsa.

B5 Studio is an artist-run space conceived and initiated
by Bartha Jozsef ten years ago, under the ARTeast
Foundation umbrella, and is dedicated regularly to
contemporary art events: artistic residencies, workshops,
presentations group and personal exhibitions, etc.

It invites artists, curators and theoreticians, both
Hungarian, Romanian and international, with the aim

to reconfigure the artistic life of Targu Mures and to
connect the local and regional art scene to a broader art
network.
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Cristi Pogacean

Ca doud picaturi de apa (detaliu)
instalatie, tehnica mixta

credite foto: B5 Studio, 2015,
Couleur Locale 2 ,Targu Mures

Cristi Pogacean

Like Two Drops of Water (detail)
installation, mixed media

photo credits: B5 Studio, Couleur
Locale 2, 2015, Targu Mures
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6.2

B5 Studio

In situ

In situ repune in scena arhiva de evenimente
din cadrul B5 Studio, intr-o incercare de a
transforma memoria in cunoastere obiectiva
si trecutul in prezent fizic. Recontextualizeaza
fragmentele de istorie locala, energia si
punctele nodale ale traiectoriei studioului in
sustinerea debutului artistic, a proiectelor
colaborative, a exprimarii prin diferite medii
artistice si a unui dialog inter-etnic depolitizat.
Observa felul in care expozitiile au reflectat
spatiul public targumuresean si tensiunile
sociale romanesti, in continua tranzitie istorica.

In situ

In situ reenacts the B5 Studio’s archive of
events, in an attempt to transform the memory
into objective knowledge and the past into
physical present. It re-contextualizes fragments
of local history, the energy and the nodal points
of the studio’s trajectory in supporting artistic
debut, collaborative projects, expression
through different artistic mediums, and an
inter-ethnically depoliticized dialogue.

It observes the way in which the exhibitions
reflected the public space of Targu Mures and
the Romanian social tensions, in a continuously
historical transition.

Artisti / Artists:

Adorjani Marta, Bartha Jozsef, Lérinc Borsos,
Claudiu Cobilanschi, Sonja Hornung,

Jaroslav Kisa, Agnes-Evelin Kispal,

Kispal Szabolcs, Miklosi Dénes, Monotremu,
Mircea Nicolae, Richard Pettifer,

Cristi Pogacean, Sugar Janos, lulia Toma

+ o selectie de filme de artist din editiile
Videonight 1 & 2 si alte video-uri prezentate
de-a lungul timpului la B5 Studio / a selection of
artist films from 1st & 2nd editions of Videonight
and other videos screened at B5 Studio over
the course of time
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CitiZenit

Arad
citizenit.ro

CitiZenit este o platforma culturala multidisciplinara
independenta, care activeaza in Arad si urmareste
promovarea artelor contemporane, a educatiei non-
formale si mobilizarea comunitatii locale, prin proiecte
de regenerare urbana. Activitatea CitiZenit e orientata
catre (re)activarea unor spatii neutilizate/dezafectate,
iar cinematografia, arta contemporana, designul urban
si artele performative sunt cele mai importante domenii
de activitate.

CitiZenit is an independent multidisciplinary cultural
platform, based in Arad, which aims to promote
contemporary art, non-formal education and to mobilize
the local community, through urban regeneration
projects. CitiZenit’s activity is oriented towards the
(re)activation of unused/derelict spaces and consists,
mainly, of cinematography, contemporary art, urban
design and performance arts projects.
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Oana Tarce

Meta Green

2016

fotografie realizata pe platoul de
filmare al lucrérii Meta Green

Oana Tarce

Meta Green

2016

photo taken on the filming set of
Meta Green
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6.3 | CitiZenit

BASIC FACTS

Un spatiu in care perceptia si ritmul vietii se

pot schimba la cea mai mica atingere, in care
linistea se transforma in zgomot si in care
exteriorul se poate varsa oricand in interior. Dar
si viceversa - Interferenta informationala. Un
monitor care poate fi oglinda sau interlocutor,
care jongleaza cu senzatii, stari si emotii si care
te poarta pana unde ii dai voie.

BASIC FACTS

A space in which perception and rhythm can
change at the slightest touch, in which stillness
becomes noise and where the outside and

the inside can spill into each other anytime —
Information interference. A screen which acts
as a mirror or a speaker, which juggles with
sensations, states of being and emotions and
which carries you as far as you'll allow it.

Echipa / Team:
lidiko Biro, Teo Cociuba, Oana Furdea,
Mihnea Rares Hantiu, Oana Tarce
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Lateral ArtSpace

Cluj-Napoca
lateralartspace.com

Lateral ArtSpace - platforma independenta pentru arta
contemporana — este un spatiu destinat realizarii de
expozitii si proiecte, localizat la Fabrica de Pensule din
Cluj-Napoca, Romania. A fost initiat in anul 2012 ca un
loc pentru experimentare si exprimare artistica libera.
Programul expozitional compus predominant din artisti
tineri se diversifica constant in timp ce creeaza o noua
retea de institutii si artisti din tari diferite.

Lateral ArtSpace —independent platform for
contemporary art—is an exhibition and project space
based at the Paintbrush Factory in Cluj-Napoca,
Romania. It was initiated in April 2012, as a place for
experimentation and free artistic expression. With an
almost stubborn predominance of young artists, the
exhibition program is continuously diversifying while
constructing a new network of institutions and artists
from different countries.
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6.4 | Lateral ArtSpace

#digestiblepredictions

Modul in care privim lumea este intr-o constanta
schimbare, multi dintre noi traind intr-o bula
tehnologico-sedativa, consumo-devoratoare si
instant satisfacatoare. Informatia trebuie sa fie
#digerabila #atractivavizual #provocatoare si
mai ales #distractiva. Oare ne va distruge ceea
ce iubim? lar daca nu ne va ucide, ne va face
mai puternici?

#digestiblepredictions

The way we view the world is constantly
changing, with many of us living in a
“technology-sedating, consumption-engorging,
instant-gratifying bubble”. Information nowadays
needs to be #digestible #visuallyengaging
#provocative and most of all #amusing. Will
what we love ruin us? And if it doesn't kill us, will
it make us stronger?

Artisti / Artists:

Enric Fort Ballester, Dragos Badita,
Alexandra Georgescu, Lucian Indrei,
Maje Mellin, MuLu, Musz

&

Lucian Indrei

Minou

2010

fotografie

dimensiuni variabile

prin amabilitatea artistului
credite foto: Lucian Indrei

Lucian Indrei

Minou

2010

photography

dimensions variable
courtesy of the artist
photo credits: Lucian Indrei
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Spatiu de Arta Contemporana MAGMA
MAGMA Contemporary Art Space

Sfantu Gheorghe
magmacm.ro

MAGMA este un artist-run space care, alaturi de expozitii
individuale sau de grup, initiaza proiecte care implica
productie artistica, artist-talk-uri, ateliere, publicatii online
si offline.

Infiintat in 2010 de artistii vizuali Barnabas Vetrd, Attila
Kispal si Agnes-Evelin Kispal, MAGMA este o initiativa de
pornita de artisti pentru artisti.

Programul expozitional este bazat pe un concept adaptat
directiilor artei contemporane, punand accent pe arta
conceptuala si new media.

MAGMA is an artist-run space that initiates, along with
group or personal exhibitions, projects such as artistic
production, artist-talks, workshops, online and offline
publications.

Founded in 2010 by the visual artists Barnabas Vetro,
Attila Kispal and Agnes-Evelin Kispal, it represents an
“artists for artists” initiative. The exhibition program

is based on a concept adapted to the directions of
contemporary art, with more emphasis on conceptual
art and new media.
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Yvette Martini

Vaccina

20M

instalatie

130x200 cm

courtesy: Yvette Martini & MAGMA
credite foto: MAGMA

Yvette Martini

Vaccine

20M

installation

130x200 cm

courtesy: Yvette Martini & MAGMA
photo credits: MAGMA
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MAGMA Contemporary Art Space

PRODUCTION:RE:PRODUCTION
the immaterial collection

Dupa ani de functionare ca artist-run space

cu buget limitat, colaborarile spatiului MAGMA
cu artisti, institutii si organizatii axate pe arta
contemporana au condus la practici variate ale
productiei, ale executiei si ale design-ului de
expozitie. Unele solutii — practici comune — au
luat nastere datorita prezentei artistului sau
sub atenta indrumare a acestuia/acesteia de la
distanta, practici cunoscute in lumea artei drept
replica.

Aceasta expozitie a fost conceputa in asa fel
incéat sa graviteze in jurul temelor originalitatii,
LJreplicabilitatii”, adaptabilitatii, ca o selectie de
lucrari create din colectia noastra ,imateriald”.

PRODUCTION:RE:PRODUCTION
the immaterial collection

Over the years of MAGMA existence as a
small-budget artist-run space, collaborations
with artists, institutions and contemporary

art organizations led to various practices in
production, execution or design of exhibitions.
Some solutions, common practices have been
born with the presence of the artist or with his/
her remote controlled guidance, which is known
in the art world as replica.

This exhibition was built around the subject

of originality, replicability, adaptability, as

a selection of artworks created from our
Limmaterial” collection.

Artisti / Artists:

Juraj Bartusz Gyorgy, Csaba Csiki,

Magda Csutak, Ivan Ladislav Galeta,
Jaroslav Ky$a, Joseph Kosuth, Yvette Martini,
Dan Mihaltianu, Monotremu, lvan Puig,
Domokos Vancsa, Szabolcs Veres

si altii / and other
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pplus4 / Centrul de Introspectie Vizuala
pplus4 / Centre for Visual Introspection

Bucuresti/Bucharest
pplus4.ro

Centrul de Introspectie Vizuala (CIV) este o institutie
independenta si o platforma de cercetare colectiva,
initiata de Asociatia PEPLUSPATRU, fondata in 2008

la Bucuresti de artistii Anca Benera, Arnold Estefan,
Catalin Rulea si istoricul de arta Alina Serban. Evidentiind
sintrospectia” ca metoda de cercetare, proiectele CIV
sunt dedicate spatiilor de dialog cultural prezente

in contextul est-european si politicilor de (auto)
reprezentare ale institutiei de arta.

CIV ainitiat numeroase expozitii, dezbateri, ateliere,
proiecte in spatiul public: Ars Telefonica (2008); Making
Off (2010); 1990-2010 (2010); Publicatiile independente
in vremea represiunii si a libertdtii de expresie (2011),
Institutia imaginara (2012-prezent) si platforma editoriala
P+4 Publication. CIV a participat in cadrul expozitiei
Intense Proximity, La Triennale, Palais de Tokyo, Paris
(2012) si festivalul Inexactly This, Kunstvlaai, Amsterdam
(2012).

Centre for Visual Introspection (CVI) is an independent
institution and platform for collective research, initiated
by PEPLUSPATRU Association, founded in 2008 in
Bucharest by the artists Anca Benera, Arnold Estefan,
Catalin Rulea and the art historian Alina Serban.
Emphasizing “introspection” as a method of research,
CVI projects are dedicated to spaces of artistic
encounter present within the East-European context and
the (self) representational politics of the art institution.
CVI has been initiated numerous exhibitions, lectures,
workshops and public art projects in Bucharest: Ars
Telefonica (2008); Making Off (2010); 1990-2010 (2010);
Self-Publishing in Times of Freedom and Repression
(2011), The Imaginary Institution (2012-ongoing) and
more recently, the publishing platform P+4 Publications.
CVI participated in the international exhibitions Intense
Proximity, La Triennale, Palais de Tokyo, Paris (2012) and
festival Inexactly This, Kunstvlaai, Amsterdam (2012).
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Centrul de Introspectie Vizuala
Institutia imaginara

2017

interventii site-specific in spatiul
public

dimensiuni variabile

credite foto: CIV

Centre for Visual Introspection
The Imaginary Institution

2017

site-specific interventions in the
public space

variable dimensions

photo credits: CVI
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pplus4 / Centrul de Introspectie Vizuala
pplus4 / Centre for Visual Introspection

Institutia imaginara

CIV porneste de la afirmatia lui Cornelius
Castoriadis conform careia institutia este

atat imaginara (in sensul de fictionald), cat si
functional-economica, aspirand la autonomie,
ceea ce presupune in cuvintele lui Castoriadis
sa sustii ,in constiinta individuala un grad mai
mare de solidaritate si reciprocitate”. Filosoful
Cornelius Castoriadis opune heteronomia
autonomiei, observand ca, in timp ce toate
societatile isi creeaza propriile institutii (legi,
traditii si conduite), societatile autonome sunt
cele ai caror membrii sunt constienti de acest
fapt, autoorganizandu-se in mod transparent.
In schimb, membrii societatilor heteronomice
(hetero = altii) isi atribuie imaginarul unei
autoritati extra-sociale (de exemplu Dumnezeu,
statul, stramosii, necesitatea istorica etc.).
CIV reflecta intr-o maniera introspectiva asupra
resurselor materiale si imateriale ale institutiei
de arta si asupra posibilitatii acesteia de a se
reinventa inca o data, de a depasi limitarile
spatiale, temporale si economice printr-o
serie de interventii urbane in spatiul public al
Timisoarei.

The Imaginary Institution

CVI starts from Cornelius Castoriadis assertion
that institution is both imaginary (translated as
fictional) and functional-economic, aspiring to
autonomy, which means in Castoriadis words to
encourage “in individual minds a major degree
of solidarity and reciprocity”. Philosopher
Cornelius Castoriadis contrasted heteronomy
from autonomy noting that while all societies
create their own institutions (laws, traditions
and behaviors), autonomous societies are those
in which their members are aware of this fact,
and explicitly self-institute (auto-vopouvTai).
In contrast, the members of heteronomous
societies (hetero = others) attribute their
imaginaries to some extra-social authority (e.g.,
God, the state, ancestors, historical necessity,
etc.).

CVI reflects, in an introspective manner, on the
material and immaterial resources of the art
institution and its potential to re-invent itself
anew, to transcend the spatial, temporal and
economic limitations, through a series of urban
interventions in Timisoara’s public space.

199



6 | Camera de oaspeti 6.7 | RAFT
The Guest Chamber

RAFT

Brasov & Cluj
unitbv.ro/cultural/raft
fabricadepensule.ro/members/raft

Conceput ca un proiect artistic-manifest de Alina Andrei
si George Rosu, RAFT este gazduit si uneori chiar
paraziteaza medii si spatii culturale in orase cu si fara
potential cultural. RAFT functioneaza in prezent in doua
spatii: Fabrica de Pensule (Cluj-Napoca) si Biblioteca
de Arta Contemporana a Centrului Multicultural al
Universitatii Transilvania (Brasov), urméand sa apara in
alte doua in 2018.

Conceived as an art-manifesto project by Alina Andrei
and George Rosu, RAFT is hosted by, and sometimes
even infects, cultural media and spaces from cities with
or without cultural potential. RAFT currently functions

in two locations: Fabrica de Pensule / The Paintbrush
Factory (Cluj-Napoca) and The Contemporary Art Library
of the Multicultural Centre / Transilvania University
(Brasov), and is scheduled to expand to another two
spaces in 2018.
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MANIPULARE/HANDLING

MANIPULARE/HANDLING este propunerea
noastra de a da o mana de ajutor in constructia
unei punti materiale si in acelasi timp poetice
intre Bienala de la Venetia si mediul de

arta contemporana din Romania. O parte
independent creata din pachetul care se
intoarce in mediul din care a plecat pentru a
infesta (in sensul cel mai nobil) un mediu mult
mai vast pentru telul artei propuse.

MANIPULARE/HANDLING

MANIPULARE/HANDLING is our proposal for
contributing to the building of a both material
and poetic bridge between the Venice Biennale
and the Romanian contemporary art scene. It is
an independently created part of the package
returning to its original environment to infest

(in the word’s noblest sense) a much vaster
territory for the intent of the proposed art.

Echipa / Team:
Alina Andrei, George Rosu

<«

George Rosu, Alina Andrei
MANIPULARE
obiect/instalatie

23 x14cm

textil

George Rosu, Alina Andrei
HANDLING
object/installation

23 x14cm

textile
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Sandwich

Bucuresti / Bucharest
sandwichgallery.ro

Sandwich foloseste potentialul ascuns al unui spatiu
rezidual dintre doua constructii utilitare si, pornind de

la premisa ca orice constrangere este o resursa pentru
gasirea solutiei optime, transforma caracteristicile
atipice ale spatiului ales in limite constructive. Sandwich
functioneaza ca spatiu independent de arta din aprilie
2016 si a prezentat, pana acum, proiectele artistilor
Cristian Raduta, Daniela Palimariu, Dan Vezentan, Raluca
Popa, Mihai lepure-Gorski, Dan Perjovschi, Delia Popa,
Mike Nelson.

Sandwich uses the hidden potential of a residual space
between two utility buildings and, assuming that any
constraint is a resource for finding the optimal solution,
transforms the atypical features of the chosen space
into constructive limits. Sandwich operates as an
independent art space since April 2016 and has hosted
so far the projects of artists Cristian Raduta,

Daniela Palimariu, Dan Vezentan, Raluca Popa,

Mihai lepure-Gorski, Dan Perjovschi and Delia Popa,
Mike Nelson.
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Proces Terminus

Proces Terminus pleaca de la premisa ca
distrugerea este ea insasi creativitate, iar actul
performativ ce implica actiunea fizica necesara
reducerii lucrarii respective la momentul zero
este in realitate constructiv. Sandwich ia rolul
unui sanitar al artei, aplicand o ecologie a ideilor.
Nu doar ca incurajeaza distrugerea unor lucruri
care nu mai sunt dorite, ci ofera spatiu pentru
noi proiecte, elibereaza si creeaza un suport
pentru noi idei. In plus, proiectul pune in discutie
atasamentul si renuntarea fata de propria idee,
propria imagine sau propriul obiect.

Process Terminus

Process Terminus starts from the premise

that destruction is in itself creativity, and the
performative act that implies the physical
action necessary for reducing the chosen work
to its zero moment is, in fact, constructive.
Sandwich assumes the role of an art sanitarium
and applies an ecology of ideas. Not only it
encourages the destruction of things that are
no longer desired, but offers space for new
projects, it liberates and creates support for
new concepts. Moreover, the project discusses
attachment and renouncement to one’s own
ideas, images or objects.

Participanti / Participants:

Pavel Braila, Anetta Mona Chisa, Paul Dunca,
Reka Csapo Dup, Mandy El-Sayegh,

Bogdan Ghiu, Mihai lepure Gorski, Adrian lurco,
Diana Manole, Liliana Mercioiu,

Svatopluk Mikyta, Ada Munteanu,

Alexandru Niculescu, Daniela Palimariu,
Jorge Peris, Martin Piacek, Cristian Raduta,
Kate Sutton, Thomas Tsang, Ken Ueno,
Chika Unigwe, Dan Vezentan

si multi altii / and many others...

K

schite pentru Proces Terminus
2017

cerneala pe hartie

desen de Daniela Palimariu

sketch for Process Terminus
2017

ink on paper

drawing by Daniela Palimari
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SIMULTAN

Timisoara
simultan.org

Initiat de un grup de artisti in 2005, SIMULTAN si-a
propus crearea unei platforme pentru artisti si proiecte
culturale contemporane care folosesc tehnologia ca
mediu artistic de exprimare.

Proiectul principal al organizatiei este SIMULTAN Festival,
dedicat experimentului artistic si artelor audio-vizuale.
SIMULTAN, in colaborare cu Grupul H.arta, a initiat
proiectul SPATII IN ASTEPTARE, o platforma pentru
diferite proiecte de arta care aduc in discutie spatiul
public.

Initiated by a group of artists in 2005, SIMULTAN’s
intention is to create a platform for contemporary artists
and cultural projects that use technology as an artistic
medium of expression.

The main project of the organization is the SIMULTAN
Festival, dedicated to the artistic experiment and audio-
visual arts.

SIMULTAN, in collaboration with the H.arta Group,
initiated the WAITING SPACES project, a platform for
various art projects that bring under debate the public
space.
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The Erasers

live performance

2010

prin amabilitatea SIMULTAN
Festival

credite foto: Levente Kozma

The Erasers

live performance

2010

courtesy SIMULTAN Festival
photo credits: Levente Kozma
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6.9

SIMULTAN

J*F.I'

SIMULTAN Re-t-ro-s-pek-ti-ve / 2005-2015
O INTRODUCERE IN ARHIVA DE ARTA VIDEO
A FESTIVALULUI SIMULTAN

Arhiva video SIMULTAN a fost creata din
lucrarile trimise de artisti pentru programele de
proiectii video ale Festivalului Simultan. Arhiva
este in curs de dezvoltare si contine peste

700 de lucrari video din intreaga lume, avand
subiecte si estetici diferite.

SIMULTAN Re-t-ro-s-pek-ti-ve / 2005-2015
AN OVERVIEW ON THE SIMULTAN FESTIVAL
VIDEOART ARCHIVE

The SIMULTAN Video Art Archive has been
created from the works submitted by artists for
the Simultan Festival screening programs. The
archive is under development and contains over
700 video works from all around the world, on
different subjects and aesthetics.
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tranzit.ro/ lasi

lasi
tranzit.org
videostream.ro

tranzit.ro/ lasi este un spatiu dedicat artei contemporane
care a fost infiintat in anul 2012 ca parte a tranzit.ro.

Tn ultimii doi ani, programul acestuia s-a concentrat pe
diferitele capacitati politice, culturale, economice si
ideologice, dar si pe identificarea caracteristicilor clasei
de mijloc, prin proiecte precum Depozitoriul Partidului
Micii Burghezii din lasi si Stralucirea si Nefericirea
Claselor de Mijloc Europene, ambele realizate impreuna
cu Nebojsa Milikic.

tranzit.ro/ lasi is a contemporary art and culture space
established in 2012 as part of the tranzit.ro network.

The past two years its program focused on the political,
cultural, economic and ideological capacities and
characteristics of middle classes of middle class through
different projects, such as Depository of the Initiative of
the Petit Bourgeois party in lasi and The Glitter(y) and the
Misery of the European Middle classes, both realized with
Nebojsa Milikic.
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Nebojsa Miliki¢

Depozitoriul Partidului Micii
Burghezii din lasi

2016

© Initiativa Micii Burghezii din lasi

Nebojsa Miliki¢

The Depository of the Initiative of
the Petit Bourgeois Party in lasi
2016

© Initiative of the Petit Bourgeois
Party in lagi
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tranzit.ro/ lasi

Repetitie sau Re_Punerea in Scena a Politicilor
Culturale ale Partidului Micii Burghezii

Nebojsa Miliki¢ impreuna cu Delegatia Initiativei
Partidului Micii Burghezii din lasi: Delia Bulgaru,
Ovidiu Gherasim-Proca, Livia Pancu,

Andrei Pripasu, Andrei Timofte, Laura Turta.

In prelegerea-performance »Repetitie sau
Re_Punerea in Scena a Politicilor Culturale

ale Partidului Micii Burghezii”, Nebojsa Milikic
vorbeste despre colectia sa de arta, precum si
despre motivele care au determinat achizitia
lucrarilor respective. Un raport scris despre
lucrérile prezentate in timpul prelegerii-
performance-ului va putea fi gasit in spatiul
alocat participarii tranzit.ro/ lasi, pe toata durata
bienalei. Delegatia Initiativei Partidului Micii
Burghezii din lasi va lua parte la discutia din jurul
acestei contributii.

Rehersal or Re_Enactment of Cultural Politics
of the Petit Bourgeois Party

Nebojsa Miliki¢ together with The Delegation of
the Initiative of the Petit Bourgeois Party in lasi:
Delia Bulgaru, Ovidiu Gherasim-Proca,

Livia Pancu, Andrei Pripasu, Andrei Timofte,
Laura Turta.

In the lecture performance “Rehersal or
Re_Enactment of Cultural Politics of the Petit
Bourgeois Party” Neboj$a Miliki¢ talks about
his private art collection and the reasons that
stood behind the acquisition of the artworks
in questions. A written account of all works
presented during the presentation will be
available for the entire duration of Biennial in the
space allocated to tranzit.ro/ lasi participation.
The delegation of Initiative of the Petit
Bourgeois party in lasi is going to take part to
the discussion around this contribution.
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Asociatia Vector

lasi
periferic.org

Proiectele si programele expozitionale, educationale,
de cercetare si publicare ale Asociatiei Vector din lasi
sunt configurate din perspectiva unei intelegeri (post)
critice a relatiilor de putere dintre angajarea practicilor
artistice si curatoriale si (neo)conservarea contextelor
socio-politice. Vector> isi defineste proiectele ca fiind
(post)critice, experimentale, participative, investigative,
situationale, contextuale, educationale, intentionand
sa produca practici care ar genera obiecte, fapte,
evenimente, idei, transformari, retele.

Vector>’s projects and programmes of exhibition making,
educational implications, research explorations and
publishing actions are configured from a perspective of
a (post)critical understanding of the power relationships
between the engagement of artistic practices and the
(neo)conservation of socio-political contexts. Vector>
defines its projects as (post)critical, experimental,
participative, investigative, situational, contextual,
educational, intending to produce practices that would
generate objects, facts, events, ideas, transformations,
networks.
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Camera de oaspeti
The Guest Chamber
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Asociatia Vector

Solidarityd&RRiorgottenisocial value;

~

Dragos Alexandrescu
Liantul social

2015

captura video

prin amabilitatea artistului

Dragos Alexandrescu
Social Binder (Liantul social)
2015

video still

courtesy of the artist

Moduri de intrebuintare a absentei

Pentru Bienala Art Encounters, Vector>
propune o serie de lucrari - realizate de

Dan Acostioaei, Dragos Alexandrescu, Silvia
Amancei si Bogdan Armanu, Matei Bejenaru,
Catalin Gheorghe si Cristian Nae — care iau in
considerare anumite ,moduri de intrebuintare a
absentei” prin intermediul unor interventii care
semnalizeaza ,productia artei realizata in alta
parte” din perspectiva unei gandiri dincolo de
,turnura educationald”. In spatiul expozitional se

regasesc urme ale productiei si performativitatii:

o carte, un video, un panou cu afisaj electronic,
un text scris de mana, altele.

Ways of using absence

For Art Encounters Biennial, Vector> proposes
a series of artworks — conceived by Dan
Acostioaei, Dragos Alexandrescu, Silvia
Amancei & Bogdan Armanu, Matei Bejenaru,
Catalin Gheorghe and Cristian Nae — that

are taking into consideration certain “ways

of using absence” mediated by interventions
which signalize the “production of art
elsewhere” from the perspective of a thinking
beyond “educational turn”. In the exhibition
space you can find traces of production and
performances: a book, a video, an electronic
display panel, a handwritten text, more.
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Calina

Timisoara
calina.ro

Calina - Spatiu de Arta contemporana a
trecut, din 2017, de la relatia cub alb - influenta
discursului estetic la o zona a culturii vizuale
interesata de proiectele full spectrum: istorie,
mit, loc, ecologie, lege sustinute de prezentari,
dezbateri, seminarii si expozitii.

Since 2017, Calina — Contemporary Art Space
shifted from the white cube relationship -
influencing aesthetic discourse -, to an area

of visual culture concerned with full spectrum
projects: history, myth, location, ecology, law,
supported by presentations, debates, seminars
and exhibitions.

Calin Dan - Autopsia lui G. Asinius
Pollio
2017
fotomontaj cu harta a Carolinei de
Nord (1865) si fotografie originala

Calin Dan - Autopsia lui G. Asinius
Pollio [Célin Dan - The Autopsy of
G. Asinius Pollio]

2017

photomontage with a North
Carolina map (1865) and original
photograph

N
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Calin Dan - Autopsia lui G. Asinius Pollio

Curator: Liviana Dan

Cu Autopsia lui G. Asinius Pollio inteleasa

ca o marturie oculara nemijlocita, Calin Dan
organizeaza de fapt principiile din spatele
expozitiei. Exista o metodologie de citire a
imaginilor, exista o extravaganta grila Aby
Warburg, exista mai multa cunoastere decat
obiecte, exista un ,afterlife” al antichitatii. Un
citat imaginar din G.A. Pollio, ,eu am fost acolo,
atunci”, devine non comentariu si Calin Dan il
transforma in instrument sofisticat de validare.
De validare a structurilor istorice riscante, a
confuziei politice, a identitatilor urbane speriate
de intuneric si de frig. Imaginea nu mai asteapta
solutia, dar are nevoie intensa de confort.

Calin Dan - The Autopsy of G. Asinius Pollio

Curator: Liviana Dan

In The Autopsy of G. Asinius Pollio, envisioned
as a direct eye-witness account, Calin Dan
actually organizes the principles underlying the
exhibition. There is a methodology for reading
images, there is an extravagant Aby Warburg
grid, there is more knowledge than object, there
is an “afterlife” of antiquity. An imaginary quote
by G.A. Pollio - “I was there, then” - becomes a
non-commentary, and Calin Dan transforms it
into a sophisticated validation device. Validation
of risky historical structures, of political
confusion, of urban identities which are scared
of the dark and the cold. The image no longer
awaits a solution, but has a stringent need for
comfort.
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Calpe

Timisoara
calpegallery.ro

Calpe Gallery prezinta nume consacrate

ale artei plastice contemporane - Suzana
Fantanariu, Leon Vreme, Corneliu Vasilescu, sau
in curs de consacrare — Andreea Medar, Sorin
Dragoi, activand atat pe piata primara, cat si pe
piata secundara de arta.

Calpe Gallery se straduieste sa organizeze
expozitii inovative, singulare si de pionierat, prin
varietatea de genuri artistice prezentate.

Calpe Gallery presents well established names
in the field of contemporary visual arts - Suzana
Fantanariu, Leon Vreme, Corneliu Vasilescu, or
emerging new names — Andreea Medar, Sorin
Dragoi, the artists being active both on the
primary art market and on the secondary art
market.

Calpe Gallery strives to organize innovative
exhibitions, unique and ingenious, through the
variety of artistic genre displayed.

7.2 | Calpe

Suzana Fantanariu
Utopic

Instalatia de mari dimensiuni a artistei Suzana
Fantanariu creeaza si organizeaza la nivel
ideatic un spatiu utopic al vietuirii urbane.
Obiectelor de uz casnic, obiectelor gasite,
lucrurilor mici investite in noul spatiu cu valori
semantice si simbolice li se confera semnificatii
plastice prin recontextualizare si aducerea

lor in universul plastic contemporan. Lumea
experientei cotidiene se metamorfozeaza intr-o
lume utopica, a ideilor.

Suzana Fantanariu
Utopian

The artist Suzana Fantanariu’s considerably
large installation creates and organizes on

an ideal level a utopian space of urban living.
Household items, found objects, and small
pieces invested in the new space with semantic
and symbolic values are given visual meanings
by recontextualizing them and bringing them in
the contemporary visual universe. The world of
everyday experience is transformed in a utopian
world of ideas.

<&

Suzana Fantanariu
Portret utopic

2016

colaj mixt pe panza
76 x 100 x 1cm

Suzana Fantanariu
Utopian portrait

2016

mixed collage on canvas
76 x 100 x 1cm
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Jecza

Timisoara
jeczagallery.com

Galeria Jecza a fost fondata in 2011, ca spatiu
expozitional dedicat sculpturii contemporane,

n primul rand, si ca platforma de dialog intre
artistii generatiei 70 si cei emergenti, in al doilea.
Scopul galeriei este de a sustine o perspectiva
critica, de a provoca publicul de arta local si de
a explora limitele expresiei artistice in secolul
XXI. Orientata atat asupra artei experimentale
interzise in perioada comunista, cat si asupra
artistilor de varf ai noului mileniu, Galeria Jecza
a devenit un spatiu pentru artistii interesati sa
experimenteze noile medii si moduri de expresie
ale artei contemporane.

Jecza

Jecza Gallery was founded in 2011 first as a
gallery dedicated to contemporary sculpture,
second as a platform for dialogue between the
artist generation of the 1970s and emerging
artists. Our endeavor is to create a critical
standpoint, to challenge the local art public

and to explore the boundaries of artistic
expression in the 21st Century. Focused on
prohibited experimental art of the Communist
Era, alongside cutting edge artists of the new
Millennium, Jecza Gallery became a playground
for artists to experiment new media and ways to
express in contemporary art.

Galeria Jecza, in colaborare cu Galeria

Diehl Berlin, prezinta, in spatiul Memorialului
Revolutiei, expozitia personala Olga
Chernysheva (Rusia), ce va include, pe langa
lucrari emblematice din intreaga creatie a
artistei, si lucrari create foarte recent.

In cea de-a doua parte a bienalei, Galeria
Jecza prezinta expozitia Puterea liniei. Aceasta
mizeaza pe dimensiunea poetica a geometriei
ce transcende aparenta de rigiditate, derivata
din caracterul sau rational si exact. Expun
artistii: Alina Birkner, Irina Ojovan si Genti Korini.
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Jecza Gallery in collaboration with Galerie
Diehl Berlin presents a solo exhibition by Olga
Chernysheva at the Memorial of Revolution.
The exhibition will include very recent works by
the Russian artist, alongside key pieces of her
entire work.

In the second half of the biennale, Jecza Gallery
presents a group exhibition by Alina Birkner,
Irina Ojovan and Genti Korini, called The Power
of the Line. Geometry is not only rational and
exact, it always has a poetic dimension which
transcends its rigid appearances.

Gradina Imposibila

Dan Beudean, Alex Mirutziu & The Artist and
Himself at 29

Curator: Liviana Dan

Gradina Imposibild are semnificatia unei
reconstituiri care devine apoi asa de moderna.
Clasicism cu un capital organic, pentru unii

- un cer turcoaz, pentru altii — o evanghelie.
Pentru a evita sterilitatea, se folosesc elemente
din trecut, elemente poetice, elemente
romantice. Evaluand pozitiv, este vorba despre
o dimineata racoroasa, despre lumina, despre
o linie eleganta... Drama arhitecturii devine
proeminenta de la inceput. Desenul, video si
fotografia devin pasaje performative. Desenul
se transforma in gravuri. Video si fotografia
sunt produse finale pentru sculptura. Gradina
Imposibild devine o insula de arta despre arta.

The Impossible Garden

Dan Beudean, Alex Mirutziu & The Artist and
Himself at 29

Curator: Liviana Dan

The Impossible Garden has the meaning of a
reconstruction with a contemporary becoming.
Classicism with an organic capital, for some —a
turquoise sky, for others —a gospel. To avoid
sterility, we use elements of the past, poetic
elements, romantic elements. Evaluating
positively, it speaks of a cool morning, of

light and of an elegant line... The dramatic
architecture becomes prominent from the
beginning. The drawing, video and photography
become performative passages. The drawing
turns into engravings. Video and photography
are the final products for sculpture. The
Impossible Garden becomes an island of art.

<&

Grédina Imposibila (imagine din
expozitie)

2017

[prim-plan:]

Alex Mirutziu

Dorinta e irelevanta

2017

fibra de sticla

1: 320cm x I: 80 cm x Ad.: 70 cm
[fundal:]

Dan Beudean

Untitled

2017

ghips

dimensiuni variabile

The Impossible Garden (exhibition
view)

2017

[foreground:]

Alex Mirutziu

Desire is irrelevant

2017

fibreglass

H: 320 cm x W: 80 cm x D: 70 cm
[background:]

Dan Beudean

Untitled

2017

gypsum

dimensions variable
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Triade

Timisoara
triade.ro

Fundatia Triade a fost creata in anul 2000

de catre sculptorul Peter Jecza. Programele

pe care le incurajeaza vizeaza arta in spatiul
public, recuperarea si restituirea patrimoniului
local - prin initiative axate pe artisti ai generatiei
‘60 - pionieri ai artei contemporane, sustinerea
tinerilor creatori, prin intermediul Premiilor
Juventus. Fundatia a organizat peste 200 de
expozitii in spatiile proprii din Timisoara sau prin
parteneriate internationale, in intreaga Europa,
si a editat peste 200 de albume si carti de arta.

Triade Foundation was created in 2000

by the sculptor Peter Jecza. The programs
encouraged relate to art in the public space;
The recovery and restitution of local patrimony,
through initiatives focused on artists of the
60s generation — pioneers of contemporary
art, supporting young creators through

the Juventus Awards. The Foundation has
organized over 200 exhibitions in Timisoara
or through its international partnership all over
Europe, and has edited over 200 albums and
art books.
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Triade

Alina Cioara
NEVERMORE

Lucrarile artistei Alina Cioara exploreaza
perceptiile sinestezice, contemplarea, memoria,
cuvantul si miscarea. Instalatia NEVERMORE
propune un parcurs scenografic care invita
publicul sa experimenteze materialitatea unor
expresii prin revizitarea unor practici si restrictii
din perioada dinaintea revolutiei din ‘89, asa
cum au fost ele resimtite in copilaria artistei.
Privitorii-spectatori au ocazia sa interactioneze
cu lucrarile la diferite nivele perceptive,
fiindu-le stimulate, pe rand, simturile tactil,
vizual, auditiv si olfactiv - o invitatie la
cunoasterea si rememorarea tulburatoarei
memorii colective.

Alina Cioara
NEVERMORE

The works of artist Alina Cioara explore
synesthetic perceptions, contemplation,
memory, word and motion. The NEVERMORE
installation proposes a stage-crafted path which
invites the public to experience the corporeity
of certain expressions by revisiting some
practices and restriction from before the 1989
Revolution, as they were felt during the artist’s
childhood. The viewers/spectators have the
opportunity to interact with the works at various
perceptive levels, as their tactile, visual, aural
and olfactory senses are stimulated one by one
- an invitation to knowledge and remembrance
of unsettling collective memory.

<&

Alina Cioara

Jur pe rosu (simulare)

2017

tehnica mixta, texturi diferite,
monocromie

200 x 110 cm

proiector

pliant cu decodarea macrotextului
braille

Alina Cioara

| swear on red (simulation)

2017

mixed media, different textures,
monochrome

200 x 110 cm

projector

leaflet with the decryption of the
braille macrotext
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Foisorul
The Pavilion

credite foto / photo credits: Vlad Cindea

Programul de conferinte si ateliere
Conferences and Workshops Program

Programul de conferinte si ateliere al bienalei vine in
completarea conceptului curatorial, propunandu-si
sa contextualizeze teoretic expozitiile bienalei si
problematica ridicata de acestea.

Adresate cu precadere publicului de specialitate si celor
interesati de abordarea teoretica a artei contemporane,
conferintele vor trata teme de interes pentru scena
artistica din Romania, cum ar fi legatura dintre est si vest
si mostenirea avangardei, dar si teme actuale universale
legate de viitorul artei contemporane, natura sa
trecatoare sau autenticitatea abordarii. Aceste intrebari
isi vor gasi raspuns in discutiile purtate de invitati precum
Gregor Muir (Tate Londra), Mara Ambrozi¢ (Director
artistic NSK State), Mélanie Bouteloup (Bétonsalon -
Centre d’art et de recherche & Villa Vassilieff) sau Magda
Radu (Salonul de proiecte).

Deschizandu-se mai mult catre publicul larg, dar pastrand
accentul pe teoretizare si mai ales pe contextualizarea
lucrarilor de arta, seria de intélniri si ateliere cu artisti
ofera participantilor o ocazie rara de a intra in dialog cu
lucrarile de arta si autorii acestora. Irina Botea Bucan,
Boris Miti¢, Dan Perjovschi si Andrei Ujica sunt doar
cétiva dintre artistii care vor sustine prezentari, discutii

si ateliere pe baza proiectelor cu care participa la Art
Encounters 2017.

The biennale conferences and workshops program
serves as a complement to the curatorial concept,
introduced to theoretically contextualize the biennale
exhibitions and the issues raised therein.

Mainly addressed to a professional audience and

to those interested in a theoretical approach to
contemporary art, the conferences will deal with themes
concerning the art scene in Romania, such as the
connection between East and West and the heritage

of the avant-garde, but also current universal themes
related to the future of contemporary art, its transitory
nature or the authenticity of approach. These questions
will find an answer during discussions lead by guests
like Gregor Muir (Tate London), Mara Ambrozi¢ (Aristic
Director, NSK State), Mélanie Bouteloup (Bétonsalon -
Centre d'art et de recherché & Villa Vassilieff) or Magda
Radu (Salonul de proiecte, Bucuresti).

Accessible to the general audience but maintaining the
theoretical focus and the contextualization of artworks
in particular, the series of meetings and workshops

with artists offers to the participants the rare chance to
initiate a dialogue with the exhibited artworks and their
creators. Irina Botea Bucan, Boris Miti¢, Dan Perjovschi
and Andrei Ujica are just a few of the artists that will lead
the presentations, discussions and workshops based on
the projects participating at Art Encounters 2017.
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Program educational
Educational Program

Coordonator: Gaia Franzoso

Departe de a fi o manifestare elitista, Art Encounters

si-a asumat inca de la inceput scopul ambitios de a se
apropia de publicul larg. Prin extinderea programului

sau educational, bienala isi propune sa inlature barierele
asociate de multe ori artei contemporane si sa incurajeze
publicul sa descopere obiectul de arta cu incredere si
curiozitate.

In 2015, programul educational a avut in centrul atentiei
copiii, pornind de la ideea ca arta trebuie constientizata
de la o véarsta cat mai frageda si trebuie integrata, intr-un
mod cat mai firesc, in dezvoltarea oricarui individ. In jur
de 5.000 de copii si adolescenti au participat in grupuri
organizate la tururile ghidate si activitatile educationale
dedicate lor in expozitiile Art Encounters.

A doua editie Art Encounters isi propune sa dezvolte
acest program, completand segmentul dedicat copiilor
si adolescentilor cu unul adresat publicului adult si cu un
altul, de weekend, destinat familiilor.

Desi tintesc spre un public divers, variatele programe
educationale urmaresc un concept comun. Ele ofera

o perspectiva interdisciplinara printr-o explorare
interactiva, constituindu-se intr-un element de sprijin
pentru vizitator prin initierea unui dialog intre privitor

si opera de arta. Programul ofera, pentru doritori, si
notiuni generale cu privire la arta contemporana care sa
poata fi folosite pentru o intelegere de ansamblu atat

a acestui fenomen artistic, cat si a practicii artistilor
invitati la aceasta editie a bienalei. Speram ca prin acest
demers sa transmitem mai departe entuziasmul fata de
arta contemporana si sa diminuam imaginea ei de lume
ermetica.

Coordinator: Gaia Franzoso

Far from being an elitist event, Art Encounters, since the
very beginning, has taken on the ambitious mission of
approaching the general public. Through its educational
program, the biennale offers to eliminate the barriers
often associated with contemporary art, and to
encourage the public to discover the work of art with
sincerity and curiosity.

In 2015, the educational program had children as its
main focus, starting from the idea that art should be
encountered from an early age, and that it should be
embodied in a meaningful way for the development of
any individual. Around 5,000 children and adolescents, in
organized groups, participated in dedicated guided tours
and educational activities within the Art Encounters’
exhibitions.

The second edition of Art Encounters intends to extend
this program. Additionally, new sections will be added for
the adult public and, during the weekends, for families.

Although they target a diverse audience, the various
educational programs follow a mutual concept. They
provide an interdisciplinary perspective by way of
interactive exploration, becoming a supportive element
for visitors by initiating dialogue between the viewer and
the work of art. For those interested the program offers
general concepts regarding contemporary art that can
be useful for understanding the artistic phenomenon
as much as the practice of the artists invited to this
edition of the biennale. In this way, we hope to pass on
our enthusiasm for contemporary art and to diminish its
image as a hermetic world.
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Scara interioara

The Stairway

2

Programul de voluntariat
The volunteer program

Programul de voluntariat reprezinta o componenta
esentiala a evenimentului Art Encounters. Fara un
numar mare de entuziasti care sa se alature echipei

Art Encounters, raspunzand cu generozitate la apelului
nostru, bienala nu ar fi putut niciodata sa ajunga la scara
si complexitatea din prezent.

Inca de la prima editie, Art Encounters a pus bazele unui
program de voluntariat care completeaza echipa bienalei
in toate segmentele sale. De la asistentii tehnici - care
ajuta la amenajarea spatiilor si instalarea expozitiilor, la
mediatorii culturali - care ghideaza publicul in expozitii

si dau viata programului educational, la voluntarii ce
ofera sprijin in segmentele de comunicare si ospitalitate,
fiecare participant se implica in modul in care isi poate
aduce cel mai bine aportul, impreuna formand echipa Art
Encounters.

Arta contemporana reuseste sa stranga in jurul ei
voluntari de toate varstele care, pe langa amintirile de
neuitat, castiga o valoroasa experienta in domeniul
evenimentelor culturale desfasurate la scara larga

si descopera noi fatete ale acestui domeniu. Dorinta
voluntarilor de a se implica in acest eveniment este
unul dintre motivele pentru care viata culturala a
Timisoarei este imbogatita cu aceasta bienala de arta
contemporana de inalta tinuta.

Echipa celei de-a doua editii Art Encounters reuneste
peste 100 de voluntari, cei mai multi din Timisoara, dar
si din Bucuresti, Cluj si din afara tarii, fiecare aducandu-
si propria contributie la organizarea unuia dintre cele
mai relevante evenimente de arta contemporana din
Romania.

The volunteer program represents an essential
component of the Art Encounters event. Without a large
number of enthusiasts joining the Art Encounters team,
generously responding to our call, the biennale could
never have reached the amplitude and complexity it has
today.

Since the first edition, Art Encounters has laid the
foundation of a volunteer program that extends the team
of the biennale in all its areas. From technical assistance,
helping to arrange the spaces and installation of the
exhibitions; to cultural mediators, guiding the visitors
through the exhibitions and adding life to the educational
program; to volunteers, offering support in areas of
communication and hospitality, every participant engages
in a way that he or she can bring his or her greatest
contribution and, together, form the Art Encounters team.

Contemporary art has a way of gathering volunteers of
all ages around it who, besides unforgettable memories,
gain valuable experience in big scale cultural events,
and discover new angles in the area. The interest of
volunteers in engaging with this event is one of the
reasons this highly regarded contemporary art biennale
enriches the cultural life of Timisoara.

The team for the second edition of Art Encounters brings
together over 100 volunteers, most of whom are from
Timisoara, but also from Bucharest, Cluj and abroad,
each bringing their own contribution to the progress of
one of the most important contemporary art events in
Romania.
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Terasa

The Terrace

Jurnalism de arta
Art Journalism

Curs dedicat jurnalistilor emergenti din aria culturala
Coordonator: Daria Ghiu

Arta contemporana are nevoie de un ochi educat.

in acelasi timp, artei ii este necesara acea privire
proaspata, atenta, gata de conexiuni interdisciplinare,
fara stereotipuri, fara chei de lectura simpliste. Scena
artei contemporane din Romania a crescut in mod
considerabil in ultimii ani. Vorbim astazi despre mai multe
orase-centre artistice, galerii comerciale, spatii non-
profit, rezidente, micro-comunitati artistice, piata de arta,
carti de artist. Suntem martorii schimbarilor, ai eforturilor
de supravietuire artistica pe o scena culturala fragila,
dar si ai unor proiecte care sunt prezente constant,
incercand sa isi cultive un public specific, din ce in ce
mai numeros.

Sa scrii despre arta si fenomenul artistic contemporan
este fundamental. In absenta unui jurnalism de arta
dedicat, scena locala se transforma intr-un mediu izolat,
care nu reuseste sa-si paraseasca teritoriul, riscand sa
vorbeasca o limba doar a ei, de neinteles pentru restul
lumii. Or, o bienala de arta isi doreste sa formeze o
comunitate cat mai larga, alaturi de care sa creeze noi
puncte de intersectie pentru viitor. Jurnalismul de arta
inseamna sa faci arta accesibila si sa deschizi ,,lumile”
artistilor pentru public.

Cursul se adreseaza tinerilor jurnalisti din aria culturala.
Acesta isi propune sa analizeze modele de scriere

de artd, alaturi de formularea unor sfaturi utile, si sa
explice mecanismele artei contemporane, pornind de la
Viata - mod de intrebuintare, impreuna cu o parte dintre
protagonistii scenei de arta contemporana din Romania
- istorici si critici de arta, muzeografi, curatori, galeristi si
artisti.

Dan Acostioaei

Matri sub pustiuri

2016-2017

instalatie, video/HD, color, sunet
953"

Dan Acostioaei

Seas under deserts

2016-2017

installation, video/HD, color, sound
9’53’

A course dedicated to emerging journalists in the
cultural area
Coordinator: Daria Ghiu

Contemporary art requires a trained eye. At the same
time, art also requires a fresh, attentive examination,
open to interdisciplinary connections without stereotypes
or simplistic lecture notes. The contemporary art scene
in Romania has grown considerably over the last years.
Today, we're talking about artistic centers in several
cities, commercial galleries, nonprofit art spaces,
residences, artistic micro-communities, an art market,
artist’s books. We witnes these changes, these efforts
for artistic survival on a fragile cultural scene, but also
projects that are constantly present, trying to cultivate
a growing specific audience.

Writing about art and the contemporary artistic
phenomenon is fundamental. In the absence of
journalism dedicated to art, the local scene becomes
an isolated environment which cannot escape its

own territory, vulnerable to speaking a language
belonging only to itself, unintelligible to the rest of the
world. Whereas an art biennale aimes to grow a large
community and generate together new points of common
interest for the future. Art journalism means making art
accessible, and opening the “worlds” of artists to the
public.

The course is designed for young journalists in the area
of culture. The aim is to analyze ways of art writing
associated the formulation of useful tips, and to explain
the mechanisms of contemporary art, starting from Viata
- mod de intrebuintare (Life a User’s Manual) together
with some of the main actors on the contemporary

art scene in Romania - art historians and critics,
museographers, curators, gallerists and artists.
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Liftul
The Elevator
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Mara Ambrozic

Sustenabilitate Controversata
Note despre Arta, Angajament si Ecologie Culturala

Tn spectrul unor practici de guvernare de dreapta
moderne, controlul teritorial al institutiilor publice pare
sa reproduca acum metoda politizarii culturale, deja
binecunoscuta si eficienta. La o privire mai atenta,

se vede o0 anume vocatie a institutiilor artistice de a
monumentaliza miscarile si formele moderne si de neo-
avangarda, sustinand reconstituirile traditiei ,alternative”.
In cele ce urmeaza vom incerca s deslusim felul prin
care capitalismul tarziu genereaza o supraproductie a
acestor tipuri de modele culturale. ,Practicile subversive
si angajate” si traditiile lor par a fi fost ,translatate” de
facto in ,modalitati inspiratoare” de activitati si modele
comportamentale dominante in prezent. Situatia este
atat de complexa incat ar fi prudenta intrebarea de ce
institutiile (publice) artistice si actantii lor par a fi atat

de inconstienti in raport cu riscurile glorificarii in cadrul
economiilor capitaliste, si ce tipuri de format sustenabil
ar putea fi propuse pentru a preveni poluarea ecologiei
culturale si generationale?

Sa pornim de la presupunerea ca lumea noastra este in
schimbare - si fara indoiala ca vedem acest fenomen
mai clar decat acum cinci sau zece ani, atunci cand a
aparut caracterul temporar si s-a impus ca un soi de
modus operandi, implicand migrarea continua (fie virtuala,
fie fizica) ca factorul principal care ofera posibilitatea
circulatiei de obiecte, bunuri, actiuni si persoane. Si
totusi, acelasi statut temporal (precar) - vazut astazi ca
eminamente imprevizibil si nesigur - a fost un reper tipic
al luptei critice, culturale, si al cererii pentru autonomie,
eliberare, flexibilitate si timp liber artistic, pana in anii
1960 si 1970'. Re-emergenta practicilor artistice de
ultima ora legate de principii moderne (ca libertatea,
angajamentul constructiv, deriva si solidaritatea) s-a
petrecut in ultimii cincisprezece ani sub valul unui nou
spirit2, care le-a angajat in serviciul formarii unui stil de
viata captivant, al derivelor ludice si al comportamentelor
angajate ale Situationistilors, incluzandu-le pe acelea
care copiau comportamentele militante.

Toata aceasta sfera nu poate fi pur si simplu luata de
bung, si cu toate acestea, este recunoscuta necesitatea
capitalului global de a incorpora marginile retelelor sale,
pentru a se reaproviziona si pentru a se reproduce.

Controversial Sustainability
Notes on Art, Engagement and Cultural Ecology

In the spectrum of modern right-wing practices of state
governance, territorial control of public institutions
seems to be currently reproducing the method of
cultural politicization, already well known and effective.
Upon closer examination, a certain vocation of art
institutions to monumentalize modern and neo-avant-
garde movements and forms, sustaining re-enactments
of the “alternative” tradition, this contribution attempts

to comprehend the way late capitalism generates an
overproduction of these particular cultural models.
“Subversive art and engaged practices” and their
traditions seem to have been “transitioned” de facto

into “inspiring modes” of current, dominant behavioral
patterns and activities. The situation is so complex that

it would seem prudent to ask why (public) art institutions
and their actors appear to be so unaware of the risks of
glorification within capitalist economies, and what kind of
truly sustainable formats may be proposed to prevent the
pollution of cultural and generational ecology.

Let’s start from the assumption that our world is
changing — and certainly we see this more clearly than
five or ten years ago, when the temporal character
emerged and started to impose itself as a sort of modus
operandi, implying continuous migration (be it virtual

or physical) as the enabling factor for the circulation

of objects, goods, actions, and people. Yet, this same
temporal (precarious) state —nowadays seen as utterly
unpredictable and insecure — was a typical marker of
the critical, cultural struggle, and the demand for artistic
autonomy, liberation, flexibility and free time, up until the
1960s and 1970s'. The re-emergence of cutting-edge
art practices linked to modern principles (like freedom,
constructive engagement, drifting, and solidarity) has
occurred in the past fifteen years under the veil of a new
spirit2 that has employed them in the service of forming
an exciting life-style of playful dérives and engaged
Situationist’s® behaviors, including those mimicking the
militant ones.

One cannot simply take so much for granted, yet it is
recognized that global capital needs to incorporate
the margins of its networks in order to replenish, and
reproduce itself. At the same time, it is useful to remind
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in acelasi timp, este util s& ne reamintim ca acesta
functioneaza in asa fel incat recupereaza acesti actanti si
aceste traditii care au fost intrucatva oprimate, oferindu-
le o oarecare forma de autonomie si ajutand, in plus, la
standardizarea formelor si a codurilor de comunicare
intre toate partile implicate. Dupa inaltarea societatii
spectacolului si dupa explozia mass-media, una dintre
cele mai importante analize teoretice asupra logicii
absorbtiei capitaliste a culturii si artei in cadrul industriei
de divertisment pur a fost realizata de Theodor Adorno,
n anii 1970. Analiza sa concreta condamna industria
culturala care cultiva nevoi (psihologice) false pe care
doar produsele si marfurile le pot satisface.

In acesti ani, oragele au inceput sa-si dezvaluie stadiul
embrionar a ceea ce urma sa devina standardul pentru
situri logistice situate in retele si globalizate4. Si, datorita
cresterii exponentiale a schimburilor de forme si
substante culturale, au aparut dintr-odata relatii sociale
si circuite de schimb acolo unde ele nu existasera
inainte. Luand in considerare toate acestea, alaturi de
aspectele evidentiate de Arjun Appadurai, un antropolog,
legate de perceptia sa a ,imaginatiei” ca forma sociala,
activitate distincta supusa conditiilor unui flux cultural
global, s-ar putea intelege de asemenea modul in care
acest ,flux si reflux” continuu al formelor a implicat nu
doar o transformare iminenta si radicala a valorilor si
functiilor culturale, ci si o complicitate in producerea unei
schimbari in perspectiva ,din spatele scenelor” a istoriei
mondiale, schimbare care clarifica ideea ca ,istoria
creeaza geografiile, nu viceversa”.s

Realitatile geopolitice post-1989 au aparut si au fost
incadrate conform unei logici care nu este nici lineara,
nici nu decurge in baza unei aderente la un model
cauza-efect al istoriei, ci mai degraba in baza unui model
al coexistentelor paralele sau al traiectoriilor sub-
adiacente. Peter Osborne se refera la aceasta cala o
conditie a contemporaneitatii fragmentelor temporale,
unde modernitatea si contemporaneitatea ,coexista ca
produse temporale ale globalizarii”®. Ele exista intr-o
forma de arbitraritate istorica - la fel ca fanteziile —,
ceea ce le permite sa fie ilustrate in expozitii de arta’,
construite dintr-o acumulare coplesitoare de artefacte,
reproduceri, carti, documente, stampe si opere de arta.

Efectele acestei fracturari sunt adresate in desenele
murale ale unui artist ca Dan Perjovschi, unde relatia
simbiotica dintre retorica din capitalism si sistemul

artei contemporane devine subiectul umorului real

si al glumelor ironice, scotand in evidenta modul in

care noua forma globala a capitalismului incurajeaza
cooperarea intre corporatii multinationale si state,
ducand la privatizarea terenurilor lor, sau a padurilor
publice europene. In ciutarea acestor conexiuni, despre
care crede ca sfasie continentul, tanarul filozof Sre¢ko
Horvat ne duce intr-o calatorie documentara8 in sfera
afacerilor colonizatoare de-a lungul Europei, comentand
asupra procesului ascuns, dar continuu, al propriei sale
deposedari. Transnationala in iresponsabilitatea sa, noua
ordine globalé poate ridica si deplasa, precum demonul
Deviathan, totul, de la obiecte la ,produse temporale”

- de la scandurile dusumelelor la fictiuni post-istorice,
ca de pilda miscari revolutionare, neo-avangarda,
formule punk, la traditii antropologice, ca mosteniri si
folclor, la intregimea modernitatii globale, incluzand

arta contemporana. Institutiile artistice apar in aceasta
lumina ca ,spatii” sau ,platforme de bunuri” pentru piata
culturala globala a capitalismului nostru tarziu.

228

ourselves that it functions to recuperate those actors
and traditions that have been somehow oppressed by
offering them some form of autonomy, while also helping
to standardize forms and codes of communication
among all parties. After the rise of the society of the
spectacle and the explosion of mass media, one of

the most important theoretical readings of the logic of
capitalist absorption of culture and art into the industry
of pure entertainment was provided by Theodor Adorno
in the 1970s. His concrete analysis condemns the
industry of culture cultivating false (psychological) needs
that only products and commodities can satisfy.

In these years, cities started to appear in their
embryonic-state of what would become the standard
for networked, globalized logistic sites*.And due to

the exponential growth of exchanges of cultural forms
and substances, social relations and trade circuits
suddenly appeared where previously none had existed.
Considering all this alongside the points made by Arjun
Appadurai, an anthropologist, related to his view of
“imagination” as a social form, an activity of its own
under the condition of global cultural flow, one could
also comprehend how this continuous “ebb and flow”
of forms implied not only an imminent and radical
transformation of cultural values and functions, but also
concur to produce a shift in the “making of” world history,
one which makes it clear that it “is history that make
geographies and not vice versa”.5

Post-1989 geopolitical realities emerged and were
framed in a logic that is neither subsequent nor linear,
as would adhere to a cause-effect model of history, but
rather as coexisting parallel or sub-adjacent trajectories.
Peter Osborne speaks about this as a condition of

the contemporaneity of temporal fragments, where
modernity and contemporaneity “coexist as temporal
products of globalization”s. They exist in historical
arbitrariness — as fantasies do —which can be illustrated
in art exhibitions?, constructed out of an overwhelming
accumulation of artifacts, reproductions, books,
documents, prints, and artworks.

The effects of this fracturing are addressed in the wall
drawings of an artist like Dan Perjovschi, where the
symbiotic relationship between capitalist rhetoric and
the system of contemporary art becomes the subject of
real humor and ironic jokes, exposing how the new, global
form of capitalism incentivizes cooperation between
multinational corporations and nation-states, resulting

in a privatization of its land and public European forests.
Searching for these connections, that he believes are
tearing the continent apart, the young philosopher
Srec¢ko Horvat take us on a documentary® journey

of the business of colonization throughout Europe,
commenting on the hidden, yet ongoing, process of its
own dispossession. Transnational in its irresponsibility,
the new global order can lift and move, as a Leviathan,
everything from objects to “temporal products” — from
wooden flooring boards to post-historical fictions,

such as revolutionary movements, neo-avant-garde,
punk formations; to anthropological traditions, such as
heritage and folklores; to the entirety of global modernity,
including contemporary art. Art institutions appear in
this sense as “spots” or “goods platforms” for the global,
cultural market of our late capitalism.

Nevertheless, some firmly sustain globalization and
internationalization insofar as they appear to have
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Cu toate acestea, unii sustin cu tarie globalizarea si
internationalizarea in masura in care ele par a avea

un impact puternic pozitiv asupra economiilor locale

si a deschiderii turistice. Acest impact pozitiv pare

de asemenea paradoxal: chiar si atunci cand nu sunt
pompate fonduri majore in activitatea culturala (,foarte
putinul” pare suficient), oricum are loc pregatirea
terenului pentru interactiune umana (schimb de

capital), ceea ce in sine stimuleaza accesul institutional,
comunicarea si, astfel, circularea si conectivitatea,
promovand formele si artefactele traditionale, mentinand
particularitati specifice si locale (dar totusi globale).
Chiar prin intermediul acestor procese a fost deschisa
in mod definitiv poarta spre circularea imaginilor

si substantelor asociate unor evenimente, amintiri

si intamplari istorice ,emblematice”. $i, pe de alta

parte, se pare ca am descoperit ,bogatele repertorii
iconografice” ale Razboiului Rece ca un rezultat al
acestei deschideri. Belsugul este compus dintr-o
imensitate de utopii avortate, in forma unor miscari de
solidaritate socioculturala si politica, prin implicarea
acelora care credeau cu putere in schimbare. Ne sunt ,in
sfarsit” mediate momente in care imaginatia si telul clar
definit faceau posibila stabilirea unei noi ordini culturale si
sociale (ca de pilda conceptiile statelor bona).

Tocmai aceasta mediere a ,aspectelor socio-politice”,
cét si glorificarea lor, au fost adoptate si de institutiile
artistice si bienalele internationale in intreaga lume, in
cadrul carora re-amintirea poate fi perceputa si dintr-o
perspectiva ,instrumentald” — carevasazica, o metoda
de a oferi legitimitate politica celor care actioneaza ,in
numele a”. Mult din ceea ce am vazut dupa anul 2000
este o forma de a realiza reconstituiri ,valoroase si
serioase” ale unor evenimente istorice si practici de
punere in rama legate de realitatile geopolitice care

au devenit accesibile dupa 1989. intre ele numaram gi
miscarile de neo-avangarda (anii 1960), formatiunile
sub-culturale si asa-zisa arta a rezistentei (anii 1970 si
1980), care au fost raspandite in teritorii ce prezentau
asemanari mult mai ,notabile” decat se prevazuse: fosta
Republica Socialista Federativa lugoslavia, Brazilia si
Angola, intre Senegal, Cehoslovacia si Finlanda, intre
Romania, Ungaria si Africa de Sud, intre Rusia si Algeria,
si asa mai departe.

Astfel, arta post-socialista si post-coloniala a secolului
20 ainceput sa apara ca un ,spatiu interstitial” ale carei
practici treceau de asimilare, fie in formele ideologice ale
Blocului Sovietic, fie in formele liberalismului Vestic. Lista
exemplelor continud, incluzand agentii mai compacte,

ca laboratorul critic ,Laboratoire AgitArt”, format de
artistul Issa Samb in Senegal (Dakar, 1965-2017), cat si
adunari si grupuri mai dezarticulate, ca OHO in Slovenia
(Ljubljana/Sempeter pri Gorici, 1966-1971) sau Gorgona
(Zagreb, 1959-1966/68). Aceasta din urma a reflectat
asupra ,amestecului sau precar”, fiind compusa din varii
grupari etnice, care actiona ca un fel de baza de unificare
pentru ,gorgonizare”, ceea ce a ajuns sa insemne un
proces comportamental care forma comunitati imateriale
de-a lungul ,culturilor Europei de Est” si care, in cadrul
expozitiei recente Non-Aligned Modernity?®, a oferit una
dintre primele contributii istorice cuprinzatoare. Printre
expozitii, simpozioane si bienale, putem remarca faptul
ca aceasta atentie concentrata a fost proprie si unor
actanti-artisti din cadrul catorva miscari Third Way (din
Tari Ne-Aliniate la Internationalism Negru, la politicile
Négritude si la asa-numitul Bandung Spirit, cat si, mai
recent, la Paneuropeism si la Global South).

a strongly positive impact on local economies and
touristification. This positive impact also appears
paradoxically: even when no major finances are injected
in cultural work (the “very little” seems sufficient), it
already sets the stage for human interaction (capital
exchange), which by itself stimulates institutional access,
communication and, thus, circulation and connectivity,
promoting traditional forms and artefacts, withholding
distinctive, local (but still global) particularities. It is
through these processes that the gate to the circulation
of the images and substances linked to “emblematic”
events, memories and historical events has been
definitely accessed. And, on the other hand, it seems
that we have been discovering the “rich iconographic
repertoires” of the Cold War period as a result of this
gate. This richness is made from a myriad of unrealized
utopias, in the form of movements of sociocultural

and political solidarity by the involvement of those

who strongly believed in change. Moments, in which
imagination and purpose could make possible the
establishment of a new cultural and social order (such
as conceptions of welfare states), are “finally” mediated
to us.

It is precisely this mediation of “socio-political aspects”,
and their glorification, that were also embraced by art
institutions and international biennales all over the world,
in which remembrance might be seen also from the
“instrumental” perspective —which is to say, as a method
that grants political legitimation to those acting “in the
name of”. Much of what we have seen since 2000 is
somehow doing “valuable and serious” reconstructions
of historical events and framing practices linked to
geopolitical realities that became accessible post-1989.
Among them, the neo-avant-garde movements (1960s),
sub-cultural formations and the so-called resistance art
(1970s and 1980s) which were widespread throughout
territories that presented far more “notable” similarities
than predicted: between the SFRY, Brazil and Angola,
between Senegal, Czechoslovakia and Finland, between
Romania, Hungary and South Africa, between Russia and
Algeria, and so on.

This is how the 20th Century post-socialist and
post-colonial art started to appear as an “in-between
space” whose practices went beyond assimilation, either
in the ideological forms of the Soviet bloc or in the
liberalism of the Western. The list of examples goes on
to include more compact agencies like the critical lab,
“Laboratoire Agit'/Art”, formed by the artist Issa Samb in
Senegal (Dakar, 1965-2017), as well as more disjointed
assemblies and groups such as OHO in Slovenia
(Ljubljana/Sempeter pri Gorici, 1966-1971) or Gorgona
(Zagreb, 1959-1966/68). The latter had reflected upon its
“precarious mix” of belonging to different ethnic groups,
which was some sort of unifying base for “gorgonisation”,
which came to mean a behavioral process that formed
immaterial communities across “Eastern-europe’s
cultures” and which, in the recent exhibition Non-Aligned
Modernity?®, provided one of the first comprehensive
historical contributions. Among exhibitions, symposiums
and biennales, we may remark that this focused attention
has also been given by the art-actors to several Third
Way movements (from Non-Aligned Countries to

Black Internationalism, to the politics of Négritude and
the so-called Bandung Spirit, and, more recently, to
Paneuropeism and the Global South).
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Se contureaza preocuparea ca se petrece un fenomen
care este mult mai mult decat un efort colectiv de a
conserva trecutul, sau un simplu curent de reactivare

a industriei glocale a nostalgiei, care incorporeaza
evenimente ,revolutionare” si embleme ale intelectualitatii
pe suprafetele sacoselor textile, blocnotesurilor si
tricourilor, infatisandu-i pe aceia care au functionat ca
initiatori reali ai unor miscari de reforma (Mayakovsky,
Gorki, Malevi¢, Kardelj, Césaire, Sédar Senghor, Kosovel,
Kundera si Havel, pentru a mentiona doar o mica parte
dintre ei). Aspectul infricosator este legat de faptul ca
acele elemente din trecut care pareau ,,0 posibilitate
pentru un nou viitor”, o noua lume, o noua viata, par in
contextul actual chiar marfa unor fenomene intense de
circulatie, publicitate si curatoriat, conservare si schimb
expozitional. Numarul in crestere de expozitii extinse-
de-scara-larga in doua sau mai multe orase in acelasi
timp, francizarea institutiilor de arta si dezvoltarea
evenimentelor temporare (bienale si trienale) stau
marturie a supraproductiei culturale a secolului 21.

Miza este inscenarea unor circuite complexe si a unor
platforme interconectate global, care produc o ,noua
globalitate geopolitica”©. Arta contemporana este
vazuta ca spatiul in care dimensiunea mediata a luptelor
revolutionare ale modernitatii intrd in rama vizibila a
prezentului, iar acest lucru este realizat prin asumarea
Lfunctiei unei marfi in reteaua globala de societati
capitaliste”. Asa cum observa Mikkel Bolt Rasmussen,
acest efect deosebit de periculos este accentuarea
puternica a factorilor de reality-show sau, in cuvintele
sale, arta poate ,(...) deveni un sanctuar pentru capitalul
nou-acumulat pretutindeni pe glob, dar in acelasi timp
ramane un spatiu pentru dramatizarea continua a artei
activiste si a curatoriatului politic”, necesitand asadar de
la artisti si curatori folosirea institutiilor artistice ca ,spatii
pentru discutia politica cu un continut care arareori este
gazduit oriunde altundeva - o piata anume, care pare a fi
fost capabila sa evite in intregime criza!”.12

Dincolo de aceste detalii dulci-amare, ar trebui acum

sa incercam sa ne intrebam daca un obiect artistic,

sau o expozitie de arta, sau chiar si o intreaga bienala

ca institutie temporara, ar putea fi transformate intr-un
»Spatiu in care realizarea de conexiuni” ar putea avea
suficienta putere pentru a aduce o provocare nevoii reale
de a produce conflictul constructiv suprapus peste intreg
—un conflict care ar putea fi vazut ca o forta generativa
pentru o practica sustenabila in care negocierea este

o necesitate atat pentru metodologiile colaborative,

cat si de ramele transdisciplinare care ar putea apoi
beneficia prezentul ,pentru o zi, dar si pentru o viata™
revendicarea promitatoare a evenimentului ,Viata - mod
de intrebuintare”, a doua editie a bienalei Art Encounters
la Timisoara.

Daca se bucura de infelepciune, atunci acesta este
momentul pentru a adopta o stare de spirit propice
cooperarii pragmatice, care exclude suprematia
autoritariana si hazardarile egoiste, si este deschisa
coordonarii cu toate sferele si formele de arta vie pentru
a rezista neutralizarii fiecarei experiente. Ar trebui sa

fim constienti ca, desigur, ,comunitatea imateriala”
transfrontaliera exista in teritoriul software-ului, unde
evenimente se pot ,petrece prin conductie algoritmica a
comportamentelor auto-regizate de Utilizatorii auto-
interesati”. Asa cum explica Benjamin H. Bratton, nu doar
lumea, cat si natura suprafetei Pamantului s-au schimbat,
iar el numeste acest proces Stiva:
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The emerging concern is that something much more than
a collective effort to preserve the past is happening, or

a simple trend of rebooting the glocal nostalgia industry
that incorporates “revolutionary” events and intelligentsia
emblems on cloth bags, carnets, and T-shirts picturing
those that served as the real initiators of reformative
movements (Mayakovsky, Gorki, Malevi¢, Kardelj,
Césaire, Sédar Senghor, Kosovel, Kundera, and Havel,

to name but a few). The frightening aspect is linked to
the fact that what in the past looked like “a possibility for
a new future”, a new world, a new life, seems in today’s
context to be the very commodity of intense circulation,
advertising and curation, preservation, and exhibition
exchange. The rising number of expanded-large-scale
exhibitions in two or more cities at the same time, the
franchising of art institutions, and the growing of triennial
and biennial temporary events are testimonies to the
cultural overproduction of the 21st century.

What is at stake is a staging of complex circuits and
globally interconnected platforms that are producing

a “new geopolitical globality”1°. Contemporary art is
seen as the place where the mediated dimension of
modernity’s revolutionary struggles enter into the visible
frame of our current time, and it does so “in the function
of a commodity of the global network of capitalist
societies”. As Mikkel Bolt Rasmussen observes, the
highly dangerous effect is the strong accentuation of the
reality-show factors, or in his words, art can “(...) become
a heaven for newly accumulated capital across the globe
but also remains a place for the ongoing dramatization
of activist art and political curating”, thus requiring
artists and curators to use art institutions “as spaces

for political discussion of a tenor that rarely takes place
anywhere else — a particular market that seems to have
been able to dodge the crisis completely!”12.

Beyond these bittersweet details, now ought to try to
ask ourselves if an art object, or an art exhibition, or
even a whole biennale as a temporary institution could
be transformed into a “place where making connections”
may exhibit enough strength to challenge the real

need to bring about the constructive conflict overlying
the whole —a conflict that would be seen a generative
force for a sustainable practice in which negotiation

is needed by both collaborative methodologies and
transdisciplinary frameworks that can then benefit our
present “for a day but also for a lifetime”: the promising
claim of “Life a User’'s Manual”, the second edition of Art
Encounters in Timisoara.

If sagesse is there, then it is time to embrace the mood
for a pragmatic cooperation that excludes authoritarian
supremacy and egoistic ventures, and is open to
coordinate with all spheres and forms of living work to
resist neutralization of every experience. We ought to

be aware, of course, that cross-border the “immaterial
community” exists in the software territory, where events
can “occur through the algorithmic conduction of self-
directed behaviors by free-range Users”. As Benjamin

H. Bratton explains, not only the world, but also the
nature of Earth’s surface has changed, and he calls it,
The Stack: “a proto-megastructure built of crisscrossed
oceans, layered concrete and fiber optics, urban metal
and fleshly fingers, abstract identities and the fortified
skins of oversubscribed national sovereignty”3. And, as
noted already by so many, the need of organizational
forces of non-controversial sustainability is of immediate
urgency if the issue of cultural ecology and the gradual
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»a proto-megastructura construita din oceane intretaiate,
beton stratificat si fibra optica, metal urban si degete
carnoase, identitati abstracte si pieile fortificate ale
suveranitatii nationale suprasubscrise”3. i, asa cum

s-a observat deja de atétia altii, nevoia pentru forte

ale unei sustenabilitati non-controversate este de
urgenta imediatd, daca se doreste adresarea problemei
ecologiei culturale si a abandonarii treptate a fortelor
institutionalizante, cu ale lor forme de control bazate pe
soft power, in favoarea altor forme de viata (culturald).

1 Trimiterea este la scrierile membrilor Scolii de la Frankfurt, Herbert
Marcuse si Marx Horkheimer, alaturi de Adorno.

2 Vezi Luc Boltansky si Eve Chiappello, “The Transformation of Capitalism
and the Neutralization of Critique”, in The New Spirit of Capitalism, trad. de
Gregory Elliot, London and New York: Verso, 2007 [1999], pp. 420-482.

3 LiInternationale Situationniste sau IS, a fost o alianta revolutionara de artisti,
scriitori si poeti de avangarda, cu sediul central la Paris. Formata cu ocazia
unei conferinte din ltalia, in 1957, alianta a avut un rol important in tentativa
revolutionara de la Paris, din 1968. Folosind tehnica derivei (teoria derive) ca
,0 modalitate de comportament experimental legat de conditiile societatii
urbane: o tehnica de trecere rapida prin multiple ambiante variate” (Guy
Debord, Internationale Situationniste #1 (Paris, June 1958), IS propunea o
critica a capitalismului, combinand idei din marxism si din suprarealism. Unul
dintre liderii miscarii a fost Guy Debord, autorul faimoasei carti Societatea
spectacolului (1967).

41n legatura cu asta, vezi conceptul orasului global, asa cum este propus de
Sasskia Sassen in “The Global City: Enabling Economic Intermediation and
Bearing its Costs”, in City & Community (15): 97-108. Nota culeasa la data de
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Inapoi la munca, duceti-va acasa!
Vazul moral si lucrul bine facut

»,Nu avem timpul necesar pentru a munci bine.”
— Duchamp

Sumar spus, artistul lucreaza cu sine pentru oricine. Desi
aparent triviala, aceasta definitie minimala formuleaza,
de fapt, dubla conditionare etica (deci politica) a artei,
care desfide continuturile ei estetice pur istorice, in

mod necesar contingente, aflate in continua si la fel

de necesara deplasare (dat fiind ca esteticul este
permanent recuperat economic, deci tot politic: artistul
cupleaza politic esteticul cu eticul impotriva cuplarii
permanent concurente, a esteticului cu economicul,
pentru a echilibra, a contrabalansa politic lucrurile).

Dubla conditionare etica a artei, asadar: artistul lucreaza
(sau, mai bine spus, in sensul lui Duchamp, ,face o
actiune”, adica mai curand actioneaza decét produce,
actioneaza chiar si atunci cand produce) obligatoriu
numai cu sine (ca ,material”), pornind de la sine si asupra
lui insusi, dar obligatoriu pentru oricine (nu pentru ,toti”,
Ci pentru oricine vrea sa se foloseasca de formulele

pe care el le propune, prelungind si ,traducand” liniile

de actiune productiva activate de el). Expunere si
deschidere, dubla dez-apropriere a artei: artistul se
expune, dar nu se expune decat pe el insusi, nu pe altul;
si nu o face (doar) pentru el insusi, ci (in primul rand)
pentru altii.

Artistii propun moduri de a lucra cu noi ingine in calitate
de constructii sociale, de dat social construit, de natura
construita cultural, combinand insa acest hiper-
constructivism cultural, care poate indemna la pasivism,
defetism, pesimism sau la lupta reactiv-resentimentara
pentru recunoastere, dimpotriva, cu un voluntarism
plastic. As putea numi, deci, aceasta conceptie
constructivism voluntarist.

Arta ne invata in primul si in ultimul rand cum sa ne re-
construim, adica cum sa ne apropriem si sa ne asumam
principiul constructibilitatii umane, devenind insa, din
obiecte, subiecti, intotdeauna colectivi, intotdeauna unii
impreuna cu si prin altii. Aspectul colectiv este esential,
caci daca este adevarat ca numai altii ne pot construi,
ca nu putem fi construiti decat ca obiecte, inseamna ca,
tactic, si reaproprierea (sau resubiectivarea) principiului
constructibilitatii plastice trebuie abordat eficient doar in
colectiv, fiecare fiind nu pe rand, ciin acelasi timp, obiect

Back to Work, Go Home!
Moral sight and the job well done

“We do not have the time we need to work well.”
— Duchamp

Briefly said, the artist works with himself, for anyone.
Although apparently trivial, this minimal definition actually
formulates the double ethical (thus political) conditioning
of art, which defies its purely historical aesthetic
contents, which necessarily become contingencies, in a
state of continual and equally necessary displacement
(given that the aesthetic is continuously recovered by the
economic, which is also political: the artist performs a
political coupling between the aesthetic and the ethical,
against the permanently adversarial coupling between
the aesthetic and the economic, in order to bring
equilibrium, to counterbalance things politically.)

The double ethical conditioning of art stands as follows:
it is mandatory that the artist works (or rather, taking
Duchamp’s meaning, “performs an action”, that is to say
he acts more than he produces, he acts even when he
produces) only with himself (as a “material”), starting
from himself and upon himself, but it is mandatory that
he does it for anyone (not for “everyone”, but rather for
anyone who may want to use the formulas proposed,
prolonging and “translating” the vectors of productive
action thus activated.) Exposure and opening, double un-
appropriation of art: the artist exposes himself and only
himself, not anyone else; and he does not do this (only)
for himself, but (primarily) for others.

Artists propose ways of working with ourselves as

social constructs, with constructed social status, with
constructed cultural norms, taking this cultural hyper-
constructivism, which can lead to passivity, defeatism,
pessimism or reactive-resentful struggles for recognition,
and combining it, quite contrarily, with the plasticity

of voluntarism. This conception could thus be called
voluntarist constructivism.

Art teaches as first and foremost how to reconstruct
ourselves, namely how to approach and how to assume
the principle of human constructability, which however
turns us from objects into subjects, always collective,
always ones together with and through others. The
collective aspect is essential, because if it is true

that only others can construct us, that we cannot be
constructed in any other way than as objects, that means
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si subiect al re-crearii, al re-producerii de sine. Adevarata
reflexivitate nu se poate realiza decat prin Altul, in
colectiv, prin colectivitate.

Cu asta se ocupa arta si din asta se compune cultura:
cu/din proceduri de auto-re-constructibilitate colectiva.
Viata in macheta permanenta.

Casa comuna a artei, muncii si vietii

Nu vreau sa ma lansez acum si aici intr-o hermeneutica a
conceptului curatorial al bienalei de fata, dar sunt convins
ca titlul ei, care il preia, modificandu-I, asa cum vom
vedea, insesizabil (,inframarunt” - ,inframince” -, cum ar
fi spus acelasi Duchamp), titlul unei celebre carti (inca
netraduse in limba romana) a lui Georges Perec (scriitor
contemporan a carui clasicizare a fost consfintita, anul
acesta, prin publicarea in si mai celebra colectie ,Pléiade”
a editurii Gallimard), depaseste simpla citare. Cred, altfel
spus, ca scrierea scriitorului francez spune ceva despre
situatia - si situarea - artei contemporane (in inteles
strict actual). Ca a fabula a acesteia.

Sa privim, in primul rand, titlul. Daca, in prelungirea

ei romaneasca de fata, el suna ,Viata - mod de
intrebuintare”, in original el nu este atat de explicit, altfel
spus, liniuta explicativa introdusé, pentru dezambiguizare,
acum lipseste: La Vie mode d’emploi. Cum trebuie citit
acest titlu fara punctuatie: mod de intrebuintare al

vietii? Viata ca mod de intrebuintare al vietii? lar prin
prelungirea lui de acum: arta ca mod de intrebuintare al
vietii? Viata ca arta de a intrebuinta viata? Etc.

De fapt, titlul romanului (de ,romane”) al lui Perec este
unul de grad secund, el imagineaza un joc de puzzle,
posibil intitulat ,Viata” (viata ca joc existential si social),
cartea ca atare propunand moduri de a ne folosi de acest
»joc”, de a ,juca” acest ,joc” care e Viata, de a ,juca”
Viata, de a ne ,juca”’ vietile si ,de-a” Viata.

De la inceput, inclusiv printr-un motto din Klee, ni se
atrage atentia ca este vorba de vaz, de a privi bine pentru
a vedea, de o viziune care nu este data, care nu este
Lnatural@”, dar nici arbitrara, ci artificiala, adica artistica,
facuta ca actiune pentru a vedea: ,priveste cat te tin
ochii”. Perec imagineaza o casa, de fapt nu o cas3, ci

un imobil, deci o locuinta in comun, o ,casa de case”,
insistand asupra privirii de ansamblu, singura care ne
poate face sa vedem: doar daca privim ansamblul, adica
realitatea ca lume, ,sub specia” faptului-de-a-fi-lume,
putem ajunge sa vedem cu adevarat, adica sa intelegem.
Imaginea (in sens, asa cum vom vedea, moral, nu estetic)
nu se formeaza decéat ca lume: vedem lumi, vedem
Lumea, sau nu vedem, ni se pare doar. Trebuie sa vedem
lumea cu limitele ei, interne si externe, adica ceea ce se
afla (este pus, deplasat) inauntrul si in afara lor.

Deja, trimiterea la arta contemporana (care, dincolo de
titly, 1l va fi facut, probabil, pe curatori sa propuna acest
titlu) mi se pare evidenta: ,Locuitorii unui acelasi imobil
tréiesc la cativa centimetri unii de altii”, nu-i despart
decét niste pereti subtiri. Nu aceasta e situatia noastra
azi, situatia-lume pe care vrem s-o uitam si pe care doar
arta nu a capitulat, inca, in a ne-o arata: lumea-imobil
comun?
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that, from a tactical point of view, re-approaching (or

the renewed subjection to subjectivity of) the principle

of pictorial constructability must be approached only
collectively for it to be effective, where each person is
simultaneously (not alternatively) both object and subject
of re-creation, of self-re-production. True reflexivity

can only be achieved through the Other, in a collective,
through collectivity.

This is what art does, and this is what culture is
comprised of: with/through collective procedures of self-
re-construction. Life as a permanent mock-up.

The common house of art, work and life

| do not want to launch myself in a hermeneutic analysis
of the curatorial concept of the current biennial, but | am
convinced that its title, which surpasses a simple citation,
borrows and (as we will see) subtly modifies (“infra-
minces” as Duchamp would have also said) the title of

a famous book (not yet translated into Romanian) by
Georges Perec (contemporary writer whose ascension
to the classical ranks has been highlighted this year

by his publication in the even more famous collection
“Pléiade” of the Gallimard publishing house.) In other
words, | believe that this work by the French author says
something about the situation — and the positioning — of
contemporary art (meaning strictly current). It is similar
to a fable of it.

Let us seeg, firstly, the title. If, in its current Romanian,
protracted form, it is written as “Life — a User’s

Manual”, the original is not so explicit. That is to

say, the explicative hyphen added in Romanian, for
disambiguation, is absent: La Vie mode d’emploi. How
must this title be read without punctuation: an instruction
manual for the use of life? Life as a user’s manual for
life? And via its current protracted form: arts as a user’s
manual for life? Life as an art of putting life to use? etc.

In fact, the title of Perec’s novel (of “novels”) is of a
secondary degree, as he imagines a puzzle game,
possibly titled “Life” (life as an existential and social
game), and the book itself proposes ways of using this
“plaything”, of “playing” this “play” that is Life, of “playing”
Life, of “playing” our lives and of “playing Life.”

From the beginning, including through a motto by Klee,
we are made aware of the fact that the issue is sight—to
behold well in order to see —, a vision which is not given,
it is nor “natural”, neither arbitrary, but rather artificial,
that is to say artistic, performed as an action facilitating
(in)sight: “see as far as your eyes can see”. Perec
imagines a house, although not a house, but rather a
building, so a communal living space, a “house of houses”,
insisting upon an overview, the only type of vision that
can make us see: only by acquiring an overview of reality
as a world, only through the lens of world-ness, can we
begin to truly see (in both meanings of the word). The
image (as we will see, in a moral, not an aesthetic sense)
can only be formed as a world: we see worlds, we see
The World, or we don’t, we only think we do. We must
see the world with its internal and external limits, that is
to say, with what is (placed/displaced) within and without
them.

Liftul 12.2 | Bogdan Ghiu
The Elevator

Pe de alta parte, peretii despartitori ai camerelor si ai
apartamentelor in care se lucreaza vietile nu corespund
cu decupajele puzzle-lui: pentru a ne face sa insistam,
sa muncim pentru a vedea, arta decupeaza altfel viata,
cadrajele si focalizarile ei nu trebuie sa se suprapuna
peste granitele si separatiile (politice, geografice,
economice, epistemice, categoriale etc.) existente,
reproducandu-le, ci, tocmai, sa le intersecteze pentru
a le arata, pentru a le denunta arbitrarietatea, ,de-re-
constructibilitatea” (Derrida), pentru a le deconstrui
vizual, prin elaborarea si interventia vazului moral.

Si nu numai decupajele lumii-puzzle, ale imaginii de
puzzle a imobilului-lume prin intermediul caruia artistul isi
propune sa faca vizibila situatia actuala a lumii, nu sunt
naturale sau arbitrare, date, nici inlantuirile dintre piesele
acestuia nu sunt date sau arbitrare, ci insesizabile, ne-
evidente, de fiecare data singulare, trebuind identificate
caz cu caz.

Ce se intampla insa in acest imobil, ca imagine artistica
(adica de interventie) a lumii? Cine populeaza acest
imobil? Cine traieste si ce face in el? In casa-lume a lui
Perec traiesc si lucreaza multi mestesugari si artisti.
Or, acesta este un aspect decisiv, care poate descrie,
cred eu, extrem de precis situatia si stadiul strict
contemporane ale artei contemporane.

Noua contemporaneitate a artei contemporane:
dematerializare si invizibilitate vs recunoastere si munca
buna

In casa-lume actual, vietuitorii-mestesugari lucreaza
artizanal, pre-modern, pre-industrial, la propriile vieti,
dar o fac acasa, modest si harnic, aplicat, intr-o noua
indistinctie atelier-locuinta, adica viata-lucrare, opera-
operare, post-uzina, dar si post-post-dematerializare
post-fordista: viata ca arta, inventare de moduri de
intrebuintare ale vietii. Caci, ar trebui s& stim deja, nu
exista ,viata nuda” (Agamben), ci doar incercari si planuri
de a denuda viata, de a o scoate in afara lumii, de a o
lasa descoperita, expusa, fara valoare: nerecunoscuta,
neperceputa moral ca viata.

Arta lucreaza din nou la domiciliu, acasa, dincolo - sau,
mai precis, dincoace — de orice separare si diviziune
artificiald, economic-industrial-capitalista, munca/viata,
reluénd insa (macar in discutie) categoriile istorice ale
grevei si somajului.

Intr-o extrem de preliminara (cum ar fi spus Derrida)
formulare a ei, teza réndurilor de fata ar fi urmatoarea:
dupa opozitia modernista artd/munca, dar si dupa
respingerea hipermodernist-duchampiana a muncii, care
a dus la aparenta ei disparitie, la iluzia post-moderna

a eliberarii din alienarea muncii, la dematerializarea
muncii, urmata de recuperarea neoliberala a artistului

ca model al post-muncii si, deci, de o ,proletarizare” a
artistului insusi si de o noua exploatare generalizata prin
descalificarea insusi conceptului de munca, arta pare ca
lucreaza, azi, la re-calificarea si relansarea muncii.

Already the reference to contemporary art (which,
beyond the title itself, is what probably determined the
curators to propose this title) appears evident: “The
inhabitants of the same building live mere centimeters
from one-another”, separated only by thin walls. Is this
not the situation we live in nowadays, the world-situation
we're trying to forget, on which only art has not yet given
up on exposing to us: the world as a communal building?

On the other hand, the separating walls of rooms

and apartments where lives are being worked do not
correspond with the jigsaw cuts of the puzzle: in order
to force us to insist, to work in order to see, art cuts

life on different lines, its frames and focus must not

be superimposed on the thresholds and separations
(political, geographical, economic, epistemological,
categorical etc.) which already exist, reproducing them,
but precisely to intersect them in order to expose

and denounce their arbitrary natures, their de-re-
constructability (Derrida), to deconstruct them visually,
through the development and intervention of moral sight.

And it is not only the jigsaw cuts of the puzzle-world, of
the puzzle image of the word-building though which the
artist aims to make visible the current situation of the
world, that are not given, natural or arbitrary, but neither
are the connections between its pieces given or arbitrary,
but rather subtle, un-evident, singular each time, in need
of case-by-case identification.

But what happens in this building, as an artistic image
(that is to say, an intervention) of the world? Who
populates this building? Who lives within, and what do
they do? Perec’s world-house is populated with many
craftsmen and artists that live and work there. Well, this
is a decisive aspect, which | believe can describe with
extreme precision both the status and the situation of
contemporary art.

The new contemporariness of contemporary art:
dematerialization and invisibility vs. recognition and good
work

In the current house-world, the craftsmen-inhabitants
work on their own lives in an artisanal, pre-modern,
pre-industrial way, but they do it at home, modestly and
diligently, applying themselves, within a new blurring
between workshop and home, namely life-work, opus-
operation, post-factory, but also post-Ford post-post-
dematerialization: life as art, invention of uses for life.
Because, as we should already know, there is no “nude
life” (Agamben), but only attempts and plans to denude
life, to displace it outside the world, to leave it exposed
and valueless: unrecognized, morally unperceived as life.

Once again, art works from home, beyond, or more
precisely, this side of any artificial economic-industrial-
capitalist separation or division between work and life,
while reprising (at least in terms of discussion) the
historical categories of striking and unemployment.

In an extremely preliminary formulation (as Derrida would
have said), the thesis animating these lines would be
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Dupa ,viata buna” dupa retete standard, arta propune,
azi, un nou stindard si o noua lupta: aceea pentru munca
buna. Si aceasta deoarece, avand in vedere inevitabila
obsolescenta programata structurala pentru capitalismul
financiar contemporan, singura capabila sa intretina
productia tot mai accelerata de profit, in capitalismul
actual se munceste obligatoriu prost si de mantuiala, si,
in acelasi timp, invizibil, nerecunoscut, descalifica(n)t:
simaterial”.

Aceasta mi se pare a fi una dintre liniile de actualitate,
adica de contemporaneizare (nimic nu este, ci tinde,

se straduieste permanent sa devina contemporan), ale
artei contemporane: re-calificarea muncii, atat din punct
de vedere categorial, cat si din punct de vedere moral,
adica re-calificarea insusi conceptului, ca atare, de
munca, facuta sa dispara cu concursul si complicitatea
artei insesi, care a acreditat si a pus, istoriceste, umarul
la impunerea, ca model si norma sociala, a artistului si

a lucratorului ,,post-fordist” ca ,,antreprenor de sine”,
ceea ce a reprezentat — acum vedem! - o capcana,
adica o mare promisiune de emancipare si de realizare
a autonomiei transformata in nou front de ,aservire
voluntard@”, fara opozitie si fara lupta, ba chiar cu iluzia
intretinuta de mitul politic-publicitar al ,realizarii de sine”.

Contemporaneitatea cu situatia lumii, venirea in
contemporaneitate cu lumea pe care o propune,

strict actual, arta contemporana, mi se pare, asadar,

prin prisma cartii lui Georges Perec, Viata mod de
intrebuintare, dar si a macro-expozitiei Viata - mod

de intrebuintare, a consta tocmai in aceasta ,contra-
privatizare” a artei: artistul se ,retrage” acasa ca sa
recadreze viata si munca, ca sa poata trai demn muncind
bine. Ca in pre-modernitate (pentru a putea sa reflecteze
asupra proiectului de modernitate), atelierul Iui este casa
insasi. Pe care artistul o locuieste obligatoriu cu chirie, nu
ca proprietar.

O viata care sd poata fi traitd, pentru ca ceea ce traim nu
este neaparat viata, iar viata nu mai este neaparat traita
de toti oameni si nici in exclusivitate de oameni si de
vietuitoare, ci, deja, ,trans-uman”, de tehnologiile aflate in
curs de aliniere pentru realizarea trans-ontologica a unei
proteze totale a omului si chiar a viului ca atare.

Arta manual de utilizare. Doua - sau mai multe - concepte
operatorii
(micro-Reader)

Exista cel putin doua concepte care, prin corelarea
lor, mi se par potrivite pentru a incerca sa intelegem
situatia actuala a lumii si, deci, contemporaneizarea cu
aceasta situatie la care lucreaza arta contemporana
(,contemporan” neinsemnand prezent, ci raportare la
prezent si corelare de prezenturi: co-temporaneitate).

O astfel de corelatie conceptuald, de ,asamblaj” sau
de contra-dispozitiv, de armatura de concepte, mi se
pare aceea dintre conceptul de auto-design, asa cum
il propune Boris Groys', si conceptul de auto-reificare,
elaborat anterior de Axel Honnethz2.

.Fiecare individ trebuie sa-si creeze propria imagine”
(p. 13), spune Groys, cu totii avem ,datoria de a ne
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the following: after the modernist opposition between
art/work, but also after the hypermodern-Duchampian
rejection of work, which led to its apparent fadeaway,
to the post-modern illusion of emancipation from the
alienation of work, to the dematerialization of work,
followed by the neo-liberal reclamation of the artist as
a model of post-work and, thus, by a transformation of
the artist into an aspect of the “proletariat” and a new
generalized exploitation via the disqualification of the
very concept of work, art seems to be working today on
the re-qualification and revival of work.

After the “good life” of standard recipe, today’s art
proposes a new banner and a new struggle: the

fight for good work. And this is because, considering
the inevitable structural planned obsolescence of
contemporary financial capitalism, the only concept
capable of maintaining the continually accelerating
production of profit, in current capitalism work is
fundamentally poor and perfunctory, while at the same
time invisible, unrecognized, disqualified/disqualifying:
“immaterial.”

This seems to me as one of the vectors of actuality,

that is to say of contemporariness (nothing is, but

rather tends to be, struggles continually to become
contemporary) of contemporary art: the re-qualification
of work, both from a categorical point of view, and from
a moral perspective, that is to say a re-qualification of
the concept itself, as is, of work, made to disappear with
the consent and complicity of art itself, which accredited
and toiled, historically, to impose the social model and
norm of the “post-Ford” artist and worker as a “self-
entrepreneur”, which represented — now we see! —a
trap, a great promise of emancipation and realization

of autonomy, transformed into a new front of “voluntary
slavery”, with no opposition and no fight, but even with
the maintained illusion of the political-advertising myth of
“self-actuation.”

Contemporariness with the situation of the world,
becoming contemporary with the world it proposes, from
a strictly current perspective, reveals contemporary art
to me, through the lens of George Perec’s book “Life a
User’s Manual”, but also through the macro-exhibition
Life—a User’s Manual, as comprised of this specific
“contra-privatization” of art: the artist “retreats” at home,
to reframe life and work, to be able to live in a dignified
way by working well. As in pre-modernity (in order to be
able to reflect on the project of modernity), his workshop
is his very home. Which it is mandatory for the artist to
inhabit as a tenant, not as an owner.

A life which can be lived, because that which we live isn’'t
necessarily life, and life isn’'t necessarily being lived by
all people, and neither is it exclusively the purview of
humans and earthlings, but, by now, also the purview

of the “trans-human”, the technologies going through
the process of being aligned on the cusp of the trans-
ontological achievement of a total prosthesis for humans
and even of the living as a whole.
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supune unui auto-design”, ,fiecare cetatean al lumii
contemporane trebuie sa-si asume responsabilitatea
etica, estetica si politica a propriului auto-design” (p. 36),
~suntem condamnati, de acum inainte, sa ne elaboram
propriul design” (p. 39), ,auto-designul, dupa ce a
constituit privilegiul si datoria catorva alesi, a devenit, in
epoca noastra, practica culturald de masa prin excelent&d
(p. 45), ceea ce face cainsasi ,arta contemporana sa
functioneze din ce in ca mai mult ca design” (p. 44),
rasturnand perspectiva curenta si facandu-ne sa putem
spune ca ,la originea intregii arte se afla designul” si
ca ,designul preceda intreaga artad” (p. 59), ba chiar
ca ,arta contemporana a devenit o practica culturala

a” (p. 112), ,designul contemporan oferindu-ne

de masa
mijlocul de a ne concepe si de a ne locui apartamentele
si locurile de munca asemenea unor instalatii artistice”
(p. 141) — aceasta ultima observatie readucandu-ne la
pertinenta imaginii-puzzle (care, tocmai de aceea, trebuie
permanent re-facuta) a Iui Perec despre casa-atelier sila
contemporaneitatea artei contemporane ca re-calificare
a muncii prin refacerea indistinctiei viatd/munca.

Intr-una dintre cele mai avansat-critice diagnostice
privitoare la arta contemporana, Groys afirma ca, azi,
Lartistul este cel mai adesea inchiriat [sublinierea mea]
pentru o anumita perioada de timp, ca muncitor, in scopul
realizarii unui proiect institutional sau a altuia” (p. 146).
Artisti cu chirie, in case-atelier cu chirie, provizorat,
precaritate, modestie, harnicie, lucrare continua,

fara ,timp liber”: relansare a muncii prin arta si noua
materialitate, re-materializare a muncii ca datorie morala
de recunoastere.

Or, asa cum spuneam, conceptul de auto-design al lui
Groys trebuie corelat, pentru a o mai buna eficienta a
luptei descriptiv-analitice, cu cel de auto-reificare, al lui
Honneth.

Ce este auto-reificarea? Raportarea la sine ca la un
lucru si chiar ca la o marfa, pentru a implini stereotipurile
si normativele pe care le societatea ni le impune

pentru realizarea iluziei ,realizarii de sine”, facandu-ne
sa ne raportam la noi insine in sens cognitivist, nu ca
recunoastere morala, auto-reificarea producandu-se, azi,
mai cu seama estetic, ca auto-design.

Tocmai de aceea, din pricina acestei situatii se retrage,
azi, arta acasa, stabilindu-si atelierele in apartamentele
locuite cu chirie, in im-proprietate, incercand sa re-
califice si sa re-faca vizibila moral munca asa-zis
depasita prin trucul ,dematerializarii”, care de fapt e
delegata si transferata, facuta invizibila pentru a nu

mai fi deloc recunoscuta si, deci, rasplatita. Devenita
rasplata simbolica in sine (asa cum diagnosticase, deja,
Bourdieu), recompensa salariald prin ea insasi, munca a
fost eliminata total de pe statele de plata. Arta o readuce,
azi, in discutie, adica in contemporaneitatea imediata a
perceptiei morale, politice, economice.

Marea intrebare care se pune azi este insa aceea pe
care o pune Maurizio Lazzarato3: ,Mai are vreun sens
refuzul [duchampian] al muncii?” (p. 9). Nu, raspunde
arta contemporana, stiind insa foarte bine (in locul si
inaintea aproape tuturor ,expertilor” economici, politici,
sociali etc.) ca munca trebuie reinventata, altfel spus

Art user’s manual. Two—or more—operative concepts
(micro-Reader)

There are at least two concepts which, through their
correlation, seem to be appropriate to help shed light on
the current situation of the world, and thus the process
of becoming contemporary with these events, upon
which contemporary art is working (as “contemporary”
does not mean present, but rather reporting to the
present, and correlating presents: co-temporariness).

Such a conceptual correlation, not unlike an ensemble
or a counter-device, a shell of concepts, seems to me
that between the concept of self-design, as proposed
by Boris Groys', and that of self-reification, developed
previously by Axel Honneth?2.

“Each individual must create their own image” (p. 13),
says Groys, we all have the “duty to undergo self-design”,
“each citizen of the contemporary word needs to assume
the ethical aesthetic and political responsibility of their
own self-design” (p. 36), “we are condemned, from now
on, to develop our own design” (p. 39), “self-design, after
having been the privilege and duty of a select few, has
become in our age, the definitive mass cultural practice”
(p. 45), which makes “contemporary art function more
and more as design” (p. 44) in and of itself, overturning
the current perspective and allowing us to say that “the
origin of art is design” and that “design foregoes all art”
(p. 59), and even that “contemporary art has become

a mass cultural practice” (p. 112), as “contemporary
design gives us the means to conceive and inhabit

our apartments and workplaces much like artistic
installations” (p. 141) — this final observation bringing us
back to the pertinence of Perec’s puzzle-image (which,
precisely because of this, must be permanently re-made)
of the house-workshop and to the contemporariness

of contemporary art, as a re-qualification of work by
remaking the indistinction between life and work.

In one of the most advanced-critical diagnoses regarding
contemporary art, Groys stated that today, “the artist is
most often rented [my highlight] for a limited time, as a

worker, to develop one or another institutional project” (p.

146). Rented artists in rented house-workshops, all in the
interim, precarious, modest, diligent, continuous toiling,
no “free time”: relaunching work through art, and a new
materialness, a re-materialization of work as a moral duty
of recognition.

But, as stated, Groys’ self-design concept must be
correlated, for a more effective descriptive-analytical
struggle, with that of self-reification, advanced by
Honneth.

What is self-reification? Reporting to the self as a thing,
even as merchandise, in order to fulfill the stereotypes
and norms which society imposes upon us in order

to realize the illusion of “self-actuation”, making us

refer to ourselves in a cognitivist sense, not as a moral
recognition, as self-reification is happening today mostly
from an aesthetic perspective, as self-design.

This is precisely why art is retreating home nowadays,
establishing workshops in rented apartments, in (in)
propriety, trying to requalify and restore moral visibility
to work, apparently outdated through the trick of
“dematerialization”, while in fact being delegated and
transferred, made invisible in order to completely
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reconceptualizata si, in primul rand, aratata si practicata
bine: re-calificata. Trebuie sa reinvatam sa muncim,
trebuie sa recunoastem, din nou, adevarata valoare a
muncii.

lar lucrarea artei o constituie, azi, vazul moral, vazul axat,
dincolo de cunoastere si de latura ,epistemica” (pe care
se insista atat de mult in ultima vreme), pe recunoastere.

Toate acestea trebuie insa dezbatute in acelasi timp
extins si intens. N-am facut, aici, decat sa incerc

sa formulez (si sa lansez) posibilul nou front de
contemporaneitate al artei: aletheia muncii, scoaterea
muncii din uitarea istorica provocata.

11n Boris Groys, En public. Poétique de 'auto-design, traduction de Jean-Luc
Florin (revue par Laurent de Sutter et Barbara Kuon), Presses Universitaires
de France, Paris, 2015.

2 \lezi La Réification. Petit traité de Théorie critique, traduit de I'allemand par
Stéphane Haber, Gallimard, Paris, 2005; si La Société du mépris. Vers une
nouvelle Théorie critique, édition établie par Olivier Voirol, textes traduits
par Olivier Voirol, Pierre Rusch et Alexandre Dupeyrix, La Découverte, Paris,
2006.

3 Vezi ,Marcel Duchamp et le refus du travail”, in Marcel Duchamp et le refus

du travail, suivi de Misére de la sociologie, Les Prairies ordinaires, Paris, 2014.
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avoid recognition and, thus, reward. Having become a
symbolic reward in and of itself (as Bourdieu had already
diagnosed), a wage unto itself, work has been completely
eliminated from payrolls. Today, art brings it back to the
forefront of discussion, that is to say, to the immediate
contemporariness of moral, political, economic
perception.

However, the big question that is being asked today is
that asked by Maurizio Lazzarato?: “Is there any sense
left in the [Duchampian] refusal of work?” (p. 9). No,
responds contemporary art, knowing full well (instead
and before almost all “experts” in economy, politics, in
matters of society etc.) that work must be reinvented, or
in other words re-conceptualized, and firstly exhibited
and practiced well: re-qualified. We must relearn to work,
we must recognize, yet again, the true value of work.

The work of art today is comprised of moral sight, seeing
based —beyond knowledge and the “epistemic” angle
(much-touted in recent years) — on recognition.

All of these must be debated simultaneously at length
and intensely. I've only tried to formulate (and launch)

the possible new front of art’s contemporariness: the
aletheia of work, the recovery of work from its historically
imposed oblivion.

1In Boris Groys, En public. Poétique de l'auto-design, traduction de Jean-Luc
Florin (revue par Laurent de Sutter et Barbara Kuon), Presses Universitaires
de France, Paris, 2015.

2 See La Réification. Petit traité de Théorie critique, traduit de l'allemand par
Stéphane Haber, Gallimard, Paris, 2005; and La Société du mépris. Vers une
nouvelle Théorie critique, édition établie par Olivier Voirol, textes traduits
par Olivier Voirol, Pierre Rusch et Alexandre Dupeyrix, La Découverte, Paris,
2006.

3 See ,Marcel Duchamp et le refus du travail”, in Marcel Duchamp et le refus

du travail, suivi de Misére de la sociologie, Les Prairies ordinaires, Paris, 2014.

Flavia Goian*

Dorinta in opera

Georges Perec si Jacques Lacan se plimba prin aleile
Bienalei Art Encounters 2017.

[.]

E o capcana intinsa privirii, artistul se joaca cu iluzia
pentru a captiva si a rapi privirea celui care indrazneste
sa priveasca. Privirea care ascunde sexul este primul
fruct al Arborelui Cunoasterii. Asa accede Eva la pacatul
originar, iar femininul, pacatul si vorbirea sunt legate in
vesnicie!

GP: Altfel spus, cher docteur, ,cherchez la femme”! E
adevarat ca arta clasica urmareste misterul sexului
feminin chiar si sub mantia intredeschisa a Sfintei
Fecioare. Si dumnezeu stie ca confesionalele sunt pline
de fecioare! Este la fel in arta contemporana?

JL: Arta contemporana, prin intermediul abstractizarii,
deconstruieste dispozitivul capcanei intinse privirii,
denuntandu-i siretlicurile. Cu toate acestea, problema
ochiului sexului raméane intacta cand te afli in fata unui
tablou care te priveste. Si asta din pricina faptului ca
pulsiunea scopica intervine aici intr-un mod extrem

de important; va amintiti cum declina Freud gramatica
pulsiunii: a vedea - a fi vazut — a se face vazut. Obiectul
este aici nu atat ceea ce se face vazut cat privirea insasi
ca obiect a.

GP: Ce intelegeti prin ,obiect a"?

JL: Este obiectul cauza a dorintei, care se distinge

de obiectul vizat de dorinta — o fantasma. Acesta

este suportat nu atat de imaginea tabloului, cat de
gaura punctului de fuga al geometriei proiective.
Nereprezentabil ca atare, obiectul a este ceea ce i
lipseste imaginii mult dorite. De aceea, el manifesta
deopotriva prezenta si absenta sa in spatele valului. Ca si
in Misterele eleusine sau in Sfanta Sfintelor, rolul valului
este acela de a reprezenta nereprezentabilul.

In practica scrierii, obiectul a se intalneste sub o forma
purificata, mai cu seama ca litera.

Desire at work

Georges Perec and Jacques Lacan go for a walk in the
aisles of the Biennale Art Encounters 2017.

[.]

It's a trap for the look. The artist has made use of a

lure to capture and delight the looker. The look, which
encloses sex, is the first fruit of the Tree of Knowledge.
And that’s how Eve emerges in Original Sin and, forever
feminine, guilt and speech remain entwined!

GP: In brief, my dear Doctor, “cherchez la femme”! It's
true that classical art has sought out the mystery of the
feminine sex, including in the half-open mantle of the
Virgin. And, God knows, the confession box is over-run
with virgins! Is it the same in contemporary art?

JL: Contemporary art, by means of abstraction,
deconstructs the look-trap device; it exposes what'’s
going on there. But that doesn’t prevent the question of
the eye of sex from remaining intact when one stands in
front of a tableau which is looking at you. The reason is
that in the first instance the scopic drive is engaged; you
will remember how Freud gives the grammatical series:
to see - to be seen - to make oneself seen. The object
here is not so much what is there to be seen, as the look
itself in the form of the a-object.

GP: What do you understand by “a-object™?

JL: It is the object which is the cause of desire, which
is different from the object which desire aims at, which
is a phantasy. This object is supported less by the
image of the painting as by the hole of the vanishing
point in projective geometry. As un-representable, the
a-object is that which is missing in the image which is
so desired. For that reason, it reveals both its presence
and its absence behind the veil. Just as in the mysteries
of Eleusis and in the Holy of Holies, the veil is apt to
represent the un-representable. In your practice of
writing, the a-object is encountered in its purified form,
specifically as letter.
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GP: Tocmai, in romanul meu, Viata - mod de intrebuintare,
structurat dupa modelul puzzleului, ultima piesa a

jocului triumfa asupra ansamblului, asta in masura in
care jucatorul se afla in imposibilitatea de a-I termina.
Personajul principal moare tindnd in mana o piesa

in forma de W, pe cand gaura de completat este in
forma de T. Or, puzzleului — metafora a vietii - i lipseste
structural ceva.

JL: Ei bine, W-ul dumneavoastra, este tocmai obiectul
a, obiectul a ca gaura in cunoasterea inconstientului.
Psihanalistul interpreteaza aceasta cunoastere in mod
literal, citind in echivocuri dorinta in opera.

GP: Un sistem de constrangeri formale regizeaza
materia romanului meu. Ordinea povestirilor este riguros
determinata de acesta, iar povestile personajelor sunt
tot atatea romane potrivite ca si piesele unui imens
puzzle. Acest principiu de constrangeri are cumva vreo
rezonanta pentru un psihanalist?

JL: Pareti sa stiti despre ce e vorba, va multumesc
pentru ajutor. Inconstientul este el insusi un sistem de
constrangeri, o lege simbolica care determina posibiluri
in jurul unui imposibil structural, care tocmai din aceasta
cauza nu inceteaza de a nu se scrie'.

GP: Ceea ce caracterizeaza puzzleul-metafora este
urmatorul lucru: fiecare acord gasit de catre jucatorul de
puzzle a fost prealabil imaginat de un altul, tot asa cum
fiecare ezitare, fiecare tatonare a fost gandita de un altul,
facatorul puzzleului, Marele Facator.

JL: Cand vorbesti nu esti niciodata singur, a spune

nu se dispenseaza de referinta la Dumnezeu, Marele
Celalalt, Marele Facator, al carui loc capital este
indiscutabil in aceste interioare traditionale, prea just
numite melancolice, in care golul este obsedat atat de
ubicuitatea cét si de absenta lui Dumnezeu; multiplicare
a locurilor si a imaginilor, doliu si melancolie, inmultirea
painilor.

GP: Aici, acest banchet surprins dupa agape, in care
prezenta cheie a potirului cu vin, sub privirea lui Hristos
inaltandu-se, indica ca Cina cea de taina a avut loc.
LHristos a inviat!” — ,Adevarat a inviat!”.

JL: O lumina se revarsa asupra epifaniilor cotidianului,
momente de gratie in care gesturile si comportamentele
cu valoare simbolica sunt ridicate la rangul de arta, arta
cotidianului cand ,arta face viata mai interesanta decéat
arta”2.

GP: Pariu paradoxal, acela de a confrunta si de a
apropia arta si viata. Artistul, marele ,operator”, prin
expresia sa si cu al lui savoir-faire, poate sa dea sens

la ceea ce pare a nu avea sau sa aduca non-sens, sa
deconstruiasca sensul comun. In acest sens, arta poate
da viata. Impunand constrangeri formale, arta deschide
campul posibilurilor, articuland varietatea formelor cu
permanenta structurii.

JL: Dar cand viata e artistd, atunci creatia este aceea
continug, efectuata de om - a limbii, a limbajurilor, a
obiceiurilor si comportamentelor -, o ,creatie colectiva”
in care fiecare celalalt participa cu cunoasterea
inconstienta care-i determina locul subiectiv.
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GP: Exactly, in my novel, Life. A User’s Manual, which

is structured like a puzzle, it is the last element in the
whole thing, in so far as the player finds it impossible

to complete the puzzle. The main character dies with a
W-shaped piece in his hand, whereas it's a question of
an X-shaped hole needing to be filled. In fact, in a puzzle,
as a metaphor for life, something is lacking by its very
nature.

JL: Well then, your W is the a-object, the a-object in as
much as it makes a hole in unconscious knowledge.
The psychoanalyst interprets it literally, this knowledge,
reading, through the equivocations, the desire at work.

GP: A system of formal constraints organises the
material in my novel. The narrative sequence is rigorously
determined and the storylines of the characters, as
arranged novels, are like pieces of a great puzzle. Does
this principle of constraint have any resonances for a
psychoanalyst?

JL: You seem to know a thing or two. Thank you for
giving me a helping hand. The unconscious itself is a
system of constraints, a symbolic law which determines
the “possibles” in relation to a structural “impossible”,
which by this very fact does not cease not to be written'.

GP: What characterises the puzzle-metaphor for life is
this: each fit found by the player of the puzzle will have
been found beforehand by someone else, but also every
hesitation, every trial and error, will have been thought by
someone else, the maker of the puzzle, the Great Maker.

JL: When one speaks, one is never alone; saying
something cannot do without reference to God, the
Big Other, the Great Maker, whose key position isn’t
discussed in these interiors, which are rightly called
melancholic, where the void is haunted as much by the
ubiquity of God as by his absence; the multiplication
of places and images, mourning and melancholia, the
multiplication of loaves.

GP: Here, this banquet, after the style of the agape
meals, where the central presence of the chalice of wine
beneath the look of an ascending Christ, witnesses to
the Last Supper. “Christ is risen!” — “He is truly risen!”2.

JL: A light elucidates the epiphanies of everyday life,
the moments of grace, the gestures and behaviours of
symbolic value elevated to the level of art, everyday art
when “art makes life more interesting than art”s.

GP: What a paradoxical wager, to confront and reconcile
art and life. The artist, as a great producer of the work,

in his expression or by his savoir-faire, can give sense

to what seems not to have any, or offer non-sense,
deconstruct common sense. In this way, art gives life. By
imposing formal constraints, art opens up the field of the
possibles, articulating variety of form and permanence of
structure.

JL: But when it’s life that is the artist, it's a question of

a continuous creation by man - of language, speech,
rituals, behaviours - of a “collective creation” where each
little other participates in the unconscious knowledge
which determines his place.
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(Privirea celor doi vizitatori este atrasa de niste fantani de
spuma.)

GP: Viata tasneste din gunoaie, ca si la Beckett...

JL: Civilizatia este o cloaca, am spus undeva. Ceea

ce numim ,progresul civilizatiei” se plateste printr-o
acumulare a deseurilor. lar deseul — scandal! - e

pretios psihanalizei. Obiectul a este el insusi paradoxal:
deopotriva rest obscen care cauzeaza dorinta si
stralucirea care-l imbraca cu pardesiul sau agalmatic3.
Arta este sublimare, potrivit lui Freud, adica transformare
a pulsiunii sexuale prin substituirea obiectului si devierea
scopului. In fiecare pictor se ascunde un copil murdar.

In ce ma priveste, am dat o alta definitie sublimarii: a
ridica obiectul la demnitatea Lucrului (Das Ding). Lucrul
este obiectul primordial interzis, suportat de Marele
Celalalt matern, gaura neagra mortifera, deopotriva
atragatoare si devoranta, moartea si fata. Obiectul
sublimat ascunde Lucrul, de aceea Frumusetea este
ultimul meterez in fata Mortii.

GP: Dar ce este dorinta, cher docteur, daca dorinta este
dorinta celuilalt, conform enigmaticei dumneavoastre
formule?

JL: Dorinta celuilalt: genitiv subiectiv — genitiv obiectiv.

Tl doresc pe celilalt pentru c& mi-l imaginez purtétor al
obiectului a. Doresc dorinta celuilalt, asadar dorinta mea
vizeaza o alta dorinta, care este ea insasi cauzata de
catre o alta dorinta.

* Flavia Goian este traducator literar si psihanalist la Paris.

1 Ceea ce nu inceteaza de a nu se scrie, definitia Imposibilului conform celor
patru modalitati formalizate de Lacan: Posibilul, Imposibilul, Contingentul

si Necesarul, cu referire la categoriile modale aristoteliciene, pe care le
reinterpreteaza introducand functia scrierii.

2 Credo-ul lui Robert Filiou, artist franco-american apropiat de miscarea
neo-dadaista Fluxus, regizor, sculptor, action poet si maestro happening.

3 Din vechiul grec dyahua, agalma (,glorie, deliciu, onoare”), stralucirea
obiectului dorintei evocata de catre Alcibiade in legatura cu Socrate, in
Banchetul lui Platon.

(The look of the two visitors is attracted by foam
fountains).

GP: Life springs up from rubbish bins, as in Beckett...

JL: I've said somewhere that civilisation is a sewer.
What they call “the progress of civilisation” is due to

an accumulation of waste. And waste is precious for
psychoanalysis, what a scandal! The a-object itself is
paradoxical: at the same time it is an obscene left-over
which causes desire, and a brilliance which clothes it
with its mantle of agalma?. According to Freud, art is
sublimation, that is to say, the transformation of the
sexual drive by a substitution of object and deflection of
aim. There is always something of the soiled child in the
painter.

For my own part, | have given another definition of
sublimation: to elevate the object to the dignity of

the Thing (Das Ding). The Thing is the primordial and
forbidden object, supported by the maternal Big Other,
the mortifying black hole, attracting and devouring at
the same time, the young girl and death. The sublimated
object hides the Thing, and Beauty is the last rampart in
the face of Death.

GP: And what is desire, dear Doctor, if desire is the desire
of the other, according to your enigmatic formula?

JL: Desire of the other: subjective genitive - objective
genitive. | desire the other because | imagine them to
be the bearer of the a-object while it's the a-object that
causes my desire. | desire the desire of the other; my
desire therefore has a bearing on another desire, which
itself is caused by another desire.

* Flavia Goian is a literary translator and a psychoanalyst based in Paris.

1 What does not cease not to be written, definition of the Impossible,
according to the four modalities formalized by Lacan: the Possible, the
Impossible, the Contingent and the Necessary, in reference to the modal
categories of Aristotle, which he reinterprets by introducing the function of
writing.

2 Hristos a inviat!” — ,Adevarat a inviat!”.

3 Robert Filliou’s credo, a French Fluxus artist, who produced works as a
filmmaker, action poet, sculptor, and happenings maestro.

4 From the ancient Greek dyaAua, agalma (“glory, delight, honour”), the
brilliance of the object of desire evoked by Alcibiades in relation to Socrates
in Plato’s Banquet.
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Ami Barak Salonul

Ami Barak este curator independent si critic de arta
cu resedinta in Paris. Printre proiectele sale recente
se numara: Art of the world (the Expo) the City of
Forking Paths, World Expo Shanghai 2010, Performing
History, Pavilionul Romaniei la cea de-a 54-a editie

a Bienalei de la Venetia 2011, Foreigners everywhere
(works from Pomeranz collection), JMW Viena, Austria
in 2012, | am also... Douglas Gordon, Muzeul de Arta
din Tel Aviv in 2013, Off to a flying start, Nuit blanche
Toronto, 2013, Stuttering - Melik Ohanian Crac, Sete
2014, Taryn Simon, Rear views, star forming nebula and
foreign propaganda bureau, Jeu de Paume Paris 2015,
Tim Parchikov — Features of intuition, Mmoma, Moscou
2015, Le Salon de Montrouge, 61e édition 2016, Juliao
Sarmento The Real thing, Fondation Gulbenkian Paris
2016, Peter Kogler, Next ING Art Center Bruxelles 2016.
Este curator invitat al editiei cu numarul 15 a Bienalei
dedicate imaginii contemporane, MPM Montreal, 2017.
Intre 2002-2005 a indeplinit functia de presedinte al
IKT - Asociatia Internationala a Curatorilor de Arta
Contemporana.

Ami Barak is an independent curator and art critic
based in Paris. Among recent projects: Art of the world
(the Expo) the City of Forking Paths, World Expo
Shanghai 2010, Performing History — the Romanian
Pavilion at the 54th International Art Exhibition - La
Biennale di Venezia, 2011. Foreigners Everywhere
(works from the Pomeranz Collection) Jewish Museum
Vienna, Austria in 2012,  am also... Douglas Gordon, Tel
Aviv Museum of Art, in 2013, Off to a flying start, Nuit
blanche Toronto, 2013, Stuttering — Melik Ohanian Crac
Sete 2014, Taryn Simon, Rear Views, a Star-forming
Nebula, and the Office of Foreign Propaganda, Jeu de
Paume Paris 2015, Tim Parchikov - Features of intuition,
Mmoma, Moscow 2015, Le Salon de Montrouge 61st

& 62nd editions 2016, 2017, Juliao Sarmento — The
Real Thing, Fondation Gulbenkian Paris, Peter Kogler
— Next, ING Art Center Bruxelles. He is curator of the
15th edition of the Biennial of contemporary image,
MPM Montreal, 2017. Between 2002-2005, he was
President at the IKT - the International Association of
Contemporary Art Curators.

Diana Marincu

Diana Marincu este curator si critic de arta. A absolvit
Facultatea de Arte Plastice si Design din Timisoara

si masteratul sectiei de Istoria si Teoria Artei la
Universitatea Nationala de Arte din Bucuresti. Este

in prezent doctoranda la aceeasi universitate cu o
cercetare a discursurilor curatoriale despre identitate
si periferie construite in jurul unor criterii geografice in
expozitile de mari dimensiuni si bienale. incepand cu
2013, colaboreaza cu Galeria Plan B din Cluj-Napoca si
cu Fabrica de Pensule pentru programul Learning and
Unlearning si pentru programul curatorial al fundatiei.
Cele mai recente expozitii ale sale includ: Povestind
imagini / Imaginand povesti, expozitie de grup, Domino
(2017); M (Teodor Graur si Cristian Rusu), Plan B
Cluj-Napoca (2016); proiectul curatorial Punctul alb si
cubul negru (impreuna cu Anca Verona Mihulet), Muzeul
National de Arta Contemporana din Bucuresti (2015-
2017); Inventand adevérul. Despre fictiune si realitate,
unul dintre cele doua proiecte nationale reprezentand
Romaénia la cea de-a 56-a editie a Bienalei de arta de la
Venetia, Noua Galerie a Institutului Roman de Cultura si
Cercetare Umanistica de la Venetia (2015).

Diana Marincu is a curator and art critic. She graduated
from The Art and Design Faculty in Timisoara and she
holds a Master in The History and Theory of Art at The
National University of Arts in Bucharest. She is a Ph. D.
student at the same university, conducting a research
on curatorial discourses on identity and periphery.
Starting with 2013, she collaborates with Galeria Plan B
in Cluj-Napoca and The Paintbrush Factory. Her most
recent exhibitions include: Narrating images / Imagining
stories, group exhibition, Domino (2017); M (Teodor
Graur and Cristian Rusu), Plan B Cluj-Napoca (2016);
The White Dot and The Black Cube curatorial project
(together with Anca Verona Mihulet), The National
Museum of Contemporary Art Bucharest (2015-2017);
Inventing the Truth. On Fiction and Reality, one of

the two projects representing Romania at the 56th
International Art Exhibition — La Biennale di Venezia, the
New Gallery of the Romanian Institute for Culture and
Humanistic Research from Venice (2015).

The Living Room

Ana Adam

Printre tehnicile preferate ale Anei Adam (n. 1964) se
regasesc desenul (in creion, tus, pigmenti, fire textile,
pe sau in hartie ori sapun) si fotografia, imortalizand
aproape nevazutul sau energia, siajul actiunilor. Eu sunt
personaj si creator e o expresie concentrata a felului in
care Ana Adam se regaseste in arta, samanism, noile
teorii unificatoare ale fizicii, psihologie transpersonala
sau in mistica. Practica arta ca pe o alchimie cotidiana
similara creatiilor anonime ale copiilor si ale femeilor.
— Expozitii (selectie): Xilogravura matrice stilistica X,
Galeria Calpe, Timisoara (2016); Retracings, Monostori
Erod, Komarom / Budapest Galeria / Muzeul Tarii
Crisurilor (2014); Xilogravura matrice stilistica 1V, Galeria
Transformadora, Durango (2010); Fibre, pigmenti,
Centrul Cultural Francez, Timisoara (2010, solo); Arta pe
genunchi, Galleria 28, Timisoara (2007, solo); Memorial
Tapestry, expozitie itineranta: SUA / Italia / Polonia
(2003); larédsi desene?, Muzeul Banatului, sectia de
Artd, Timisoara (2002, solo); lvitation, Kunsthaus, Essen
(2001); Expozitie de desen, Centrul Cultural Sindan,
Cluj-Napoca, Romania (2000, solo); 7000 de lovituri in
turtd dulce, Galleria 28, Timisoara (1994, impreuna cu
Sorin Vreme).

A participat la mai multe Bienalele si Trienale
internationale de gravura de la Timisoara (2003),
Miskolc (1997), Rio de Janeiro (1998), Cracovia (1997,
1994) si Niirnberg (1994).

Among Ana Adam'’s (b. 1964) favorite techniques are
drawing (pencil, ink, pigments, textile fibers, with or
upon paper or soap), and photography, immortalizing
the almost-unseen, the energy, the wake of actions. /
am character and creator is a concentrated expression
of the way in which Ana Adam find herself in art,
shamanism, new unifying theories in physics, trans-
personal psychology, or mysticism. She practices art
like a daily alchemy, similar to nameless creations by
children and women.

— Selected exhibitions: Xilogravura matrice stilistica
X [X Stylistic Matrix Xylography], Calpe Gallery,
Timisoara (2016); Retracings, Monostori Erod, Komarom
/ Budapest Gallery / Cris County Museum (2014); IV
Stylistic Matrix Xylography, Transformadora Gallery,
Durango (2010); Fibre, pigmenti [Fibers, pigments],
French Cultural Center, Timisoara (2010, solo); Artad pe
genunchi [Art on knees], 28 Gallery, Timisoara (2007,
solo); Memorial Tapestry, traveling exhibition: USA /
Italy / Poland (2003); larési desene? [Drawings again?],
Banat Country Museum, Art department, Timisoara
(2002, solo); lvitation, Kunsthaus, Essen (2001);
Expozitie de desen [Drawing exhibition], Sindan Cultural
Center, Cluj-Napoca, Romania (2000, solo); 7000 de
lovituri in turta dulce [1000 strokes in gingerbread], 28
Gallery, Timisoara (1994, with Sorin Vreme).

She has participated in multiple international engraving
Biennials and Triennials in Timisoara (2003), Miskolc
(1997), Rio de Janeiro (1998), Krakow (1997, 1994) and
Nirnberg (1994).

Ana Adamovi¢

Ana Adamovic¢ (n. 1974) e preocupata de chestiuni
legate de identitate si memorie, atat personale,

cat si colective, lucrand la proiecte de fotografie si
video de lunga durata. A absolvit Departamentul de
Literatura Universala a Universitatii din Belgrad si a
studiat fotografia la Institutul de Arta din Boston. Este
doctorand al Academiei de Arte Vizuale din Viena. A
fondat, impreuna cu Milica Peki¢, Kiosk — platforma
pentru arta contemporana (Belgrad).

— Expozitii (selectie): Terra Mediterranea: In Action,
NiMAC, Nicosia / Fabrica’s Cave, Pafos (2017); The One
Who Became the Color on a Flag, Anya and Andrew
Shiva Gallery, New York (2015); Europe. South East.
Recorded Memories, Muzeul Fotografiei, Salonic (2015);
Fiery greetings, Muzeul de Istorie lugoslava, Belgrad
(2015); South by Southeast, Osage Art Foundation,
Hong Kong (2015); Two choirs, Salon al Muzeului

de Arta Contemporan4, Belgrad (2014, solo); Views:
Visions. Sketches of Serbian Art After 2000, Documenta
2011, Stadtische Galerie Leerer Beutel / Kunstforum
Ostdeutsche Galerie, Regensburg (2011); Threshold of
the Golden Age, Belgrade Cultural Center (2010, solo);
Night Pleases Us, 51st October salon, Belgrad (2010);
Without Borders, Galerie ArtPoint, Viena (2005, solo);
Relational Beauty, Stockholm (2004); Private and Public
Space, Bathrooms, Lindart gallery, Tirana (2003, solo).

Ana Adamovic¢ (b. 1974) is dealing with issues of identity
and memory, both personal and collective, by working
on the long-term photography and video projects. She
graduated at the department for the World Literature
at the Belgrade University and studied photography

at the Art Institute of Boston. She is a PhD in Practice
candidate at the Academy of Fine Arts, Vienna. She
founded, alongside Milica Peki¢, the Belgrade based
Kiosk-platform for Contemporary Art.

— Selected exhibitions: Terra Mediterranea: In Action,
NiMAC, Nicosia / Fabrica’s Cave, Pafos (2017); The
One Who Became the Color on a Flag, Anya and
Andrew Shiva Gallery, New York (2015); Europe. South
East. Recorded Memories, Museum of Photography,
Thessaloniki (2015); Fiery greetings, Museum of
Yugoslav History, Belgrade (2015); South by Southeast,
Osage Art Foundation, Hong Kong (2015); Two choirs,
Salon of the Museum of Contemporary Art, Belgrade
(2014, solo); Views:Visions. Sketches of Serbian Art
After 2000, Documenta 2011, Stadtische Galerie
Leerer Beutel / Kunstforum Ostdeutsche Galerie,
Regensburg (2011); Threshold of the Golden Age,
Belgrade Cultural Center (2010, solo); Night Pleases Us,
51st October salon, Belgrade (2010); Without Borders,
Galerie ArtPoint, Vienna (2005, solo); Relational
Beauty, Stockholm (2004); Private and Public Space,
Bathrooms, Lindart gallery, Tirana (2003, solo).

Dan Acostioaei

Dan Acostioaei (n. 1974) este artist vizual si cadru
didactic la Universitatea de Arte ,George Enescu”

din lagi, numarandu-se printre membrii fondatori ai
asociatiei Vector. Lucrarile sale se concentreaza asupra
modelelor identitare ale societatii romanesti in tranzitie
si asupra granitelor ideologice dintre sfera economica si
conditiile productiei artistice in fostul bloc estic.

— Expoxzitii (selectie): In vremuri de speranta si
neliniste. Arta critica din lagi, Muzeul National de

Arta Contemporana Bucuresti (2015); Laughter and
Forgetting, Bucharest Art Week, Bucuresti (2015); Few
Were Happy with their Condition: Video and Photography
in Romania, Motorenhalle, Dresda (2015); Between
Democracies 1989-2014 - Remembering, Narrating and
Reimagining the Past in Eastern & Central Europe and
South Africa, Johannesburg, Constitution Hill (2015);
MPRA The School of Kyiv, Bienala de la Kiev (2015);
What Goes Around, Galeria Theodor Pallady, lasi (2013,
solo); Trial/Proces, Forderverein Aktuelle Kunst, Miinster
(2012, solo); One Sixth of the Earth - Ecologies of Image,
MUSAC, Leon (2012); Transitland: Video Art in Central
and Eastern Europe 1989-2009, Reina Sofia, Madrid
(2010); lluminations, Level 2 Gallery, Tate Modern,
Londra (2007).

Dan Acostioaei (b. 1974) is a visual artist and he holds

a teaching position at “George Enescu” Arts University
in lasi. He is one of the founding members of Vector
Association. Acostioaei’s works focus on the identity
models of the Romanian society in transition and on the
ideological boundaries between the economic sphere
and the conditions of artistic production within the
former Eastern Bloc.

— Selected exhibitions: In Times of Hope and Unrest.
Critical Art from lasi, National Museum of Contemporary
Art, Bucharest; Bucharest (2015); Laughter and
Forgetting, Bucharest Art Week, Bucharest (2015); Few
Were Happy with their Condition: Video and Photography
in Romania, Motorenhalle, Dresden (2015); Between
Democracies 1989-2014 - Remembering, Narrating and
Reimagining the Past in Eastern & Central Europe and
South Africa, Johannesburg, Constitution Hill (2015);
MPRA The School of Kyiv, Kiev Biennale (2015); What
Goes Around, Theodor Pallady Gallery, Jassy (2013,
solo); Trial/Proces, Forderverein Aktuelle Kunst, Miinster
(2012, solo); One Sixth of the Earth - Ecologies of Image,
MUSAC, Leon (2012); Transitland: Video Art in Central
and Eastern Europe 1989-2009, Reina Sofia, Madrid
(2010); llluminations, Level 2 Gallery, Tate Modern,
London (2007).

Marta Adorjani

Preocupata de legatoria de carte, Marta Adorjani (n.
1987) creeaza carti de artist, combinand in practica ei
artistica diverse tehnici de grafica si tipar. A coordonat
mai multe ateliere de legatorie de carte in cadrul
proiectului ,Cele mai frumoase céarti din Romania” si la
tabara de arta contemporana Minitremu Art Camp.

— Expozitii (selectie): Povestind imagini / Imaginand
povesti, Domino, Fabrica de Pensule, Cluj-Napoca
(2017); Tandem (,Cele mai frumoase carti din Romania”),
Galeria K'arte, Targu-Mures (2016); No Man’s Land,
NAG, Bucuresti (2016); EIBAB - European International
Book Art Biennale, Bucuresti (2015); Lucrari invizibile,
Galeria Ericcson, Budapesta (2015); Working Title,
Spatiul Expozitional de Arta Contemporana MAGMA,
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Sfantu-Gheorghe (2014); Tizeset - Spanyolnatha V,
Bienala Internationala de Mail Art, Muzeul Herman Otto,
Miskolc (2014); Couleur locale 2, B5 Studio, Targu-Mures
(2013); Marta Adorjani, Galeria si Casa de Actiuni Pal,
Miercurea Ciuc (2013, solo); Budapest Art Expo, Bienala
Internationala a Tinerilor Artisti, MlivészetMalom,
Szentendre (2013); Nu exista spatiu pentru romi?, tranzit.
ro/Cluj, Cluj-Napoca (2012).

Preoccupied with bookbinding, Marta Adorjani (b. 1987)
creates artist’s books, combining various graphical and
printing techniques in her artistic practice. She has
coordinated multiple bookbinding workshops within
the project “The most beautiful books in Romania” and
during the Minitremu Art Camp.

— Selected exhibitions: Narrating images / Imagining
narrations, Domino, The Paintbrush Factory, Cluj-
Napoca (2017); Tandem (“The most beautiful books

in Romania”), K'arte Gallery, Targu-Mures (2016); No
Man’s Land, NAG, Bucharest (2016); EIBAB - European
International Book Art Biennale, Bucharest (2015);
Lucrdéri invizibile [Invisible works], Ericcson Gallery,
Budapest (2015); Working Title, MAGMA Contemporary
Art Exhibition Space, Sfantu-Gheorghe (2014); Tizeset
- Spanyolnatha V, Mail Art International Biennial,
Herman Ott6 Museum, Miskolc (2014); Couleur locale
2, B5 Studio, Targu-Mures (2013); Marta Adorjani, Pal
Gallery and Action House, Miercurea Ciuc (2013, solo);
Budapest Art Expo, International Biennial of Young
Artists, MlvészetMalom, Szentendre (2013); No place
for Roma?, tranzit.ro/Cluj, Cluj-Napoca (2012).

Francis Alys

In practica sa artistica extrem de divers, Francis Alys
(n. 1959) isi directioneaza in mod constant sensibilitatea
poetica si imaginativa distincta inspre preocupari
antropologice si geopolitice vizand observarea vietii
cotidiene - si confruntarea cu aceasta -, preocupari

pe care artistul insusi le-a descris drept ,un fel de
argument discursiv compus din episoade, metafore si
parabole”.

— Expozitii personale (selectie): A Story of
Negotiation, Art Gallery of Ontario in Toronto / Museo
Nacional de Bellas Artes de la Habana / Museo de

Arte Latinoamericano de Buenos Aires (MALBA)

- Fundacion Costantini in Buenos Aires / Museo
Tamayo Arte Contemporaneo, Mexico City (2017 /

2016 / 2015 / 2015); REEL-UNREEL, Museo d'Arte
Contemporanea Donna Regina Napoli, Naples / Centre
for Contemporary Art Ujazdowski Castle, Varsovia
(2014, solo); Francis Alys. Part I: Mexico Survey and Part
II: Gibraltar Focus, Museum of Contemporary Art, Tokyo
/ Hiroshima City Museum of Contemporary Art (2013), A
Story of Deception, Tate Modern, Londra / Wiels Centre
d’Art Contemporain, Bruxelles / The Museum of Modern
Art, New York and MoMA PS1, Long 2 Island City, New
York (2010); Politics of Rehearsal, Hammer Museum, Los
Angeles / Museo de Arte del Banco de la Republica,
Bogota, Colombia (2007); Black Box: Francis Alys,
Hirshhorn Museum and Sculpture Garden, Washington,
D.C. (2006).

Lucrarile sale au fost prezente in importante expozitii
internationale, cum ar fi editia a 57-a a Bienalei de la
Venetia (2017), a 32-a Bienala de la Sao Paulo (2016), a
14-a Bienala de la Istanbul (2014), Documentai3 (2012).

Throughout his multifaceted practice, Francis Alys

(b. 1959) consistently directs his distinct poetic and
imaginative sensibility toward anthropological and
geopolitical concerns centered around observations of
- and engagements with — everyday life, which the artist
himself has described as “a sort of discursive argument
composed of episodes, metaphors, or parables.”

— Selected solo exhibitions: A Story of Negotiation,
Art Gallery of Ontario in Toronto / Museo Nacional

de Bellas Artes de la Habana / Museo de Arte
Latinoamericano de Buenos Aires (MALBA) —
Fundacién Costantini in Buenos Aires / Museo

Tamayo Arte Contemporaneo, Mexico City (2017 /
2016 / 2015 / 2015); REEL-UNREEL, Museo d'Arte
Contemporanea Donna Regina Napoli, Naples / Centre
for Contemporary Art Ujazdowski Castle, Warsaw (2014,
solo); Francis Alys. Part I: Mexico Survey and Part Il:
Gibraltar Focus, Museum of Contemporary Art, Tokyo /
Hiroshima City Museum of Contemporary Art (2013), A
Story of Deception, Tate Modern, London / Wiels Centre
d’Art Contemporain, Brussels / The Museum of Modern
Art, New York and MoMA PS1, Long 2 Island City, New
York (2010); Politics of Rehearsal, Hammer Museum, Los
Angeles / Museo de Arte del Banco de la Republica,
Bogotd, Colombia (2007); Black Box: Francis Alys,
Hirshhorn Museum and Sculpture Garden, Washington,
D.C. (2006).

His works were exhibited in important international
exhibitions such as 57th Venice Biennale (2017), 32nd
Bienal de Sao Paulo (2016), 14th Istanbul Biennial,
Manifesta 10 (2014), Documenta 13 (2012).
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Alexandru Antik

Alexandru Antik (n. 1950) este un artist cunoscut pentru
activitatea sa experimentala din zona actionismului i

a video-instalatiei. Lucrarile lui Antik traverseaza medii
de exprimare variate (obiect, instalatie, actiune, video,
fotografie). Intre 1998 si 1999, Antik a realizat la TVR
Cluj seria de emisiuni ,,Utopia in arta”. A fost redactor

al revistei de arta contemporana Balkon (1999-2002)

si redactor vizual la revista de cultura politica Provincia
(2001-2002).

— Expozitii (selectie): Error 404. Teritorii ale absentei,
Muzeul National de Arta Contemporana Bucuresti
(2017); Visions in the Dark, Muzeul de arta Cluj-Napoca
(2016, solo); Viziune - Memorie - Reconstituire, Spatiul
de Arta Contemporanad MAGMA, Sfantu Gheorghe
(2013, solo); Forme embrionare si transcrierile acestora,
Galeria Miskolc (2013, solo); Orasul vdzut de generatia
‘80, Galeria Victoria Art Center, Bucuresti (2013); Caves
International Symposion and Exhibition, Anatomy &
Theatre Museum, King's College, Londra (2011); Badly
Happy: Pain, Pleasure and Panic in Recent Romanian
Art, Performance Art Institute (PAl), San Francisco
(2010); When History Comes Knocking: Romanian

Art from the 80s and 90s in Close Up, Galeria Plan B,
Berlin (2010); Viziuni intre o arhiva activa si un depozit
al memoriei, Galeria Kozelités, Pécs (2005, solo); Ex
Oriente Lux, Sala Dalles, Bucuresti (1993);

Cine esti? Ce esti?, happening, Galeria UAP
Cluj-Napoca (1980, solo).

Alexandru Antik (b. 1950) is an artist known for his
experimental activity in the areas of actionism and
video-installation. Antik's works cross varied medium

of expression (object, installation, action, video,
photography). Between 1998 and 1999, Antik developed
the show “Utopia in artd” [“Utopia in art”], hosted by the
TVR Clyj television channel. He was an editor for the
contemporary art magazine Balkon (1999-2002) and a
visual editor for the political culture magazine Provincia
(2001-2002).

— Selected exhibitions: Error 404. Teritorii ale absentei
[Territories of absence], The National Museum of
Contemporary Art Bucharest (2017); Visions in the
Dark, Cluj-Napoca Museum of Art (2016, solo); Viziune

- Memorie - Reconstituire [Vision - Memory - Re-
enactment], MAGMA Contemporary Art Space, Sfantu
Gheorghe (2013, solo); Forme embrionare si transcrierile
acestora [Embryonic forms and their transcriptions],
Miskolc Gallery (2013, solo); Orasul vazut de generatia
‘80 [The city, as seen by the ‘80s generation],

Victoria Art Center Gallery, Bucharest (2013); Caves
International Symposium and Exhibition, Anatomy &
Theatre Museum, King's College, London (2011); Badly
Happy: Pain, Pleasure and Panic in Recent Romanian Art,
Performance Art Institute (PAI), San Francisco (2010);
When History Comes Knocking: Romanian Art from the
80s and 90s in Close Up, Plan B Gallery, Berlin (2010);
Viziuni intre o arhiva activa si un depozit al memoriei
[Visions between an active archive and a memory silo],
Kozelités Gallery, Pécs (2005, solo); Ex Oriente Lux,
Dalles Hall, Bucuresti (1993); Cine esti? Ce esti? [Who
are you? What are you?], happening, UAP Gallery
Cluj-Napoca (1980, solo).

Razvan Anton

Razvan Anton (n. 1980) preda la Universitatea de Arta
si Design din Cluj-Napoca, lucreaza ca artist in cadrul
comunit&tii Fabricii de Pensule si este unul dintre
coordonatorii proiectului de arhivare digitala a Colectiei
de Fotografie de Pres& Minerva din Cluj-Napoca. In
2015 a publicat cartea de artist Douazeci de feluri de
a incarca arme, editata de Ciprian Muresan si Corina
Bucea. Actualmente, artist in rezidenta la Sinagoga

si Arhivele Comunitétii Evreiesti din Medias, in cadrul
proiectului Absenta ca Patrimoniu (TRACES).

— Expozitii (selectie): Message in a bottle, Galeria
Walk&Talk, Ponta Delgada, Azore (2017); Viitorul
memoriei, Casa Tranzit, Cluj-Napoca (2017); Seeing
Ourselves Sensing, EASTWARDS PROSPECTUS,
Bucuresti (2017); GIF, MAGMA, Sf. Gheorghe (2017),
Ziua Muncitorilor, MAGMA, Sf. Gheorghe (2016);
Esthetics of Learning, The University of the Arts,
Philadelphia (2016); Mnemonics (solo), EASTWARDS
PROSPECTUS, Bucuresti (2015); Alte incaperi, Galeria
Plan B, Cluj-Napoca (2015); Unde ati lucrat? Casa
Tranzit, Cluj-Napoca (2015); Defining / Creating, Larm
Gallery, Copenhaga (2013).

Razvan Anton (b. 1980) teaches at the University of

Art and Design in Cluj-Napoca, works as an artist
within the Paintbrush Factory community, and is one

of the coordinators of the Minerva Press Photography
Collection digital archiving project in Cluj-Napoca.

In 2015, he published the artist book Twenty ways of
loading weapons, edited by Ciprian Muresan and Corina
Bucea. Currently, he is an artist in residence at the

Medias Sinagogue and Jewish Community Archives,
part of the Absence as Heritage (TRACES) project.

— Selected exhibitions: Message in a bottle, Walk&Talk
Gallery, Ponta Delgada, Azores (2017); Future of
Memory, Transit House, Cluj-Napoca (2017); Seeing
Ourselves Sensing, EASTWARDS PROSPECTUS,
Bucharest (2017); GIF, MAGMA, Sf. Gheorghe (2017),
Ziua Muncitorilor (Workers Day), MAGMA, Sf. Gheorghe
(2016); Esthetics of Learning, The University of the Arts,
Philadelphia (2016); Mnemonics (solo), EASTWARDS
PROSPECTUS, Bucharest (2015); Alte incaperi (Other
rooms), Plan B. Gallery, Cluj-Napoca (2015); Unde

ati lucrat? (Where did you work?) Transit House,
Cluj-Napoca (2015); Defining / Creating, Larm Gallery,
Copenhagen (2013).

Sandor Bartha

Sandor Bartha (n. 1962) traieste la Budapesta si este
lector la Universitatea Partium - Arte Vizuale din
Oradea. Practica sa artistica se raporteaza la situatiile
intime, de familie, iar recuzita acestui univers este
alaturata unor subiecte provenind din scena politica
publica, privita de artist cu un ochi critic si ironic.

— Expozitii (selectie): More Than Syntax, At Home
gallery, Samorin (2015, solo); Dispozitive pentru o lume
mai buna, Muzeul de Arta Arad (2015, solo); RAM. -
Random Acces Memory, Muzeul de Arta Arad (2014);
20 Years: KulturKontakt Austria — proiect Mail Art +
expozitie la ViennaFair (2012); When History Comes
Knocking: Romanian Art from the 80s and 90s in Close
Up, Galeria Plan B Berlin (2010); On Difference #2,
Stuttgart (2006); Pasaj, Ludwig Museum, Kis.terem,
Budapesta (2003, solo); Transferatu, IFA Bonn, IFA
Berlin (2001-2000); Service, Mlicsarnok Budapesta
(2001); Sarcophagus, Centrul Cultural al Ungariei din
Bucuresti (1996).

A participat la Bienalele de la Praga (2003) si la cea de
la Venetia (2001).

Sandor Bartha (b. 1962) lives in Budapest and is a
lecturer at the Visual Arts Department of the Partium
University from Oradea/Nagyvarad (Romania). His
artistic practice refers to private, family situations, and
the background of this universe accompanies other
topics coming from the public political sphere, seen with
a critical and ironic eye by the artist.

— Selected exhibitions: More Than Syntax, At Home
gallery, Samorin (2015, solo); Devices for a Better
World, Art Museum, Arad (2015, solo); R.A.M. - Random
Acces Memory, Art Museum, Arad (2014); 20 Years:
KulturKontakt Austria — Mail Art project + exhibition

at ViennaFair (2012); When History Comes Knocking:
Romanian Art from the 80s and 90s in Close Up, Plan

B Gallery Berlin (2010); On Difference #2, Stuttgart
(2006); Pasaj, Ludwig Museum, Kis.terem, Budapest
(2003, solo); Transferatu, IFA Bonn, IFA Berlin
(2001-2000); Service, Miicsarnok Budapest (2001);
Sarcophagus, Cultural Center of Hungary, Bucharest
(1996).

He participated in the Prague and the Venice Biennales
(2003 and 2001, respectively).

Jozsef Bartha

Jozsef Bartha (n. 1960) este artist vizual, scenograf, si
curator. In 1987 a absolvit, Institutul de Arte Plastice ,lon
Andreescu” (actuala UAD) din Cluj-Napoca. in 2004 a
absolvit scoala de doctorat a Universitéatii de Arta din
Budapesta. Este fondatorul Fundatiei ARTeast si B5
studio din Targu Mures si conferentiar la Universitatea
de Arta din Targu Mures.

— Expozitii (selectie): Nici o zeita a memoriei,
MAGMA, Sf. Gheorghe (2016); Few Were Happy with
their Condition, Gallery 400, Chicago (2016); Dincolo
de sintaxd, Galeria At Home Samorin (2015, solo cu
Bartha Sandor); Few Were Happy with their Condition,
Motorenhalle, Drezda (2015); MAGMA, Sf. Gheorghe
(2012, solo); 2011, Meci amical, B5, Tg. Mures (2012,
solo); GPS, Muzeul Ernst, Budapesta (2007); Galeria
Noud, Bucuresti (2005, solo); Galeria Liget, Budapesta
(20086, solo); | Had a Dream, Kunstraum, Baden (2004);
Personal Places, Galeria A+A, Venetia (2003); Blood
and Honey, Sammlung Essl, Viena (2003); Experiment
'60-'90, Galeria Etaj 4, Bucuresti (1997); Centrul de Arta
Contemporana Hallwalls, Buffalo (1996, solo).

Jozsef Bartha (b. 1960) is a visual artist, stage designer
and curator. In 1987 he graduated from the ,lon
Andreescu” Fine Arts Institute (currently the UAD), in
Cluj-Napoca. In 2004, he became an alumnus of the
doctoral school of the University of Art in Budapest.

He is the founder of the ARTeast Foundation and the
B5 studio in Targu Mures, and is a lecturer at the Targu
Mures University of Art.

— Selected exhibitions: Nici o zeitd a memoriei [No
goddess of memory], MAGMA, Sf. Gheorghe (2016);
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Few Were Happy with their Condition, Gallery 400,
Chicago (2016); Dincolo de sintaxa [Beyond syntax], At
Home Gallery Samorin (2015, solo with Bartha Sandor);
Few Were Happy with their Condition, Motorenhalle,
Dresden (2015); MAGMA, Sf. Gheorghe (2012, solo);
201, Meci amical (Friendly game), B5, Tg. Mures (2012,
solo); GPS, Ernst Museum, Budapest (2007); New
Gallery, Bucharest (2005, solo); Liget Gallery, Budapest
(2006, solo); | Had a Dream, Kunstraum, Baden (2004);
Personal Places, A+A Gallery, Venice (2003); Blood
and Honey, Sammlung Essl, Wien (2003); Experiment
’60-"90, 4th Floor Gallery, Bucharest (1997); Hallwalls
Contemporary Art Center, Buffalo (1996, solo).

Marion Baruch

Tn anii 1990, Marion Baruch (n. 1929) si-a semnat
lucrarile Name Diffusion, conducandu-si actiunile
artistice sub forma unui colectiv imaginar. Isi reinnoieste
mereu practica si in prezent isi creeaza interventiile

cu resturi de tesaturi ramase din croitorii. Resturile
societatii industriale ii sunt trimise in traiste venind din
fabricile de textile de pe scena milaneza de haute-
couture.

— Expozitii (selectie): Le parti pris des nuages, Galerie
Anne-Sarah Bénichou, Paris (2017, solo); Attitude /
Sculpture #2, Galerie Eduardo Secci, Florenta (2017),
Le temps éclaté par la profondeur du vide, Galerie
Laurence Bernard, Geneva (2016, solo); Le Printemps
de Toulouse, L'adresse du Printemps, Toulouse (2016,
solo); Time is out of joint, Galleria Nazionale d’Arte
Moderna, Roma (2016); Lampi di memoria, Des histoires
sans fin, MAMCO, Geneva (2013); Contemporaines,
genre et représentation, Palais de Tokyo, Paris (2002);
Micropolitiques, Le Magasin, Centre d’art contemporain,
Grenoble (2000, solo); Moneynations, Shedhalle, Zurich
/ Kunsthalle Exnergasse, Viena (2000); Forum Féminin/
Masculin, Centre Pompidou, Paris (1995).

In the 90’s, Marion Baruch (b. 1929) signed her works
under the label Name Diffusion, leading her artistic
actions in the form of a non-embodied collective. She
constantly renews her practice, and now intervenes with
fabric remnants that occur when pieces of clothing are
cut. The remnants of the industrial society are handed
to her in bags coming from the textile factories of the
Milanese haute-couture scene.

— Selected exhibitions: Le parti pris des nuages,
Galerie Anne-Sarah Bénichou, Paris (2017, solo);
Attitude / Sculpture #2, Galerie Eduardo Secci,
Florence (2017), Le temps éclaté par la profondeur du
vide, Galerie Laurence Bernard, Geneva (2016, solo);
Le Printemps de Toulouse, L'adresse du Printemps,
Toulouse (2016, solo); Time is out of joint, Galleria
Nazionale d’Arte Moderna, Rome (2016); Lampi di
memoria, Des histoires sans fin, MAMCO, Geneva
(2013); Contemporaines, genre et représentation,
Palais de Tokyo, Paris (2002); Micropolitiques, Le
Magasin, Centre d’art contemporain, Grenoble (2000,
solo); Moneynations, Shedhalle, Zurich / Kunsthalle
Exnergasse, Vienna (2000); Forum Féminin/Masculin,
Centre Pompidou, Paris (1995).

Liliana Basarab

Liliana Basarab (n. 1979) este o artista vizuala activa
profesional in Bucuresti dar care si-a inceput cariera

in lasi, la inceputul anilor 2000. Practica ei artistica
este angajata social si mediile artistice abordate

sunt performance-ul, sculptura, desenul, atelierele
participative si video-ul.

— Expozitii (selectie): Talentul nu e democratic, arta
nu e lux, Borderline Art Space, lasi (2016, solo); Fete

cu idei [Béieti si picturi], Lateral ArtSpace, Cluj-Napoca
(2016); In vremuri de speranta si neliniste. Arta criticé din
lasi, Muzeul National de Arta Contemporana, Bucuresti
(2015, cu Bogdan Palie); Vaasa 20X0, Vaasa (2015, cu
Tuomo Vaananen); LUCK /Do | feel lucky? Do ya, punk?,
galeria Glosna, Poznan (2012, solo); Truth/s, galeria
apARTE, lasi (2011, solo); Truth/s’, DVAC, Dayton Visual
Art Centre, Dayton, Ohio (2011, solo); Accidente, mutatii
si greseli, galeria MORA, Bucuresti (2010, solo).

Liliana Basarab (b. 1979) is a visual artist currently
based in Bucharest, who began her career in lasi in
early 2000. Her socially engaged practice employs

a variety of media including performance, sculpture,
drawing, workshops and video.

— Selected exhibitions: Talent is not democratic, art is
not luxury, Borderline Art Space, lasi (2016, solo); Girls
with ideas [boys and paintings], Lateral ArtSpace, Cluj-
Napoca (2016); In Times of Hope and Unrest. Critical Art
from lasi, MNAC, Bucharest (2015, with Bogdan Palie);
Vaasa 20X0, Vaasa (2015, with Tuomo Vaanénen); LUCK
/Do | feel lucky? Do ya, punk?, Glosna Gallery, Poznan
(2012, solo); Truth/s, apARTE Galllery, lasi (2011, solo);
Truth/s’, DVAC, Dayton Visual Art Centre, Dayton, Ohio

(2011, solo); Accidents, mutation and mistakes, MORA
Gallery, Bucharest (2010, solo).

loana Batranu

loana Batranu (n. 1960) abordeaza teme marginale

cu sensibilitate acuta, osciland permanent intre
subiectivitate si realitate. Exista un numar restrans de
teme recurente (Interioare melancolice, Gradini inchise
si Latrine) care, vazute impreuna, formeaza o imagine
coerenta a proiectului sau personal: cautarea unui punct
in care ruptura de lume si incercarea de impacare cu
aceasta devin simultane in existenta ei.

— Expozitii (selectie): Margini, Galeria Plan B Berlin
(2013, solo); Scénes Roumaines, Espace culturel Louis
Vuitton, Paris (2013); Romanian Cultural Resolution,
Spinnerei, Leipzig / Club Electroputere, Craiova (2010);
loana Bétranu, Simeza Gallery, Bucuresti (2008, solo);
Pictura si Desen, Galeria Etajul 34, Muzeul National

de Arta Contemporana - MNAC, Bucuresti (2007,
solo); Bucuresti-Budapest Bridge, Galeria Bartok 32,
Budapesta (2007); Signs of Faith [Semne de Credinta],
Villa Concordia, Bamberg (2006, solo); Banchet,
Galeria Simeza, Bucuresti (2004, solo); Margini, Sala
Dalles, Bucuresti (2002, solo); Picturé si Desen, Cazino
Lido, Bucuresti (2002, solo); Picturi, Galeria Simeza,
Bucuresti (2001); Interior melancolic, Galeria Etajul %4,
MNAC, Bucuresti (2000, solo); Transitionland, Muzeul
National de Arta al Romaniei - MNAR, Bucuresti (2000);
Versions of Transfiguration, Mlcsarnok Kunsthalle,
Budapesta (1998); Bukarest nach 89 - Kunst in
Rumanien Heute, Muzeul Ludwig Forum, Aachen (1997);
Ad hoc, Muzeul Ludwig, Budapesta (1997), Beyond
Belief - Contemporary Art in Central and Eastern
Europe, Muzeul de Arta Joslyn, Omaha / Institutul de
Arta Contemporang, Philadelphia / Muzeul de Arta
Allen Memorial, Oberlin College, Ohio / Muzeul de Arta
Contemporang, Chicago (1995-97).

loana Bétranu (b. 1960) lives in Bucharest, Romania. She
approaches marginal themes with acute sensitivity, in a
permanent vacillation between subjectivity and reality.
There are a few themes which constantly come back
(Melancholic Interiors, Enclosed Gardens and Latrines)
and which, seen together, form a coherent image of her
personal project: looking for the point in which the break
with the world and the attempt to make peace with it
are simultaneous in her existence.

— Selected exhibitions: Margins, Galeria Plan B Berlin
(2013, solo); Scénes Roumaines, Espace culturel Louis
Vuitton, Paris (2013); Romanian Cultural Resolution,
Spinnerei, Leipzig / Club Electroputere, Craiova

(2010); loana Bétranu, Simeza Gallery, Bucharest
(2008, solo); Painting and Drawing, %4 Floor Gallery,
The National Museum of Contemporary Art - MNAC,
Bucharest (2007, solo); Bucharest-Budapest Bridge,
Bartok 32 Gallery, Budapest (2007); Signs of Faith, Villa
Concordia, Bamberg (20086, solo); Banquet, Simeza
Gallery, Bucharest (2004, solo); Margins, Dalles Hall,
Bucharest (2002, solo); Painting and drawing, Lido
Casino, Bucharest (2002, solo); Painting, Simeza
Gallery, Bucharest (2001, solo); Melancholic Interior,

34 Floor Gallery, MNAC, Bucharest (2000, solo);
Transitionland, The National Art Museum of Romania -
MNAR, Bucharest (2000); Versions of Transfiguration,
Micsarnok Kunsthalle, Budapest (1998); Bukarest nach
89 - Kunst in Rumanien Heute, Ludwig Forum Museum,
Aachen (1997); Ad hoc, Ludwig Museum, Budapest
(1997), Beyond Belief - Contemporary Art in Central and
Eastern Europe, Joslyn Art Museum, Omaha / Institute
of Contemporary Art, Philadelphia / Allen Memorial

Art Museum, Oberlin College, Ohio / Museum of
Contemporary Art, Chicago (1995-97).

Anca Benera & Arnold Estefan

Anca Benera (n. 1977) si Arnold Estefan (n. 1978)
lucreaza cu o gama larga de mijloace de exprimare,
cuprinzand instalatie, video, performance, desen

si interventie urbana. Ei examineaza raporturile de
putere in contexte sociale, economice si politice
pentru a medita asupra societatii ca o tesatura de

legi si conventii ce trebuie mereu reimaginate. Cei

doi investigheaza strategii geopolitice, subiectivitati
postnationale, instabilitatea istoriei si a perceptiei sale
intre memoria publica si cea privata. Sunt cofondatori ai
CIV/Centrul de Instrospectie Vizuala.

— Expozitii (selectie): Natural Histories, Traces of

the Political, MUMOK, Viena (2017); Dreams&Dramas.
Law as Literature, NGBK, Berlin (2017); Remastered,
Kunsthalle Krems (2017); Universal Hospitality, Futura
Centre for Contemporary Art, Prague (2017); Sights
and Sounds: Highlights, The Jewish Museum, New York
(2016); We Only Went to NASA Together, MAK Center
for Art and Architecture, Los Angeles (2016); GLOBALE:
Global Control and Censorship, ZKM | Karlsruhe
(2016); The School of Kyiv, Bienala de la Kiev (2015);

Check Your Head!, Bienala Off, Budapesta (2014); Der
Brancusi-Effekt, Kunsthalle Wien (2014); Compensation
for Lack of Resources, Galeria Ivan Bucuresti (2013,
solo); Mom, am | barbarian?, editia a 13-a a Bienalei

de la Istanbul (2013), Intense Proximity, La Triennale,
Palais de Tokyo, Paris (2012), We Were So Few and So
Many Of Us Are Left, tranzit.ro/Bucuresti si tranzit.hu/
Budapesta (2013, solo); Navigating London’s Lost Rivers,
Camden Arts Centre London (2011).

Anca Benera (b. 1977) and Arnold Estefan (b. 1978)
work in a range of media spanning installation, video,
performance, drawing, and urban intervention. They
examine power relations in social, economic, and
political contexts to reflect on society as being a tissue
of laws and conventions that must be permanently re-
imagined. They investigate geopolitical strategies, post-
national subjectivities and the instability of history and
its perception between public and private memory. They
are co-founders of CIV/Centre for Visual Introspection.
—— Selected exhibitions: Natural Histories, Traces

of the Political, MUMOK Museum Vienna (2017);
Dreams&Dramas. Law as Literature, NGBK, Berlin
(2017); Remastered, Kunsthalle Krems (2017); Universal
Hospitality, Futura Centre for Contemporary Art,
Prague (2017); Sights and Sounds: Highlights, The
Jewish Museum, New York (2016); We Only Went to
NASA Together, MAK Center for Art and Architecture,
Los Angeles (2016); GLOBALE: Global Control and
Censorship, ZKM | Karlsruhe (2016); The School of
Kyiv, The Biennale, Kyiv (2015); Check Your Head!,

Off Biennale, Budapest (2014); Der Brancusi-Effekt,
Kunsthalle Wien (2014); Compensation for Lack of
Resources, lvan Gallery Bucharest (2013, solo); Mom,
am | barbarian?, 13th Istanbul Biennial (2013), Intense
Proximity, La Triennale, Palais de Tokyo, Paris (2012),
We Were So Few and So Many Of Us Are Left, tranzit.
ro/Bucharest and tranzit.hu/Budapest (2013, solo);
Navigating London’s lost rivers, Camden Arts Centre
London (2011).

Stefan Bertalan

Stefan Bertalan (1930-2014) este o figura centrala a
neo-avangardei din Romania, membru si cofondator

al grupului 1111n 1965 si al grupului Sigma in 1970. in
incercarea de a gasi un limbaj artistic personal si de

a se detasa de conformismul academic, isi indreapta
cercetarile teoretice spre textele lui Paul Klee, principiile
constructivismului si modelul $colii de la Bauhaus,
alaturi de colegii séi de grup. Creatia lui $tefan Bertalan,
alcatuita din obiecte, instalatii multimedia, fotografii,
actiuni, are ca fir calauzitor desenul, prin care se leaga
toate aceste etape.

— Expozitii (selectie): Palatul Enciclopedic, a 55-a
editie a Bienalei de la Venetia (2013); Stefan Bertalan,
Muzeul de Arta, Timisoara (2012, solo); Méascariciul
emigrant, Muzeul de Arté din Timisoara / Galeria
Quadro, Cluj-Napoca (2012 / 2011, solo); De Natura
Rerum, Johnen Galerie, Berlin (2012, solo); Cel ce

se pedepseste singur, Muzeul Mogosoaia, Bucuresti
(2009); Drumuri la rascruce, Galeria ArTe (2005, solo);
Festivalul Zona 4 - Europa de Est, Timisoara (2002);
Festivalul Zona 3 - Europa de Est, Timisoara (1999);
Studiul I, Galeria Bastion, Timisoara (1978); Fourth
Leonardo Action, Parcul Central, Timisoara (1978);
Romanian Art Today, Richard Demarco Gallery, Edinburg
(1971); Bienala Constructivista de la Niirnberg (1969);
Arta Constructivista, Sonja Henje Gallery, Oslo (1969);
Cinci artisti timisoreni, Sala Kalinderu, Bucuresti (1968);
Trienala de Arte Decorative, Milano (1968).

Stefan Bertalan (1930-2014) is a central figure of the
Romanian neo-avant-garde, a member and a co-founder
of group 111in 1965 and of Sigma group in 1970. In an
attempt at finding a personal artistic language and

at detaching himself from academic conformism, he
guides his theoretical researches towards Paul Klee’s
texts, the principles of constructivism and the model of
the Bauhaus School, together with his colleagues. The
work of Stefan Bertalan, formed of object, multimedia
installations, photographs, actions, has drawing as a
guiding thread that links all these periods.

— Selected exhibitions: The Encyclopedic Palace,
the 55th edition of the Venice Biennial (2013); Stefan
Bertalan, Art Museum, Timisoara (2012, solo); The
Emigrant Clown, Timisoara Museum of Art / Quadro
Galllery, Cluj-Napoca (2012 / 2011, solo); De Natura
Rerum, Johnen Galerie, Berlin (2012, solo); Cel ce se
pedepseste singur [The One that Punishes Himself],
Muzeul Mogosoaia, Bucharest (2009); Drumuri la
rascruce [Roads at Crossroads], ArTe Gallery (2005,
solo); Festivalul Zona 4 — Europa de Est, Timisoara
(2002); Festivalul Zona 3 — Europa de Est, Timisoara
(1999); Studiul I, Bastion Gallery, Timisoara (1978);
Fourth Leonardo Action, Parcul Central, Timisoara
(1978); Romanian Art Today, Richard Demarco Gallery,
Edinburg (1971); Constructivist Biennial, Nirnberg
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(1969); Constructivist Art, Sonja Henje Gallery, Oslo
(1969); Five Artists from Timisoara, Sala Kalinderu,
Bucuresti (1968); Triennial of Decorative Arts, Milano
(1968).

Dan Beudean

Dan Beudean (n. 1980), absolvent al Universitétii de Arta
si Design Cluj, sectia grafica, este cunoscut si apreciat
in primul rand datorita lucrarilor sale in desen - imagini
adesea fantastice pornind de la o perceptie exacerbata
arealitatii. Atat desenele cat si instalatiile sale includ
straturi suprapuse de mitologie, istorie, mistica, pop
culture ce compun o anatomie stranie a societatii de ieri
si azi, dar si a universului sau intim.

— Expozitii (selectie): BEING MOUNTAINS, BEING
SEAS, Lateral ArtSpace, Cluj-Napoca (2017); Gradina
imposibila, Jecza Gallery, Timisoara (2017, solo,
impreuna cu Alex Mirutziu); Neurosturgeon Stream,

str. Mihail Kogalniceanu nr. 8, Cluj-Napoca (2016); Dan
Beudean. God Luck and Good Speed, Muzeul de Arta
Cluj-Napoca (2016, solo); Magellan’s Cabin, Lateral
ArtSpace, Cluj-Napoca (2014, solo); Apprehension.
Understanding through Fear of Understanding, Bienala
Bucuresti BB6, Bucuresti (2014); Festival of the Supreme
Being, STRABAG Artlounge, Viena (2013, solo); Let’s
Talk about Cars, Zorzini Gallery, Bucuresti (2013);
Scénes Roumaines, Espace Culturel Louis Vuitton, Paris
(2013); Defining/Creating, LARM Gallery, Copenhaga
(2013); What We Do Is Secret, Zorzini Gallery, Bucuresti
(2012, solo); Realm, Slag Gallery, New York (2010); Dan
Beudean, Galeria Laika, Bucuresti (2009, solo).

Dan Beudean (b. 1980), an alumnus of the University

of Art and Design Cluj, graphics department, is known
and appreciated primarily for his drawing work - often
fantastical images stemming from an exacerbated
perception of reality. Both his drawings and his
installations include superimposed layers of mythology,
history, mysticism and pop culture, coalescing into a
strange anatomy of past and present society, as well as
his private universe.

— Selected exhibitions: BEING MOUNTAINS,

BEING SEAS, Lateral ArtSpace, Cluj-Napoca (2017);
Gradina imposibild [The Impossible Garden], Jecza
Gallery, Timisoara (2017, solo, with Alex Mirutziu);
Neurosturgeon Stream, 8 Mihail Kogéalniceanu street,
Cluj-Napoca (2016); Dan Beudean. God Luck and

Good Speed, Cluj-Napoca Art Museum (2016, solo);
Magellan’s Cabin, Lateral ArtSpace, Cluj-Napoca (2014,
solo); Apprehension. Understanding through Fear of
Understanding, BB6 Bucharest Biennial, Bucharest
(2014); Festival of the Supreme Being, STRABAG
Artlounge, Wien (2013, solo); Let’s Talk about Cars,
Zorzini Gallery, Bucharest (2013); Scénes Roumaines,
Espace Culturel Louis Vuitton, Paris (2013); Defining/
Creating, LARM Gallery, Copenhagen (2013); What We
Do Is Secret, Zorzini Gallery, Bucharest (2012, solo);
Realm, Slag Gallery, New York (2010); Dan Beudean,
Laika Gallery, Bucharest (2009, solo).

Michel Blazy

Michel Blazy (n. 1966) foloseste materiale si obiecte
preluate din circuitul industrial, dar si organisme vii.
Lucrarile sale metamorfice, curajoase si impredictibile,
reunind artificialitatea si natura, dovedesc ca nicio
materie nu poate fi inerta. Accentuand trecerea timpului,
artistul critica tendinta contemporana spre consumul
excesiv printr-un limbaj poetic si, uneori, plin de umor.
— Expozitii (selectie): Le Réve des formes, Palais

de Tokyo, Paris (2017); Michel Blazy - Solo Show,

Art : Concept gallery (2017, solo); Living Room I,
Maison Hermés, Tokyo (2016, solo); Pull Over Time,

Art : Concept, Paris (2015, solo); In Vitro (studies on
entropy), apexart, Copenhaga (2015); Le Manifeste de
l'arbre, Zabriskie Point, Geneva (2015); Bouquet Final

3, National Gallery of Victoria, White Night, Melbourne
(2013, solo); Metaphoria Il, ReMap4, Atena (2013); Le
Grand Restaurant, Frac lle-de-France, Paris (2012, solo);
Michel Blazy, Kunsthaus Baselland, Basel (2010, solo);
Post Patman, Palais de Tokyo, Paris (2007, solo); Le
voyage fantastique, Wiirttembergischer Kunstverein,
Stuttgart (2003, solo); Our Mutual Friend, Bloomberg
Space, Londra (2003); Pluie d'air, Galerie Gabrielle Vitte,
Ajaccio (1996, solo).

Michel Blazy se afla printre artistii invitati la cea de-a
57-a editie a Bienalei de la Venetia.

Michel Blazy (b. 1966) shows a preference for materials
and objects issued from the industrial circuit as well

as for living organisms. His metamorphic, hazardous
and unpredictable artworks which reunite artificiality
and nature prove that no matter can possibly be

inert. Emphasizing the passing of time, the artist
criticizes nowadays consumerism through a poetic and
sometimes humoristic language.
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— Selected exhibitions: Le Réve des formes, Palais
de Tokyo, Paris (2017); Michel Blazy - Solo Show,

Art : Concept gallery (2017, solo); Living Room II,
Maison Hermés, Tokyo (2016, solo); Pull Over Time,
Art : Concept, Paris (2015, solo); In Vitro (studies on
entropy), apexart Copenhagen (2015); Le Manifeste de
l'arbre, Zabriskie Point, Geneva (2015); Bouquet Final
3, National Gallery of Victoria, White Night, Melbourne
(2013, solo); Metaphoria I, ReMap4, Athens (2013);

Le Grand Restaurant, Frac lle-de-France, Paris (2012,
solo); Michel Blazy, Kunsthaus Baselland, Basel (2010,
solo); Post Patman, Palais de Tokyo, Paris (2007, solo);
Le voyage fantastique, Wirttembergischer Kunstverein,
Stuttgart (2003, solo); Our Mutual Friend, Bloomberg
Space, London (2003); Pluie d'air, Galerie Gabrielle
Vitte, Ajaccio (1996, solo).

Michel Blazy is among the artists invited to the 57th
edition of the International Venice Biennale.

Alex Bodea

Alex Bodea lucreaza la intersectia dintre arta vizuala,
poezie si jurnalism. Alimentata de dorinta de a fi martor
si de a inregistra realitatea, ea foloseste desenul si
textul reduse la esential. Creeazd documente ale
diverselor fatete ale urbanitatii. Aspecte importante ale
practicii sale sunt sistemele de arhivare ale insemnarilor
si observatiilor sale, precum si modurile de a-si
prezenta lucrarile slefuite, cel mai adesea prin ,lecturi
cinematice”.

— Performance-uri/reportaje: Acts of Searching
Closely, ASC Gallery, London (2016); Notunterkuntft,
Wrangelstr. 98 Refugee Shelter Berlin (2016, solo),
International Literature Festival, Berlin (2016, solo),
Temps d’Images, Cluj-Napoca (2015); Basel Liste, in
colaborare cu Galeria Plan B (2015, solo).

— Expozitii (selectie): Raumohneraum, Kunstpunkt,
Berlin (2017), Other rooms, Galeria Plan B, Cluj-Napoca
(2015), Drawing Storage at Cantiere disegno, Biennale
Disegno Rimini (2014), Monumental, CBC & Galeria
Jecza, Timisoara (2012), Protection Image, Galeria Laika,
Cluj-Napoca (2011, solo).

Alex Bodea works at the crossroads of visual art, poetry
and journalism. Fuelled by a desire to witness and
record the reality, she makes use of drawing and text,
both stripped down to the essentials. She is interested
in documenting facets of urbanity. Important aspects of
her practice are the systems of archiving her notes and
observations and the ways of delivering her processed
work, more often carried through talks, conversations,
“cinematic readings”.

— Performances/reportages: Acts of Searching
Closely, ASC Gallery, London (2016); Notunterkunft,
Wrangelstr. 98 Refugee Shelter Berlin (2016, solo),
International Literature Festival, Berlin (2016, solo),
Temps d’Images, Cluj-Napoca (2015); Basel Liste, in
collaboration with Plan B (2015, solo).

— Selected exhibitions: Raumohneraum, Kunstpunkt,
Berlin (2017), Other rooms, Plan B Gallery, Cluj-Napoca
(2015), Drawing Storage at Cantiere disegno, Biennale
Disegno Rimini (2014), Monumental, CBC & Jecza
Gallery, Timisoara (2012), Protection Image, Laika
Gallery, Cluj-Napoca (2011, solo).

Irina Botea Bucan

Irina Botea Bucan traieste la Bucuresti, Birmingham

si Londra. Dupé ce a absolvit cursurile Universitatii de
Arte din Bucuresti, Irina Botea Bucan si-a definitivat
studiile de master la The School of the Art Institute in
Chicago. In 2014, Irina Botea Bucan a primit premiul
3Arts, acordat exclusiv artistelor pentru activitatea
profesionala exceptionala. Rolul ei ca artist este intr-un
flux constant, trecand de la starea de observator la o
conditie reflexiva, participativa si performativa.

— Lucrarile sale au fost prezentate la: New Museum,
New York; MUSAC - Museo de Arte Contemporaneo
de Castilla y Ledn, Spania; Centrul Pompidou, Paris;
Galeria Nationala Jeu de Paume, Paris; Kunsthalle
Winterthur, Elvetia; Muzeul National Reina Sofia, Madrid;
U-Turn Quadriennial, Copenhaga; Kunstforum, Viena;
Galeria Foksal, Varsovia; Centrul Argos pentru Arta

si Media, Bruxelles; MNAC — Muzeul National de Arta
Contemporana, Bucuresti; Muzeul National de Arta
Contemporana, Szczecin, Polonia; Centrul pentru Arta
Contemporana - Castelul Ujazdowski, Varsovia; Bienala
de la Venetia; Bienala de la Gwangju, Coreea de Sud;
Bienala de la Praga. A participat la o serie de festivaluri:
Festivalul Artefact, Leuven; Festivalul International

de Film de la Rotterdam; Impakt Panorama, Utrecht;
Festivalul European Polis Adriatic.

Irina Botea Bucan lives in Bucharest, Birmingham and
London. After graduating from the Art University in
Bucharest, the artist earned her Master’s degree from
The School of the Art Institute in Chicago. In 2014, Irina

received the 3Arts award, conferred to female artists for
exceptional professional activity. Her role as an artist is
in a continuous flux, as she transitions from the position
of the observer to that of a reflexive, participative and
performative module.

— Her works were exhibited at: New Museum, New
York; MUSAC - Museo de Arte Contemporaneo de
Castilia y Leon, Spain; Centre Pompidou, Paris; National
Gallery Jeu de Paume, Paris; Kunsthalle Winterthur,
Switzerland; Reina Sofia National Museum, Madrid;
U-Turn Quadriennal, Copenhagen; Kunstforum, Vienna;
Foksal Gallery, Warsaw; Argos Center for Art and Media,
Brussels; MNAC - National Museum of Contemporary
Art, Bucharest; National Museum of Contemporary

Art, Szczecin, Poland; Center for Contemporary Art
Ujazdowski Castle, Warsaw; the Venice Biennale; the
Gwangju Biennale, South Korea; the Prague Biennale.
She participated in several film festivals: the Artefact
Festival, Leuven; the International Film Festival in
Rotterdam; Impakt Panorama, Utrecht; the Polis Adriatic
European Festival.

Stefan Botez

Stefan Botez (n. 1983) a studiat arhitectura la Bucuresti
si artele vizuale la Universitatea de Arta si Design din
Geneva, obtinand un certificat de studii avansate in
implementarea practicilor artistice in spatiul public
(2011) si o diploma de Master in arte vizuale (2014).
Pasiunea sa pentru cinema transpare in lucrarile in care
utilizeaza cu preponderenta video-ul experimentand noi
tehnici de filmare, dar si in instalatiile sau desenele ce
exploreaza relatia spatiu-timp.

— Exporzitii (selectie): Between the Forest and the Sea,
Eastwards Prospectus, Bucuresti (2015, solo); A Room
With a View, Milkshake Agency, Geneva (2014, solo);
Open Frame Award, GoEast Film Festival, Nassauischer
Kunstverein, Wiesbaden (2014); SALON VIDEO -
NOTIUNI DE METODA, tranzit.ro/lasi (2013); Plus Jamais
Seul, galeria Standards, Rennes (2013); Desire is War,
Galeria de Arta Contemporana a Muzeului National
Brukenthal, Sibiu (2011).

Stefan Botez (b. 1983) studied architecture in Bucharest
and visual arts at the University of Art and Design in
Geneva, obtaining a certificate of advanced studies in
implementing artistic practices in public space (2011)
and a Masters in visual arts (2014). His passion for
cinema is apparent in his works, in which he mainly uses
video, experimenting with new filming techniques, but
also in his installations and drawings which explore the
relationship between space and time.

— Selected exhibitions: Between the Forest and the
Sea, Eastwards Prospectus, Bucharest (2015, solo);

A Room With a View, Milkshake Agency, Geneva

(2014, solo); Open Frame Award, GoEast Film Festival,
Nassauischer Kunstverein, Wiesbaden (2014); SALON
VIDEO - MATTERS OF METHOD, tranzit.ro/lasi

(2013); Plus Jamais Seul, Standards Gallery, Rennes
(2013); Desire is War, Contemporary Art Gallery of the
Brukenthal National Museum, Sibiu (2011).

Razvan Botis

Razvan Botis (n. 1984) observé realitatea si o
prelucreaza cu finete si umor in lucrari variate ca mediu
de expresie, cele mai recente fiind realizate in ceramica.
Lucrarile lui deturneaza perceptia conventionala si ideile
preconcepute printr-o abordare detasata si lucida,
speculand aparenta simplitate a unor gesturi si situatii.
— Expozitii (selectie): Cashmere thoughts, Galeria
Sabot, Cluj-Napoca (2016, solo); Few Were Happy with
Their Condition, Gallery 400, University of lllinois at
Chicago, Chicago (2016); Cluj Connection 3D, Galerie
Judin, Berlin (2015); Going Twomblysh, Woolish, Foolish,
Galeria Sabot, Cluj-Napoca (2014, solo); Quotes from
the Left Left Hand, Galleria Massimodeluca, Venetia
(2014); HOT SPOT CLUJ - NEW ROMANIAN ART, Arken
Museum (2013); November Remember September,
Kiinstlerhaus SchloB Balmoral, Bad Ems (2012);
Diamonds for Everybody, Galeria Andreiana Mihail,
Bucuresti (2011, solo); Trying to purchase what | once
wanted to forget, Krinzinger Projekte, Viena (2011, solo);
The Idiot, Centrul de Introspectie Vizuald, Bucuresti
(2010, solo); The Hill was a Mountain, Galeria Andreiana
Mihail, Bucuresti (2009, solo).

Razvan Botis (b. 1984) observes reality and processes
it with finesse and humor in works with varied media

of expression, the most recent of which are ceramics.
His works overturn conventional perception and
preconceived ideas through a detached and lucid
approach, speculating the apparent simplicity of certain
gestures and situations.

— Selected exhibitions: Cashmere thoughts, Sabot
Gallery, Cluj-Napoca (2016, solo); Few Were Happy with
Their Condition, Gallery 400, University of lllinois at
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Chicago, Chicago (2016); Cluj Connection 3D, Galerie
Judin, Berlin (2015); Going Twomblysh, Woolish, Foolish,
Sabot Gallery, Cluj-Napoca (2014, solo); Quotes from
the Left Left Hand, Galleria Massimodeluca, Venice
(2014); HOT SPOT CLUJ - NEW ROMANIAN ART, Arken
Museum (2013); November Remember September,
Kiinstlerhaus SchloB Balmoral, Bad Ems (2012);
Diamonds for Everybody, Andreiana Mihail Gallery,
Bucharest (2011, solo); Trying to purchase what | once
wanted to forget, Krinzinger Projekte, Wien (2011, solo);
The Idiot, Center for Visual Introspection, Bucharest
(2010, solo); The Hill was a Mountain, Andreiana Mihail
Gallery, Bucharest (2009, solo).

Dora Budor

Dora Budor (n. 1984) a studiat arte vizuale la Columbia
University School of Arts, New York, si si-a obtinut
diploma de master in arta la sectia Design (Scoala de
Design - Departamentul de Comunicare Vizuald) al
Universitatii de Arhitectura din Zagreb (2003-2008),
unde a urmat, de asemenea, arhitectura (2003-2005).
Practica ei artistica actualad implica reutilizarea si
Lreanimarea” unor decoruri de cinema pentru a crea
sculpturi hibride si interventii arhitecturale ce propun
noi povesti.

— Expozitii (selectie): Le Réve des formes, Palais de
Tokyo, Paris (2017); Dreamlands: Immersive Cinema and
Art, 1905 - 2016, The Whitney Museum of American
Art, New York (2016); Ephemerol, Ramiken Crucible,
New York (2016, solo); Streams of Warm Impermanence,
David Roberts Art Foundation, Londra (2016),

Spring, Swiss Institute, New York (2015, solo); The
Architect’s Plan, His Contagion and Sensitive Corridors,
New Galerie, Paris (2015, solo); Inhuman, Museum
Fridericianum, Kassel (2015); DIDING - An Interior That
Remains an Exterior?, Kinstlerhaus / Halle fiir Kunst &
Medien (KM-), Graz (2015).

A participat la Bienala de la Viena la muzeul MAK (2017),
precum si la a 9-a Bienala de la Berlin, KW Institute for
Contemporary Art (2017).

Dora Budor (b. 1984) studied Visual Arts (New Genres)
at the Columbia University School of The Arts, New York
and received her MFA in Design (School of Design —
Visual Communications Department) from the University
of Architecture, Zagreb (2003-2008) where she also
followed Architecture Studies (2003-2005). Her current
artistic practice involves repurposing and “reanimating”
outsourced screen-used cinema props, in order to
create hybrid sculptures or architectural interventions
which propose new narratives.

— Selected exhibitions: Le Réve des formes, Palais de
Tokyo, Paris (2017); Dreamlands: Immersive Cinema and
Art, 1905 - 2016, The Whitney Museum of American

Art, New York (2016); Ephemerol, Ramiken Crucible,
New York (2016, solo); Streams of Warm Impermanence,
David Roberts Art Foundation, London (2016), Spring,
Swiss Institute, New York (2015, solo), 2015 The
Architect’s Plan, His Contagion and Sensitive Corridors,
New Galerie, Paris (2015, solo); Inhuman, Museum
Fridericianum, Kassel (2015); DIDING - An Interior That
Remains an Exterior?, Kinstlerhaus / Halle fir Kunst &
Medien (KM-), Graz (2015).

She participated in the Vienna Biennale at MAK
museum (2017) as well as in the 9th Berlin Biennale, KW
Institute for Contemporary Art (2017).

Michele Bressan

Michele Bressan (n. 1980) este cunoscut publicului
datorita proiectelor sale fotografice, pentru care a
castigat premiul Essl si a fost nominalizat la premiul
Henkel pentru artd in 2009. In ultimii ani, temele pe care
le exploreaza s-au concretizat, alaturi de fotografie,

si in obiect sau instalatie. Interesul lui Michele pentru
perceptia vizuala si modurile in care se construieste
imaginarul colectiv porneste de la imaginea luata ca
matrice a constiintei sociale si istorice. Aceasta cautare
este dublata de dorinta de a decupa din realitatea
cotidiana spatiile poetice, ivite spontan sau accidental.
— Expozitii (selectie): Latitudes - Humanscapes,

L. Kanellopoulos Art Centre, Eleusis (2016); WHAT
ABOUT Y[OUR] MEMORY, Muzeul National de Arta
Contemporana (MNAC), Bucuresti (2015); PASAJ,
MNAC - Anexa, Bucuresti (2014); The Source Collage
Open Call, Tate Britain, Londra (2014); Europe/South-
East. Recorded Memories, Muzeul de fotografie,
Braunschweig (2013); Waiting for the Drama, Hart
Gallery, Bucuresti (2012, solo); Vita, Morte e Miracoli, LC
Foundation for Contemporary Art, Bucuresti (2011, solo);
Memories for my Children, Rue de 'Exposition Gallery,
Paris (2010, solo); As far as i can tape, Performance Art
Institute, San Francisco (2010).

A mai expus la cea de-a 56-a editie a Bienalei de la
Venetia (Noua galerie a Institutului Cultural Roman de
la Venetia, 2015) si la Les Rencontres internationales

Paris/Berlin/Madrid, La Gaité Lyrique si Palais de Tokyo
(proiectie video, 2014).

Michele Bressan (b. 1980) is publicly known for his work
in photography, for which he won the Essl award and
was nominated for the Henkel award for art in 2009. In
recent years, he has solidified the themes he explores in
photography, objects or installations. Michele’s interest
in visual perception and the methods of constructing
the collective imaginary begins from a view of images
as matrices of social and historical consciousness. The
quest is then matched by the desire to spontaneously or
accidentally break away poetic spaces from day-to-day
reality.

— Selected exhibitions: Latitudes - Humanscapes, L.
Kanellopoulos Art Centre, Eleusis (2016); WHAT ABOUT
Y[OUR] MEMORY, National Museum of Contemporary
Art (MNAC), Bucharest (2015); PASAJ, MNAC - Annex,
Bucharest (2014); The Source Collage Open Call, Tate
Britain, London (2014); Drama, H'art Gallery, Bucharest
(2012, solo); Vita, Morte e Miracoli, LC Foundation for
Contemporary Art, Bucharest (2011, solo); Memories for
my Children, Rue de 'Exposition Gallery, Paris (2010,
solo); As far as i can tape, Performance Art Institute, San
Francisco (2010).

He also participated in exhibitions at the 56th edition of
the Venice Biennale (the New Gallery of the Romanian
Cultural Institute of Venice New Gallery, 2015) and at
Les Recontres Internationales Paris/Berlin/Madrid, La
Gaité Lyrique and Palace of Tokyo (video projection,
2014).

Cornel Brudascu

Cornel Brudascu (n. 1937) a studiat la Universitatea

de arta ,lon Andreescu” din Cluj-Napoca. Pictor
emblematic al neoavangardei anilor ‘70, Cornel
Brudascu este unul dintre putinii artisti romani asociati
cu factura artistica Pop Art, orientandu-se ulterior
catre hiperrealism. Schimbarile radicale de paradigma
realizate prin introducerea unor noi elemente vizuale,
diversitatea temelor si a genurilor abordate au condus,
de-a lungul timpului, la conturarea unei abordari
personale ce va avea o puternica influenta asupra noilor
generatii.

— Expozitii (selectie): Parfum 79, Galeria V.N.H Gallery,
Paris (2016); The EY Exhibition: The World Goes Pop,
TATE Modern, Londra (2015); Mirror Stage, lucrari de
Cornel Brudascu si Alin Bozbiciu, Le Plafond gallery,
Amsterdam (2014); Burning Down The House, Gwangju
Biennale (2014); Cornel Brudascu - Portretul unei
generatii, Spatiu Intact, Fabrica de Pensule, Cluj-Napoca
(2013, solo); Artistul si Puterea. Ipostaze ale picturii
romanesti intre anii 1950-1990, Biblioteca Nationala

a Romaniei, Bucuresti (2012); East of Eden, Muzeul
Ludwig, Budapesta (2011).

Cornel Brudascu (b. 1937) studied at the “lon Andrescu”
University of Art in Cluj-Napoca. An iconic painter of
the 70s neo-avantgarde, he is one of the few Romanian
artists associated with Pop Art artistic expression, later
diverting his attention towards hyper-realism. His radical
paradigm shift, developed through the introduction of
new visual elements, as well as through the diversity of
themes and genres he approached, led in time to the
emergence of a personal approach, which proved to
have a strong influence on new generations.

— Expozitii (selectie): Parfum 79 [Perfume 79], V.N.H
Gallery, Paris (2016); The EY Exhibition: The World
Goes Pop, TATE Modern, London (2015); Mirror Stage,
works by Cornel Brudascu and Alin Bozbiciu, Le
Plafond Gallery, Amsterdam (2014); Burning Down The
House, Gwangju Biennale (2014); Cornel Brudascu -
Portretul unei generatii [Cornel Brudascu - Portrait of

a generation], Intact Space, The Paintbrush Factory,
Cluj-Napoca (2013, solo); Artistul si Puterea. Ipostaze
ale picturii romanesti intre anii 1950-1990 [The Artist and
The Power. Aspects of Romanian painting in the years
1950-1990], National Library of Romania, Bucharest
(2012); East of Eden, Ludwig Museum, Budapest (2011).

Alin Bozbiciu

Alin Bozbiciu (n. 1989) a absolvit Universitatea de

Arté si Design din Cluj-Napoca in 2013. In picturile

sale abordeaza scene ale spatiului privat, posturile
portretelor si ale animalelor de casa plasate in prim-plan
sugerand o stare de neliniste, accentuata de cromatica
si expresia stilistica personala.

— Expozitii (selectie): Did It Happen, galeria Untilthen,
Paris (2017); After The Sacrifice, galeria Untilthen, Paris
(2016); The Keen Observer, Doris Ghetta gallery (2015);
Mirror Stage - Seven Studies of Composition, le Plafond,
Amsterdam (2014, solo, alaturi de Cornel Brudascu);
Tales from the valey, galeria Doris Ghetta (2014); START
POINT PRIZE 2013, Victoria Art Center, Bucuresti
(2013); ESSL ART AWARD CEE 2013: The Exhibition,

Essl Museum, Klosterneuburg / Viena / Nominees’
Exhibition, Victoria Art Center, Bucuresti (2013); Green
& Brown, Accademia di Belle Arti, Macerata (2013); my
Salon, Galeria Quadro, Cluj-Napoca (2013); Give me the
future, Fabrica de Pensule, Cluj-Napoca (2012).

Alin Bozbiciu (b. 1989) graduated from the University

of Art and Design in Cluj-Napoca in 2013. Through

his paintings, he approaches scenes from private
space, placing the postures of portraits and pets in

the foreground in order to suggest a state of unrest,
heightened by the color palette and his personal
stylistic expression.

— Selected exhibitions: Did It Happen, Untilthen gallery,
Paris (2017); After The Sacrifice, Untilthen gallery, Paris
(2016); The Keen Observer, Doris Ghetta gallery (2015);
Mirror Stage - Seven Studies of Composition, le Plafond,
Amsterdam (2014, solo, with Cornel Brudascu); Tales
from the valey, Doris Ghetta gallery (2014); START
POINT PRIZE 2013, Victoria Art Center, Bucharest
(2013); ESSL ART AWARD CEE 2013: The Exhibition,
Essl Museum, Klosterneuburg / Wien / Nominees’
Exhibition, Victoria Art Center, Bucharest (2013); Green
& Brown, Accademia di Belle Arti, Macerata (2013); my
Salon, Quadro Gallery, Cluj-Napoca (2013); Give me the
future, The Paintbrush Factory, Cluj-Napoca (2012).

Pavel Braila

Pavel Braila (n. 1971) locuieste la Chisindu. In 2001 a fost
artist rezident la KulturKontakt, Austria. Braila a primit
Premiul regiunii Nordrhein-Wesftalen (Germania) pentru
filmul Definitively Unifinished [Definitiv Neterminat]

in cadrul Festivalului de Film de Scurtmetraj de la
Oberhausen. In anul 2002, filmul s&u, Shoes for Europe
[Pantofi pentru Europa], a fost proiectat in cadrul
evenimentului Documenta 11. In 2007, din postura de
artist rezident in programul ,DAAD Atrtists in Berlin”,
Braila a prezentat instalatia Barons’ Hill [Dealul
Baronilor] la New National Gallery din Berlin.

— Expozitii (selectie): New Year's Dissections
[Disectiile Noului An], Eastwards Prospectus,

Bucuresti (2017, solo); Documenta 14, Atena / Kassel
(2017); Project 35: The Last Act, Garage Museum

of Contemporary Art, Moscova (2015); Sights and
Sounds: Romania, The Jewish Museum, New York
(2014); Matters of Mehtod, tranzit.cz, Praga (2013); Faux
Amis / An Ephemeral Video Library, Jeu de Paume,
Paris (2011); Pavel Braila, Chisinau-Braila-Sibiu, Muzeul
National Brukenthal, Sibiu (2010, solo); Source [Sursa],
Galeria Jan Dhaese, Ghent (2009, solo); A Pair of Left
Shoes - Reality Check in Eastern Europe, Kunstmuseum
Bochum, Bochum (2009); Want [Dorinta], Galeria Yvon
Lambert, Paris (2008, solo); Pavel Bréila: Barons’ Hill
[Pavel Braila: Dealul Baronilor], New National Gallery,
Berlin (2007, solo); Time Code, MAMbo Muzeul de

Arta Moderna din Bologna, Bologna (2007); Pavel
Bréila, Galerie im Taxispalais, Innsbruck (20086, solo);
Why Pictures Now, MUMOK Museum moderner Kunst
Stiftung Ludwig, Viena (2006); Do Not Interrupt Your
Activities, Royal College of Art, London (2005); DELAY,
Museum Boijmans Van Beuningen, Rotterdam (2004);
Blood & Honey - Future’s in the Balkans, Muzeul Essl,
Klosterneuburg (2003); documenta 11, Kassel (2002).

Pavel Braila (b. 1971) lives in Chisinau. In 2001 he was
Artist in Residence at KulturKontakt Austria. Braila has
received the Award of the region Nordrhein-Westfalen
(Germany) for his film Definitively Unfinished at the
International Short Film Festival Oberhausen. In 2002,
his film Shoes for Europe was shown at documenta 11.
In 2007, as an artist in residence at the “DAAD Atrtists in
Berlin Program” Braila presented the installation Barons’
Hill at the New National Gallery in Berlin.

— Selected exhibitions: New Year's Dissections,
Eastwards Prospectus, Bucharest (2017, solo);
documenta 14, Athens / Kassel (2017); Project 35:

The Last Act, Garage Museum of Contemporary Art,
Moscow (2015); Sights and Sounds: Romania, The
Jewish Museum, New York (2014); Matters of Mehtod,
tranzit.cz, Prague (2013); Faux Amis / An Ephemeral
Video Library, Jeu de Paume, Paris (2011); Pavel Brdila,
Chisinau-Braila-Sibiu, Brukenthal National Museum,
Sibiu (2010, solo); Source, Gallery Jan Dhaese, Ghent
(2009, solo); A Pair of Left Shoes - Reality Check in
Eastern Europe, Kunstmuseum Bochum, Bochum
(2009); Want, Yvon Lambert Gallery, Paris (2008,
solo); Pavel Briéila: Barons’ Hill, New National Gallery,
Berlin (2007, solo); Time Code, MAMbo Bologna
Modern Art Museum, Bologna (2007); Pavel Braila,
Galerie im Taxispalais, Innsbruck (2006, solo); Why
Pictures Now, MUMOK Museum moderner Kunst
Stiftung Ludwig, Vienna (2006); Do Not Interrupt Your
Activities, Royal College of Art, London (2005); DELAY,
Museum Boijmans Van Beuningen, Rotterdam (2004);
Blood & Honey - Future’s in the Balkans, Essl Museum,
Klosterneuburg (2003); documenta 11, Kassel (2002).
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Igor & Ilvan Buharov

Sub pseudonimul Igor si lvan Buharov, Kornél Szilagyi (n.
1971) si Nandor Hevesi (n. 1974) lucreaza impreuna de
peste 22 de ani. Au produs si au regizat mai multe filme
(experimentale, eseistice, de scurt metraj, documentare,
de animatie) si s-au implicat in realizarea mai multor
proiecte muzicale si coloane sonore. Cel mai adesea,
duo-ul Buharov filmeaza peliculele in tehnica Super 8,
combinand elemente de film experimental si relatare
narativa. Prin subiectele abordate cu melancolie si ironie
deopotriva (cum ar fi viziunea libertatii si imposibilitatea
ei), filmele lor surprind experiente arhetipice intr-o
atmosfera bizara.

— Expozitii (selectie): Infectious Courage, ZONOTEKA,
Berlin (2017, solo); Autizmus mint metafora [Autismul ca
metafora], Institutul de Arta Contemporana, Dunaujvaros
(2017); Keimena, Documenta 14, Atena (2017); Kapufa,
Public Foundation For Modern Art, Dunautjvaros (2016);
Politik der Form, Galerie fur Zeitgendssische Kunst,
Leipzig (2016); Partea intunecata a naturii, Muzeul
National de Arta Contemporana, Bucuresti (2015); Fear.
The Origin of the State, Nova Kunsthalle, Zilina (2015);
Public spaces, ADAF2015, Atena (2015); Everything
Included, Galeria acb, Budapesta (2014, solo);

REPORT ON THE CONSTRUCTION OF A SPACESHIP
MODULE, New Museum, New York (2014); Changer
d’Image, MUMOK, Viena (2013); Rudderless, Arsenal
Gallery, Bialystok (2012, solo); Radiospective - Nuclear
Art, Galeria Studio, Budapesta (2012); Five days of
misunderstanding, Galerie 207, Praga (2012, solo); The
decorative use of pain, Tranzit Workshop Bratislava
(2011, solo).

It has been more than 22 years that Kornél Szilagyi

(n. 1971) and Nandor Hevesi (n. 1974) have been
working together, under the pseudonym of Igor

and Ivan Buharov. They have been producing and
directing several films (experimentals, features, shorts,
documentaries, animations). They have also been
involved in the creation of several music projects

and film music. The Buharovs shoot their films mainly
with Super 8 technique and combine elements of
experimental filmmaking and narrative storytelling.
Thorough topics touched with melancholy and irony
(such as the vision of freedom and its impossibility),
their films capture archetypal experiences in surrealistic
atmosphere.

— Selected exhibitions: Infectious Courage,
ZONOTEKA, Berlin (2017, solo); Autizmus mint metafora
[Autism as metaphor], Institute of Contemporary

Art, Dunautjvaros (2017); Keimena, Documenta 14,
Athens (2017); Kapufa, Public Foundation For Modern
Art, Dunaujvaros (2016); Politik der Form, Galerie

flr Zeitgendssische Kunst, Leipzig (2016); Dark

Side Of Nature, National Museum of Contemporary

Art, Bucharest (2015); Fear. The Origin of the State,
Nova Kunsthalle, Zilina (2015); Public spaces,
ADAF2015, Athens (2015); Everything Included, ACB
Gallery, Budapest (2014, solo); REPORT ON THE
CONSTRUCTION OF A SPACESHIP MODULE, New
Museum, New York (2014); Changer d’lmage, MUMOK,
Wien (2013); Rudderless, Arsenal Gallery, Bialystok
(2012, solo); Radiospective - Nuclear Art, Studio Gallery,
Budapest (2012); Five days of misunderstanding, Galerie
207, Prague (2012, solo); The decorative use of pain,
Tranzit Workshop Bratislava (2011, solo).

A.K. Burns

AK. Burns (n. 1975) este artist si pedagog
interdisciplinar care se concentreaza pe corp ca loc al
agitatiei sociale si politice. Foloseste video, instalatie,
sculptura si desen, pentru a pune sub semnul intrebarii
spatiul dintre materialitate si limbaj. Fiecare mijloc

de exprimare ales reflecta legatura ei personala cu
fenomenele culturale discutate, interogand si repunand
in forma ,economii ale sexului, muncii si ecologiei”.

— Expozitii (selectie): Fault Lines, Callicoon Fine Arts,
New York (2017, solo); ANY MEANS, Michel Rein, Paris
(2017, solo); Shabby but Thriving, The New Museum,
New York (2017, solo); What We Know that We Don’t
Know, Kadist, San Francisco (2017); A.K. Burns, A
Smeary Spot, Portland Institute of Contemporary Art,
Portland (2016, solo); A SMEARY SPOT (opening of
Negative Space), Participant Inc., New York (2015, solo);
Poetry parade for Site and Sight, The Whitney Museum
of American Art, New York (2015, solo); Variations:
Conversations in and Around Abstract Painting, Los
Angeles County Museum of Art, Los Angeles (2014).

AK. Burns (b. 1975) is an interdisciplinary artist and
educator focused on the body as a site of social and
political tumult, who uses video, installation, sculpture
and drawing to query the space between materiality and
language. Each chosen medium reflects her personal
bond to cultural phenomena, questioning and reshaping
“economies of gender, labor, ecology, and sexuality”.
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— Selected exhibitions: Fault Lines, Callicoon Fine
Arts, New York (2017, solo); ANY MEANS, Michel

Rein, Paris (2017, solo); Shabby but Thriving, The New
Museum, New York (2017, solo); What We Know that We
Don’t Know, Kadist, San Francisco (2017); A.K. Burns, A
Smeary Spot, Portland Institute of Contemporary Art,
Portland (2016, solo); A SMEARY SPOT (opening of
Negative Space), Participant Inc., New York (2015, solo);
Poetry parade for Site and Sight, The Whitney Museum
of American Art, New York (2015, solo); Variations:
Conversations in and Around Abstract Painting, Los
Angeles County Museum of Art, Los Angeles (2014).

Vlad Gheorghe Cadar

Vlad Gheorghe Cadar (n. 1984) formuleaza, prin
proiectele la care si pentru care lucreaza (TOATE.ORG,
Z4T7H, Tamtam, O.Z.l. obiectzburatoridentificat, Arp148),
o critica la adresa capitalismului, marketingului si
advertising-ului, deconstruind strategiile si mecanismele
acestora. Fata urata a consumerismului iese la iveala
prin demascarea marilor jucatori ai campului economic
pe care-i priveste ca pe magicienii ce folosesc
scamatorii si numere de magie cu disparitie.

— Expozitii si proiecte (selectie): Mall

Exhibition, Kinema lkon, Arad (2016); Ironing Our
Differences, Noaptea alba a galeriilor / Laborazon
Makerspace Brasov (2016); kinema ikon, National
Muzeum of Contemporary Art (MNAC) Bucuresti (2015);
“Alexandra Georgescu” collaborative workshop, WAD
Weekendul Artistului Dependent, Arad (2015); Micul
Dejun al Supereroilor, Balamuc, Timisoara (2014); Spatii
in Asteptare #lll. Interventii in spatiul public, Timisoara
(2014); The end of days, Simultan Festival, Timisoara
(2014); Feroviara Transdimensionald, Galeria Pygmalyon,
Timisoara (2014); prezentare TOATE.org, Centrul OY OY
QY Sapporo (2013); Sons and daughters of Brancusi,
Salonul de proiecte, Bucuresti (2012); Interventii 3,
Chisinau Oberlist (2009).

Through the projects he’s working on (TOATE.ORG,
Z47H, Tamtam, O.Z.l., obiectzburatorneidentificat,
Arp148), Vlad Gheorghe Cadar (b. 1984) formulates

a critique to capitalism, marketing and advertising,
deconstructing their strategies and mechanisms. The
ugly face of consumerism is revealed by unmasking the
great players in the economic field, which he regards as
magicians preparing tricks and disappearing acts.

— Selected exhibitions and projects: Mall Exhibition,
Kinema lkon, Arad (2016); Ironing Our Differences, The
White Night of the Galleries / Laborazon Makerspace
Brasov (2016); kinema ikon, National Museum of
Contemporary Art (MNAC) Bucharest (2015); “Alexandra
Georgescu” collaborative workshop, WAD Weekendul
Artistului Dependent [WAD The Dependent Artist’s
Weekend], Arad (2015); Micul Dejun al Supereroilor
[Breakfast of Superheroes], Balamuc, Timisoara

(2014); Awaiting Spaces #lll, Interventions in public
space, Timisoara (2014); The end of days, Simultan
Festival, Timisoara (2014); Feroviara Transdimensionala
[Transdimentional Railway], Pygmalyon Gallery,
Timisoara (2014); TOATE.org presentation, OY OY OY
Center Sapporo (2013); Sons and daughters of Brancusi,
Salonul de proiecte, Bucuresti (2012); Interventii 3
(Interventions 3), Chisinau Oberlist (2009).

Ciprian Ciuclea

Ciprian Ciuclea (n. 1976) este artist vizual interesat

de proiectele interdisciplinare care se axeaza mai

ales pe trasaturile conceptuale ale receptarii. Temele
explorate sunt apropiate de aspectele sociale ale
comunicarii, interpretarea mesajelor, contemplare si
supraveghere, plasate in relatie cu aspectele stiintifice
ale existentei umane. Este presedintele Experimental
Project si membru fondator al Societéatii Romane de
Oftalmogenetica.

— Expozitii personale (selectie): 2565 main [Relative
Position], Electro Camp 4, International Platform for
New Sounds & Dance, Forte Marghera, Venetia (2016); A
Response to a Perfect Situation, Alert Studio, Bucuresti
(2015); Open Interval, Aiurart — Contemporary Art
Space, Bucuresti (2014); Eroziune [dupé teoria derivei
continentelor], Spatiul Platforma, Muzeul National de
Arta Contemporana, Bucuresti (2013); Apparent Silence,
D. Manuel Palace, Evora (2011); Descriptio, Galeria de
Arta Contemporana a Muzeului National Brukenthal,
Sibiu (2009); / love Bach, Galeria Calina, Timisoara
(2009); Monolog-Dialog, Hospital de Santiago, Cuenca
(2008); Sediment de memorie 2, ENGRAMME, Quebec
(2006); Sediment de memorie 3, Saitama Modern Art
Museum (2006).

Ciprian Ciuclea (b. 1976) is a visual artist interested

on interdisciplinary projects that focus mainly on
conceptual features of reception. The themes explored
are related to social aspects of communication and

message interpretation, contemplation and surveillance,
usually placed in relationship with scientific aspects of
human existence. He is the president of Experimental
Project and founding member of Romanian Society for
Ophthalmogenetics.

— Selected solo shows: 2565 main [Relative Position],
Electro Camp 4, International Platform for New Sounds
& Dance, Forte Marghera, Venice (2016); A Response to
a Perfect Situation, Alert Studio, Bucharest (2015); Open
Interval, Aiurart — Contemporary Art Space, Bucharest,
Romania, (2014); Erosion [after continental drift theory],
Platforma MNAC, Bucharest, Romania (2013); Apparent
Silence, D. Manuel Palace, Evora (2011); Descriptio,
Contemporary Art Gallery, Brukenthal Museum, Sibiu
(2009); I love Bach, Calina Gallery, Timisoara (2009);
Monolog-Dialog, Hospital de Santiago, Cuenca (2008);
Sediment of memory 2, ENGRAMME, Quebec (2006);
Sediment of memory 3, Saitama Modern Art Museum
(2006).

Claudiu Cobilanschi

Claudiu Cobilanschi (n. 1972) isi desfasoara activitatea
la granita dintre arta si media, folosindu-se, ca jurnalist,
de multiple medii pentru varii tipuri de expresie si, ca
artist, de beneficiile aduse de conflictul reciproc dintre
aceste medii. In practica sa, el abordeaza probleme

ale gandirii stereotipice, previziune si corporalitate,

etc, proiectand mesajele in varii medii: fotografie

si performance, cinematografie super8, studii de
expresivitate in imagini conventionale, documentare
video ale imigrantilor, saune artizanale, filme interactive,
etc. A lucrat in cadrul si a testat limitele unor institutii
ca Paradis Garaj & Die Kunsthalle Bukarest, Platforma
& Salonul de Proiecte, Anexa Muzeului National de Arta
Contemporana Bucuresti (MNAC), Galeria Barbara
Seiler, Kunsthalle Winterthur, Depo Istanbul, Galeria
Rotwand, Muzeul Quartier, IGBildendeKunst Viena, Nida
ArtColony Lituania, HBK Saar, Institutul Cultural Roman,
MotorenHalle Dresden, Kunsthalle Krems, etc.

Claudiu Cobilanschi (b. 1972) lives at the boundary
between art and media, using, as journalist, multiple
mediums for different kinds of expression and, as an
artist, the benefit of these media’s mutual conflict. In
his practice, he is approaching issues of stereotypical
thinking, forecasting and physicality, etc. projecting
messages in different mediums: photography &
performance, super8 cinema, studies of expressiveness
in conventional images, video-documents of
immigrants, DIY saunas, interactive movies, etc. He
has worked within the framework, and tested the
limits of institutions such as Paradis Garaj & Die
Kunsthalle Bukarest, the Annex of National Museum of
Contemporary Art Bucharest (MNAC), Platforma and
Salonul de proiecte, Barbara Seiler Gallery, Kunsthalle
Winterthur, Depo Instanbul, Rotwand Gallery, Museum
Quartier, IGBildendeKunst Vienna, Nida ArtColony
Lithuania, HBK Saar, Romanian Cultural Institute,
MotorenHalle Dresden, Kunsthalle Krems, etc.

Norbert Costin

Norbert Costin (n. 1984) detine un titlu de masterat
decernat de catre Institutul Regal de Arta, Stockholm.
Cercetarea lui Norbert Costin combiné fotografie, film,
desen si instalatie pentru a investiga efectele memoriei
si ale constructiilor mentale generate de un obiect sau
o imagine, privite ca doua conditii distincte si unite intr-o
identitate duala.

— Expozitii recente (selectie): ibid., Black Framed
Glass Cube Gallery, Targu Mures; Povestind imagini /
Imaginand povesti, Domino, Galeria Plan B, Cluj-Napoca;
Ellipsis Ellipse, Réunion, Zirich; Sunt omul invizibil,
Muzeul National de Arta Contemporana, Bucuresti;

The Liberated Page, Batiment d'art contemporain,
Geneva; Words Written in Your Mental Space, Black
Framed Glass Cube Gallery la Academia Regala
Suedeza de Arta, Stockholm; 24 Spaces - A Cacophony,
Malmo Konsthall; Cutting all the Safety Lines, Galleri
Mejan, Stockholm; Black Mirror | s Archive | s, Hus 28,
Skeppsholmen, Stockholm.

Norbert Costin (b. 1984) is an artist based in Romania.
Costin holds an M.F.A. from the Royal Institute of Art

in Stockholm. Norbert Costin’s research combines
photographs, videos, drawings and installations, to
investigate the effects of memory and the mental
constructions generated by an object or image, viewed
as two distinct conditions and unified in a dualistic
identity.

— Recent exhibitions (selected): ibid., Black Framed
Glass Cube Gallery, Targu Mures; Narrating Images /
Imagining Stories, Domino, Plan B Gallery, Cluj-Napoca;
Ellipsis Ellipse, Réunion, Zirich; I'm the Invisible Man,
National Museum of Contemporary Art, Bucharest; The
Liberated Page, Batiment d'art contemporain, Geneva;
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Words Written in Your Mental Space, Black Framed
Glass Cube Gallery at The Royal Swedish Academy
of Fine Arts, Stockholm; 24 Spaces - A Cacophony,
Malmo Konsthall; Cutting all the Safety Lines, Galleri
Mejan, Stockholm; Black Mirror | s Archive | s, Hus 28,
Skeppsholmen, Stockholm.

Roman Cotogsman

Roman Cotosman (1935-2006) a fost membru
cofondator al grupului artistic timisorean 111. Dupa

ce a expus la Bienala Constructivista de la Nirnberg

in 1969, Roman Cotosman a emigrat si s-a stabilit la
Philadelphia, SUA.

— Expozitii (selectie): In lumina Utopiei, ICR Londra
(2011); Sigma - Secvente si interferente, Centrul cultural
Palatele Brancovenesti de la Mogosoaia (2011); Galeria
anticariat ,Curtea Veche”, Bucuresti (2007, solo);
East-West Gallery, New York (1998, solo); Muzeul
National de Arta al Romaniei din Bucuresti (1996, solo);
Transparenta vidului, Galeria Pro Arte, Lugoj (1996,
solo); Experiment, Galeria Etaj 34, Teatrul National,
Bucuresti (1996); Bienala de Arta Contemporana,
Venetia (1995); Creatie si sincronism european, Muzeul
de Arta Timisoara (1991); Annual award painting
exibition, Cheltenhan Art Centre, Philadelphia (1975-
1984); Contemporary Drawings — Philadelphia 11,
Muzeul de Arta din Philadelphia (1979); Bienala de arta
constructivista, impreuna cu grupul 111, Nirnberg (1969);
Cinci artisti timisoreni, Sala Kallinderu, Bucuresti (1968).
Experimente de proiectii de lumina pentru un happening,
Teatrul Mic, Bucuresti (1965, solo).

Roman Cotosman (1935-2006) was a member of the
“111” artist group from Timisoara. After exhibiting at the
Constructivist Biennial from Niirnberg in 1969, Roman
Cotosman emigrated to Philadelphia, USA.

— Selected exhibitions: In light of Utopia, Romanian
Cultural Institute, London (2011); Sigma - Sequences
and Interferences, ,Palatele Brancovenesti de la
Mogosoaia” Cultural Center, Mogosoaia, Romania
(2011); Curtea Veche Gallery, Bucharest (2007, solo);
East-West Gallery, New York (1998, solo); National

Art Museum of Romania, Bucharest (1996, solo);
Transparenta vidului [The Transparence of Void], Pro
Arte gallery, Lugoj (1996, solo); Experiment, Galeria Etaj
34, National Theater, Bucharest (1996); Venice Biennial
(1995); European Creation and Synchrony, Art Museum,
Timisoara (1991); Annual Award Painting Exhibition,
Cheltenhan Art Centre, Philadelphia (1975-1984);
Contemporary Drawings - Philadelphia 11, Art Museum,
Philadelphia (1979); Biennial of Constructivist Art,
together with the 111 group, Niirnberg (1969); Cinci artisti
timisoreni [Five Artists from Timisoaral, Sala Kallinderu,
Bucharest (1968); Experimente de proiectii de lumina
pentru un happening [Experiments of Light Projections
for a Happening], Teatrul Mic, Bucharest (1965, solo).

George Cringasu

George Cringasu (n. 1988) traieste la Cluj. Practica sa
se concentreaza pe de/re-contextualizarea informatiei,
cu lucrari mergand de la instalatie si video la print si
pictura.

— Expozitii (selectie): Orange as the Grove, Salty

as the Sea, Galeria Nicodim, Bucuresti (2017, solo);
Artefactual Persistence, SUPERLIQUIDATO, Fabrica de
Pensule, Cluj-Napoca (2016, solo); Polished Honesty,
CAV, Bucuresti (2016); Digital Pop, Athens Digital Art
Festival, Atena (2016); BOOKS London Edition, Arebyte
Gallery, Londra (2016); You dreamt with straight lines,

1 did with curves, which had acid shadows, House of
Contemporary Arts, Budapesta (2015); ppm | copy-art
show. pages per minute, Aici-Acolo Pop Up Gallery,
Cluj-Napoca (2015); Aparenta si esentd, Bienala Art
Encounters, Timco, Timisoara (2015); LISTE, Art Fair
Basel, SABOT (2015); The Ocean and the Friendly
Shore, SABOT, Fabrica de Pensule, Cluj-Napoca (2014,
solo); Aberrations of Appropriations, Bosisio-SABOT,
spatiu pentru rezidente artistice, Fabrica de Pensule,
Cluj-Napoca (2012, solo); ABRACADABRA, Spatiul de
Proiecte Atas, Cluj-Napoca (2011, solo).

George Cringasu (b. 1988) lives in Cluj-Napoca,
Romania. His practice focuses on data de/re-
contextualization, with work ranging from installation
and video to print and painting.

— Selected exhibitions: Orange as the Grove, Salty

as the Sea, Nicodim Gallery, Bucharest (2017, solo);
Artefactual Persistence, SUPERLIQUIDATO, The
Paintbrush Factory, Cluj-Napoca (2016, solo); Polished
Honesty, CAV, Bucharest (2016); Digital Pop, Athens
Digital Art Festival, Athens (2016); BOOKS London
Edition, Arebyte Gallery, London (2016); You dreamt with
straight lines, | did with curves, which had acid shadows,
House of Contemporary Arts, Budapest (2015); ppm

| copy-art show. pages per minute, Aici-Acolo Pop Up

Gallery, Cluj-Napoca (2015); Appearance and Essence,
Art Encounters Biennale, Timco Halls, Timisoara (2015);
LISTE, Art Fair Basel, SABOT (2015); The Ocean and
the Friendly Shore, SABOT, The Paintbrush Factory,
Cluj-Napoca (2014, solo); Aberrations of Appropriations,
Bosisio-SABOT, Residency Space, The Paintbrush
Factory, Cluj-Napoca (2012, solo); ABRACADABRA, Atas
Project Space, Cluj-Napoca (2011, solo).

Raluca Croitoru

Raluca Croitoru (n. 1989) a terminat studiile de licenta
la departamentul Foto-Video al Universitatii Nationale
de Arte din Bucuresti, iar in 2016 a finalizat cum laude
studiile de masterat in arte la Piet Zwart Institute in
Rotterdam. Practica artistei este integrata in cotidian

si chestioneaza mecanismele de reprezentare,
abstractizare si corporalizare prezente in societatea
contemporana. Interesul ei constant pentru sisteme

de schimb, coregrafii sociale si ierarhii ale tipurilor de
cunoastere isi gaseste traducerea prin performance,
video si text.

— Cele mai recente performance-uri (selectie):
Festivalul de Performance Playground@STUK (BE),
W139, Tent Rotterdam si Showroom Mama (NL), Muzeul
National de Arta Contemporana Bucuresti, Festivalul
InnerSound#4 (RO), Galeria FRANK (SE), Vogel Haus
Salzburg (AU) si Muzeul National de Artd Contemporana
Salonic (GR). De asemenea, Raluca Croitoru a
performat pentru Simone Forti in cadrul retrospectivei
Here It Comes, la Centrul de Arta Contemporana
Vleeshal (NL), pentru Festivalul Action PRL, organizat de
Centrul de Arta Contemporana Ujazdowski Castle (PL),
cét si pentru Katarina Zdjelar in cadrul lucrarii intitulate
Tanz fir Kathe Kollwitz.

Raluca Croitoru (b. 1989) holds a B.A. from UNARTE
Bucharest and a Cum Laude M.F.A. degree from the
Piet Zwart Institute in Rotterdam. Croitoru’s practice is
embedded in the everyday and plays with the politics
of representation, abstraction and embodiment in
contemporary society. Her ongoing interest in systems
of exchange, social choreographies and knowledge
hierarchies finds its translation mainly through
performances, videos and text.

—— Most recent performances (selection): Playground
Performance Festival@STUK (BE), W139, Tent
Rotterdam and Showroom Mama (NL), Bucharest
Museum of Contemporary Art, InnerSound #4 Festival
(RO), FRANK Gallery (SE), Vogel House Salzburg (AU)
and Thessaloniki Museum of Contemporary Art (GR).
She has also been a performer for Simone Forti’s Here it
Comes exhibition at Vleeshal Center for Contemporary
Art (NL), for Action PRL Festival organized by The
Centre for Contemporary Art Ujazdowski Castle (PL),
and for Katarina Zdjelar’s Tanz fiir Kathe Kollwitz.

Istvan Csakany

Istvan Csakany (n. 1978) creeaza obiecte sculpturale si
instalatii de mari dimensiuni. E preocupat de sfarsiturile
modernitatii, de monumentalitate, de memoria colectiva,
de munca, atat cea industriala, cat si cea a artistului.
Creeaza adesea scenarii complexe, stranii, diorame in
care obiectele gasite si propriile sale lucrari capata noi
identitati in cadrul unor viziuni socante despre prezent.
A studiat la Academia de Arta din Budapesta.

— Expozitii (selectie): Cassini Cruise IV, Vrijthof 21,
Maastricht (2016); Adam, Eve and the Devil, Marres —
House for Contemporary Culture, Maastricht (2015);
Invisible Violence, ARTIUM Basque Museum - Centre of
Contemporary Art in Vitoria-Gasteiz, Spania (2014); The
Other Half of the Sky, Museum of Contemporary Art —
Ludwig Museum, Budapesta (2012); Sok sikert! (Good
luck!), Budapest Galéria Kiallitohaza, Budapesta (2010,
solo, with Beatrix Szorényi); Bernsteinzimmer, make up
gallery — Kasarne Kulturpark, Kosice (2010, solo); It was
an experience to be here!, open studio - Meetfactory,
Praga (2009, solo); The mechanics of the canvas, Ernst
Museum, Budapesta (2008); Province models, Stanica
Galllery, Zilina-Zariecie (2008, solo).

Lucrarile sale au fost prezentate la Bienala Kochi-
Muziris (2016), Bienala OFF, Budapesta (2015),
Festivalul de Arta LIAF din Lofoten (2013), J-OCUMENTA
13 (Kassel, 2012) si Bienala de la Praga (2007).

Istvan Csakany (b. 1978) creates large-scale sculptural
objects and installations. He is interested in modernity’s
endgames, in monumentality, collective memory, and

in labor, both industrial and that of the artist. Often he
creates complex, uncanny scenarios, dioramas, in which
found objects and his own works acquire new identities
in chilling visions of the present. He graduated from the
Academy of Fine Art in Budapest.

— Selected exhibitions: Cassini Cruise 1V, Vrijthof 21,
Maastricht (2016); Adam, Eve and the Devil, Marres —
House for Contemporary Culture, Maastricht (2015);

Invisible Violence, ARTIUM Basque Museum - Centre of
Contemporary Art in Vitoria-Gasteiz, Spain (2014); The
Other Half of the Sky, Museum of Contemporary Art -
Ludwig Museum, Budapest (2012); Sok sikert! (Good
luck!), Budapest Galéria Kiallitdhaza, Budapest (2010,
solo, with Beatrix Szorényi); Bernsteinzimmer, make up
gallery — Kasarne Kulturpark, Kosice (2010, solo); It was
an experience to be here!, open studio — Meetfactory,
Prague (2009, solo); The mechanics of the canvas, Ernst
Museum, Budapest (2008); Province models, Stanica
Gallery, Zilina-Zariecie (2008, solo).

His works have been shown at the Kochi-Muziris
Biennale 2016, the OFF-Biennale Budapest (2015), the
LIAF 2013 Lofoten Art Festival (2013), at dOCUMENTA
13 (Kassel, 2012), and at the Prague Biennale (2007).

Adrian Dan

Adrian Dan (n. 1985) a absolvit masterul din cadrul
Ecole nationale supérieure des Beaux-Arts din Paris.
Inainte a studiat la Universitatea de Arta Aplicata din
Viena, Austria, si la Universitatea Nationala de Arte,
Bucuresti. In 2015 a fost desemnat cercetéator invitat

la Marfa, Texas, ca parte a programului Fieldwork:
Marfa. Lucrérile sale recente oscileaza intre abstract si
figurativ, punand in discutie actualul sistem dihotomic
real versus virtual.

— Expozitii (selectie): Midcentury Paradox, Syntax,
Lisabona (2017, solo); Muscle Breach, Galeria
Suprainfinit, Bucuresti (2016); Chloe Quenum, Galeria
Nicodim, Bucuresti (2015); PER/FORM_HOW TO DO
THINGS WITH [OUT] WORDS, Centro d’Arte Dos de
Mayo (CA2M)_Madrid (2014), Géographies Nomades,
Ecole nationale supérieure des Beaux-Arts, Paris (2012).
A participat la Bienala Bucuresti (PAVILION - centrul
pentru arta si cultura contemporana, Bucuresti, 2014).

Adrian Dan (b. 1985) completed a M.A. with honors

at the Ecole nationale supérieure des Beaux-Arts in
Paris, France. Previously he studied at the University
of Applied Arts in Vienna, Austria and the National
University of the arts, Bucharest, Romania. In 2015 he
was appointed as researcher in residence in Marfa,
Texas as part of the Fieldwork: Marfa program. His
recent works oscillate between abstraction and
figuration, challenging the current dichotomic system
real vs. virtual.

— Selected exhibitions: Midcentury Paradox, Syntax,
Lisbon (2017, solo); Muscle Breach, Suprainfinit Gallery,
Bucharest (2016); Chloe Quenum, Nicodim Gallery,
Bucharest (2015); PER/FORM_ HOW TO DO THINGS
WITH [OUT] WORDS, Centro d’Arte Dos de Mayo
(CA2M)_Madrid (2014), Géographies Nomades, Ecole
nationale supérieure des Beaux-Arts, Paris (2012).

He participated in the Bucharest Biennale (PAVILION
— center for contemporary art and culture, Bucharest,
2014).

Cristina David

Cristina David (n. 1979) si-a inceput studiile artistice la
Academia de Arta din Bucuresti, obtinand diploma de
Master de la Academia de Arta din Bergen. Principalul
sau mediu de expresie artistica este video-ul. Cristina
lucreaza de asemenea in fotografie si instalatii. Textele
si imaginile sale, adesea pline de umor, sunt legate, de
obicei, de viata cotidiana.

— Expozitii personale (selectie): Not (Only) Forms [Nu
(Doar) Forme], Galeria Alberto Torri Milano, (2017, solo);
Micro-Naratiuni (Micro-Narratives), tranzit.ro/lasi & 1+1
organization (2017); Intre totalul intdmplérilor din viata
mea si suma lucrérilor mele nu exista o functie bijectiva
[Between the total of facts in my life and the sum of my
works a bijective function does not exist], Galeria lvan,
Bucuresti (2016, solo); Time after Time, Meet Factory,
Prague (2016); 14.53% of the Story | never Tell [14.53%
din Povestea pe care nu o Spun Niciodata], amt_gallery,
Bratislava (2014, solo); Quarter of the Story | never

Tell [Sfert din Povestea pe care nu o spun niciodatd],
Galeria Futura, Praga (2013, solo); Manifesta 8, Bienala
de Arta Contemporand, Murcia, Cartagena (2010);
Monument to Transformation [Monument Transformarii],
Montehermoso Art Space, Vitoria (2010).

Cristina David (b. 1979) started her artistic training at
the Art Academy in Bucharest and completed her MDA
at the Art Academy in Bergen. Video art is her prime
choice of artistic medium. Cristina also works with
photography and installations. Her often humorous texts
and images are usually relating to day-to-day life.

— Selected exhibitions: Not (Only) Forms, Alberto Torri
gallery Milano, (2017, solo); Micro-Naratiuni (Micro-
Narratives), tranzit.ro/lasi & 1+1 organization (2017);
Between the total of facts in my life and the sum of my
works a bijective function does not exist, lvan Gallery,
Bucharest (2016, solo); Time after Time, Meet Factory,
Prague (2016); 14.53% of the Story I never Tell, amt_
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gallery, Bratislava (2014, solo); Quarter of the Story |
never Tell, Futura Gallery, Prague (2013, solo); Manifesta
8, Contemporary Art Biennial, Murcia, Cartagena (2010);
Monument to Transformation, Montehermoso Art Space,
Vitoria (2010).

Alle Dicu

Alle Dicu (n. 1995) exploreaza diferite situatii in care
muzica si sunetul declanseaza manifestari emotionale
speciale si felul in care aceste comportamente se
desfasoara in spatiu. Desi uneori cercetarea ei se
indeparteaza de raza muzicii, ea ramane axata pe
aceste momente (greu de definit) marcate de o
intensitate a trairii, a momentului prezent, a afectului.
Cautarea este una continua insa iregulara, motiv pentru
care lucrarile ei prind adesea forme diferite atat prin
imagine si sunet, cat si text sau performance.

— Expozitii (selectie): Dance Capsule 4, sound
performance, Palatul Universul, Bucuresti (2017, solo),
PPM - pages per minute - copy art show, Aici Acolo
Pop Up Gallery, Cluj-Napoca (2017), Perimetru sigur,
Make a Point, Bucuresti (2016), Sounds like a book, UNA
Galeria, Bucuresti (2016), On Failing, Temps d’lmages,
Cluj-Napoca (2016).

Alle Dicu (b. 1995) explores various situations in

which music and sound unleash special emotional
manifestations, and the way in which these behaviors
unfurl within space. Although her research sometimes
strays from the halo of music, it remains affixed to these
(difficult to define) moments, marked by an intensity

of experience, of the present moment, of emotional
vivacity. The quest is continuous but irregular, which is
why her works often crystalize in different forms, be it
image and sound, text or performance.

Selected exhibitions: Dance Capsule 4, sound
performance, Universul Palace, Bucharest (2017, solo),
PPM - pages per minute - copy art show, Aici Acolo Pop
Up Gallery, Cluj-Napoca (2017), Safe Perimeter, Make

a Point, Bucharest (2016), Sounds like a book, UNA
Gallery, Bucharest (2016), On Failing, Temps d’'Images,
Cluj-Napoca (2016).

Nikola Dzafo

Nikola Dzafo (n. 1950) lucreaza intr-o maniera directa si
activista in arta sa. Se concentreaza cu precadere pe
mediile performance, actiuni, obiecte, instalatii, picturi,
interventii artistice si interventii publice. Foloseste
kitsch-ul in mod intentionat, pentru a face comentarii
asupra conditiilor operelor de arta acceptabile social,
iar ca parte a acestui comentariu, introduce motivul
iepurelui in munca sa, trimitand la vizibilitatea exclusiva
a placerii nesustinute de ratiune. Este creatorul grupului
Led Art, o grupare artistica subversiva, de gherild, care
a realizat peste 30 de proiecte incepand cu 1993. Dzafo
este co-fondatorul Centrului pentru Decontaminarea
Artei din Belgrad (1995) si a Centrului Multimedia Led
Art din Novi Sad (2000). In anul 2000 a fondat Art
Klinika iar in 2013 - Sok zadruga (Colectivul Soc), pe
aceleasi principii etice.

Tn actiunea ,From the Ashes a Museum” [Un Muzeu

din Cenusa], din 2008, membrii gruparii Art Klinika au
ars multiple picturi, carti etc., care le fusesera donate
de mai mult de 100 de artisti. Aceasta actiune a fost
realizata pentru a atrage atentia asupra problemelor
culturale neglijate din Novi Sad. Ritualul arderii a fost
realizat cu intentia de a trezi, de a imbarbata si de a
proteja artistii in cadrul muncii lor. Ca parte a miscérii
Sok zadruga, au fost create cele mai mici galerii din
Balcani - Sok galerije [Galeriile Soc], fiecare nu mai
mare de 2 metri patrati. Prin intermediul acestora, arta
este scoasa din spatiile traditionale ale muzeelor si ale
galeriilor, si adusa in spatiul urban.

Nikola Dzafo (b. 1950) works in a direct and activist
manner through his art. He usually prefers performance,
actions, objects, installations, paintings, art interventions
and public appearances. He intentionally uses kitsch to
comment on the conditions of the societally acceptable
artworks, and as a part of that, he introduces the

motif of a rabbit in his work, signifying the visibility of
only pleasure, without reason. He is the creator of the
Led Art group, a subversive guerilla art group which
has, since 1993, made over 30 projects. Dzafo is the
co-founder of the Centre for Art Decontamination in
Belgrade (1995) and Led Art Multi-media center in Novi
Sad (2000). In 2000, he started the Art klinika [Art
Clinic] and in 2013 - Sok zadruga [Shock Collective] on
the same ethical principles.

In the action ,From the Ashes a Museum” from 2008,
members of the Art klinika burned various paintings,
drawings, books etc. donated to them by over a
hundred artists. This was done to raise awareness

on the neglected issues of culture in Novi Sad. The
ritual of burning was done with the intent of waking up,
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empowering and protecting the artists in their work. As
part of Sok zadruga, Balkan’s smallest galleries were
created - Sok galerije, which are 2 square meters in
size. With these, the art is moved from the traditional
spaces of museums and galleries and set in urban
spaces.

Yael Efrati

Yael Efrati (n. 1978) si-a obtinut diploma de licenta la
Academia de Arta si Design Bezalel din lerusalim. In
prezent, preda in cadrul Departamentului de Fotografie
al aceleiasi institutii. Caracterizata de o estetica
minimalista, practica ei artistica reuneste fotografia

si sculptura. Lucrarile ei pot fiintelese ca o arta a
memoriei.

— Expozitii (selectie): There’s No Place Like Home,
Israel Museum, lerusalim (2017); Forming In The Pupil
Of An Eye, editia a 3-a a Bienalei Kochi-Muziris, Kochi
(2016); Eye Of The Sea, Center for Contemporary
Art, Tel Aviv (2016, solo); The Museum Presents Itself,
Muzeul de Arta Contemporana din Tel Aviv (2015); The
Crystal Palace And The Temple Of Doom, Muzeul de
Arta Petah Tikvah (2015); Measure Against Measure,
Muzeul de Arta Petah Tikvah (2015); Reunion Of A
Friend’s Friend, FRISE Art Gallery, Hamburg (2013,
solo); ART TLV Biennale, Tel Aviv (2009); The Rare,
Herzliya Contemporary Art Biennale, Herzliya (2007);
Fatamorgana, Haifa Museum of Contemporary Art
(20086, solo).

Yael Efrati (b. 1978) holds an MFA degree from the
Bezalel Academy of Art and Design (2010). She teaches
in the photography department of the same Academy.
Characterized by a minimalist aesthetic, her artistic
practice merges photography and sculpture. Her works
could be understood as an art of recollection.

— Selected exhibitions: There’s No Place Like Home,
Israel Museum, Jerusalem (2017); Forming In The Pupil
Of An Eye, 3rd edition of the Kochi-Muziris Biennale,
Kochi (2016); Eye Of The Sea, Center for Contemporary
Art, Tel Aviv, Israel (2016, solo); The Museum Presents
Itself, Tel Aviv Museum Of Contemporary Art, Israel
(2015); The Crystal Palace And The Temple Of Doom,
Petah Tikvah Art Museum, Israel (2015); Measure
Against Measure, Petah Tikvah Art Museum, Israel
(2015); Reunion Of A Friend'’s Friend, FRISE Art Gallery,
Hamburg (2013, solo); ART TLV Biennale, Tel Aviv, Israel
(2009); The Rare, Herzliya Contemporary Art Biennale,
Herzliya, Israel (2007); Fatamorgana, Haifa Museum of
Contemporary Art (2006, solo).

Arantxa Etcheverria

Arantxa Etcheverria (n. 1975) a studiat artele vizuale la
Villa Arson din Nisa si scenografia la Teatrul National din
Strasbourg. Din 2013 a desfasurat o practica artistica
legata de arhitectura modernista a atelierului sau din
Bucuresti. Fie ca e vorba de pictura, de instalatie sau

de montaje foto si video, lucrarile ei sunt rezultatul unei
analize minutioase a geometriei spatiului.

— Expozitii (selectie): Architectures, BARIL, Fabrica de
Pensule, Cluj-Napoca (2016, solo); DADADA, Media Art
Festival, Art Museum of Arad (2016); O tacere dialogicd,
Club Electroputere, Craiova (2016); Comedia, Art On
Display Project, Musette Kube, Bucuresti (2015, solo);
Video Zoom Romania, Museo di Roma / Sala Uno, Roma
(2015); Corner, Galeria Calina, Timisoara (2014, solo);
Objects of Desire, Galeria Sabot, Fabrica de Pensule,
Cluj-Napoca (2014); Studio/Structures, Muzeul National
de Arta Contemporana — Anexa, Bucuresti (2013, solo);
BB6 - Bienala Internationala de Arta Contemporana
Bucuresti (2013).

Arantxa Etcheverria (b. 1975) studied art at Villa

Arson, Nice, and scenography at Theatre National of
Strasbourg. Starting with 2013, the artist has developed
an artistic practice centered on the modernist
architecture of her studio in Bucharest. Whether it's
painting, installation, or photo-video montages, her work
is the result of a thorough analysis of space geometry.
— Selected exhibitions: Architectures, BARIL,

The Paintbrush Factory, Cluj-Napoca (2016, solo);
DADADA, Media Art Festival, Art Museum of Arad
(2016); Dialogical Silence, Club Electroputere, Craiova
(2016); Comedia, Art On Display Project, Musette

Kube, Bucharest (2015, solo); Video Zoom Romania,
Museo di Roma / Sala Uno, Roma (2015); Corner, Calina
Gallery, Timisoara (2014, solo); Objects of Desire, Sabot
Gallery, The Paintbrush Factory, Cluj-Napoca (2014);
Studio/Structures, Annex of he National Museum

of Contemporary Art, Bucharest (2013, solo); “BB6”
Bucharest International Biennial for Contemporary Art
(2013).

Constantin Flondor

Constantin Flondor (n.1936) studiaza pictura la Institutul
4Nicolae Grigorescu” din Bucuresti, iar din 1962 devine
profesor la Liceul de Arte Plastice din Timisoara.
Incepand din 1991, este cadru didactic universitar la
Facultatea de Arte Plastice din Timigoara si este invitat
ca profesor la Sommermalakademie Beratzhausen in
Germania. In 1966, devine cofondatorul grupului 111 apoi,
in 1969, al grupului Sigma si in 1985, al gruparii Prolog.
— Expozitii (selectie): 2 x 80: MEGERT x FLONDOR,
Jecza Gallery, Timisoara (2016); Das Wohltemperierte
Barock, DIEHL, Berlin (2015, solo); Snowflakes, Jecza
Gallery, Timisora (2014, solo); Constantin Flondor,
Galerie Volker Diehl, Berlin, Germany (2013, solo); If A
DandeLION Could Talk / Dacéa papadia ar vorbi / SIGMA
1, Fundatia Gervasuti, Venetia (2013); Cernere, BARIL,
Cluj-Napoca (2012, solo); Social Cooking Romania,
NGBK Berlin (2007); Una Bisanzio Latina, Roma (1999);
Mail Art im Internationalen Netzwerk Osteuropa,
Staatliches Museum Schwerin (1996); Romanian Art
Today, Richard Demarco Gallery, Edinburg (1971);
Bienala Constructivista de la Nirnberg (1969); Arta
Constructivista, Sonja Henje Gallery, Oslo (1969); Sala
Kalinderu, Bucuresti (1968); Trienala de Arte Decorative,
Milano (1968).

Constantin Flondor (b. 1936) studied painting at the
“Nicolae Grigorescu” Institute in Bucharest, and became
of teacher at the Timisoara Fine Arts High School

in 1962. Starting in 1991, he has been a university
professor at the Faculty of Fine Arts in Timisoara, and
is invited, as a professor, at the Sommermalakademie
Beratzhausen in Germany. He becomes a co-founder of
the 111 group (in 1966), of the Sigma group (in 1969) and
of the Prolog group (in 1985).

— Selected exhibitions: 2 x 80: MEGERT x FLONDOR,
Jecza Gallery, Timisoara (2016); Das Wohltemperierte
Barock, DIEHL, Berlin (2015, solo); Snowflakes, Jecza
Gallery, Timisoara (2014, solo); Constantin Flondor,
Volker Diehl Gallery, Berlin, Germany (2013, solo); If A
DandeLION Could Talk / SIGMA 1, Gervasuti Foundation,
Venice (2013); Sifting, BARIL, Cluj-Napoca (2012, solo);
Social Cooking Romania, NGBK Berlin (2007); Una
Bisanzio Latina, Rome (1999); Mail Art im Internationalen
Netzwerk Osteuropa, Staatliches Museum Schwerin
(1996); Romanian Art Today, Richard Demarco Gallery,
Edinburgh (1971); the Niirnberg Constructivist Biennial
(1969); Constructivist Art, Sonja Henje Gallery, Oslo
(1969); Kalinderu Hall, Bucharest (1968); Decorative Art
Triennial, Milan (1968).

Yona Friedman

Yona Friedman (n. 1923) este un arhitect si teoretician
ale carui proiecte utopice se apleaca asupra
problemelor de planificare urbana, infrastructura si
imputernicire a utilizatorului. Ideile lui Friedman sunt
bazate pe libertatea individuala, pe imputernicirea
locuitorilor si pe imprevizibilitate, ingloband in proiectele
sale aspecte contemporane de sociologie, economie

si politica.

— Expozitii (selectie): Mobil Architecture. Yona
Friedman, MAXXI - Museo nazionale delle arti del XXI
secolo, Roma (2017, solo); Utopia/Dystopia, MAAT,
Muzeul de Arta, Arhitectura si Tehnologie, Lisabona
(2017); Cité de l'architecture et du patrimoine, Paris
(2016, solo); Lhumain expliqué aux extraterrestres,
CNEAI, Chatou (2016, solo); Prototype improvisé de type
nuage, MAMAC, Nisa (2016, solo); Volcano Extravaganza
2016 | Will Go Where | Don’t Belong [Volcano
Extravaganza 2016 Voi Merge Acolo Unde Nu Imi E
Locul], Fiorucci Art Trust, Stromboli (2016); Serpentine
Summer Houses 2016, Serpentine Gallery, Londra
(2016); Prototype improvisé de type nuage, MAMAC,
Nisa (2016); Yona Friedman, Ecole nationale supérieure
d'architecture de Paris-La Villette, Paris (2015, solo);
Architecture without building [Arhitectura fara cladiri],
cu Jean-Baptiste Decavéle, De Vleeshal, Middelburg
(2014, solo); Double-jeu, Les Turbulences, FRAC Centre
- Orléans (2014); Métropole Europe/ Europa Metrépolis,
Musac, Museo de Arte Contemporaneo de Castilla y
Leon (2011, solo); Utopies & Innovations / Architectures
transfrontaliéres, Espace Fernet-Branca, Saint-Louis
(2010); Bienala Internationala de Design, Saint-Etienne
(2010).

Yona Friedman (b. 1923) is an architect and theorist
whose utopian projects deal with issues of urban
planning, infrastructure and the empowerment of the
user. Friedman’s ideas are based on individual freedom,
empowerment of the inhabitants and unpredictability,
engaging in his projects contemporary, sociology,
economics and politics.

— Selected solo shows: Mobil Architecture. Yona
Friedman, MAXXI — Museo nazionale delle arti del XXI
secolo, Rome (2017, solo); Utopia/Dystopia, MAAT,
Museum Art Architecture Technology, Lisbon (2017);
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Cité de l'architecture et du patrimoine, Paris (2016,
solo); L'humain expliqué aux extraterrestres, CNEAI,
Chatou (2016, solo); Prototype improvisé de type nuage,
MAMAC, Nice (2016, solo); Volcano Extravaganza

2016 | Will Go Where | Don’t Belong, Fiorucci Art Trust,
Stromboli (2016); Serpentine Summer Houses 2016,
Serpentine Gallery, London (2016); Prototype improvisé
de type nuage, MAMAC, Nice (2016); Yona Friedman,
Ecole nationale supérieure d’architecture de Paris-La
Villette, Paris (2015, solo); Architecture without building,
with Jean- Baptiste Decavéle, De Vleeshal, Middelburg
(2014, solo); Double-jeu, Les Turbulences, FRAC Centre
- Orléans (2014); Utopies & Innovations / Architectures
transfrontaliéres, Espace Fernet-Branca, Saint-Louis
(2010); Métropole Europe/ Europa Metrépolis, Musac,
Museo de Arte Contemporaneo de Castilla y Ledn (2011,
solo); Biennale internationale Design, Saint-Etienne
(2010).

Bogdan Girbovan

Bogdan Girbovan (n. 1981) s-a facut remarcat prin seriile
sale de fotografii dezvoltate in timp, urmarind un subiect
de studiu relevant pentru istoria recenta si ierarhiile
sociale din Romania. Relatiile de putere sunt dezvaluite
prin imagini care surprind, de exemplu, ierarhia Politiei
Romane si ierarhia Bisericii Ortodoxe Roméne, dar si
diferentele de statut social in cadrul unor comunitati
urbane (seria 10/1, un studiu asupra locuirii la bloc, asa
cum a fost proiectata in perioada comunismului).

— Expozitii (selectie): Few Were Happy with their
Condition, Gallery 400, Chicago (2016); ESPY
Photography Award, Elysium Gallery, Swansea (2014);
Bucharest. A Paradoxical City, PHotoEspafa, Museo
de la Ciudad, Madrid (2011); lerarhia Politiei Roméane,
Galeria Posibila, Bucuresti (2011, solo); Ne tourne pas

la téte!, Institutul Cultural Roman din Paris (2010); 10/1,
Atelier 35, Bucuresti (2010, solo); 5@174, Draft One
Galeria de Proiecte, Bucuresti (2009, solo); RO Archive,
Futura Gallery / Karlin Studios, Praga (2008).
Fotografiile sale au mai fost expuse la Festivalul
International de Design de la £6dz (2016), la Festivalul
Neu/Now de la Vilnius (2009) si publicate in reviste
dedicate fotografiei: The Postbox, Punctum, NYArts
Magazine, Fotografija.

Bogdan Girbovan (b. 1981) became known for his
photography series, created over time, following a
relevant study subject for Romania’s recent history and
social hierarchy. The relationships of power are revealed
through images capturing, for example, the hierarchy of
the Romanian Police and the hierarchy of the Romanian
Orthodox Church, but also the differences in social
status within urban communities (series 10/, a study
of residents in a block of flats, as it was designed in the
communist period).

— Selected exhibitions: Few Were Happy with

their Condition, Gallery 400, Chicago (2016); ESPY
Photography Award, Elysium Gallery, Swansea (2014);
Bucharest. A Paradoxical City, PHotoEspana, Museo

de la Ciudad, Madrid (2011); Hierarchy of the Romanian
Police, Galeria Posibila, Bucharest (2011, solo); Ne
tourne pas la téte!, Romanian Cultural Institute in Paris
(2010); 10/1, Atelier 35, Bucharest (2010, solo); 5@14,
Draft One Galeria de Proiecte, Bucharest (2009, solo);
RO Archive, Futura Gallery / Karlin Studios, Prague
(2008).

His photography was also displayed at the £6dz
International Design Festival (2016), at the NEU

NOW Festival in Vilnius (2009), and was published in
photography journals: The Postbox, Punctum, NYArts
Magazine, and Fotografija.

Teodor Graur

Opera lui Teodor Graur (n. 1953) cuprinde performance,
fotografie, sculptur, pictura si instalatie. In ultimii ani,
artistul s-a concentrat asupra unor serii de obiecte

care compun un ,muzeu” nostalgic si, in egala masura,
ironic. Relatia uneori nostalgica, alteori critica a
artistului cu obiectele adunate si reciclate este vizibila
in ansamblurile sale, de la ,monumentele ecologice”,
pana la ,monumentele funerare” sau la monumentele de
interior. A fondat, impreuna cu Olimpiu Bandalac, grupul
Euroartist Bucuresti (activ intre 1994-1996).

— Expozitii (selectie): Notes on a Landscape, Expozitia
Centrala la Art Safari Bucuresti (2017), Natura-cultura.
Star & Grey (Made in Romania), Galeria Nicodim,
Bucuresti (2016, solo), M, Plan B Cluj-Napoca (2016, duo
show cu Cristian Rusu), Nostalgia, tranzit.ro/Bucuresti
(2014, solo); 3 X Muzeul Totalitar, Modernist, Balcanian,
Galeria de Arta Contemporana a Muzeului National
Brukenthal, Sibiu (2012, solo); The Hero, the Heroine
and the Author, Muzeul Ludwig, Budapesta (2012);
Teodor Graur, Club Electroputere, Craiova (2012, solo);
Blood & Honey - Future’s In the Balkans, Sammlung
Essl, Viena (2003); In Search of Balkania, Neue Galerie,

Graz (2002); Transitionland, Muzeul National de Arta,
Bucuresti (2000).

A participat la Bienalele Internationale de Arta de la
Venetia (1997) si Istanbul (1995).

The work of Teodor Graur (b. 1953) includes
performance, photography, sculpture, painting and
installation. For the last years, the artist has focused

on a series of objects comprising a “museum” that is
equally nostalgic and ironic. The artist's sometimes
nostalgic, sometimes critical relation with the gathered
and recycled objects is visible in his ensemble pieces,
from “ecological monuments”, to “funerary monuments”,
or to interior monuments. Together with Olimpiu
Bandalac, he founded the Euroartist Bucharest group
(active 1994-1996).

— Selected exhibitions: Notes on a Landscape, Central
Exhibition at Art Safari Bucharest (2017), Nature-
Culture. Star & Grey (Made in Romania), Nicodim Gallery,
Bucharest (2016, solo), M, Plan B Cluj-Napoca (2016,
duo show with Cristian Rusu), Nostalgia, tranzit.ro/
Bucharest (2014, solo); 3 X The Totalitarian, Modernist,
Balkan Museum, The Contemporary Art Gallery of the
Brukenthal National Museum, Sibiu (2012, solo); The
Hero the Heroine and the Author, Ludwig Museum,
Budapest (2012); Teodor Graur, Club Electroputere,
Craiova (2012, solo); Blood & Honey - Future’s in the
Balkans, Sammlung Essl, Vienna (2003); In Search of
Balkania, Neue Galerie, Graz (2002); Transitionland,
National Museum of Art, Bucharest (2000).

He participated in the Venice and Istanbul International
Art Biennales (1997 and 1995, respectively).

Alexandra Gulea

Alexandra Gulea (n. 1970) a studiat la Academia de Arta
din Bucuresti, la Scoala Nationala de Arte Frumoase
din Paris si la Universitatea de Televiziune si Film din
Miinchen.

Tn anul 2000 a participat cu scurt-metrajul Anonim

la numeroase festivaluri internationale printre care la
Festivalul de Film Documentar de la Miinchen, unde

a castigat un premiu. in 2001 aintrat in competitia
germana de scurt-metraje Kurrzfilimtage Oberhausen
cu filmul The Fourth Wall. In 2003 a castigat premiul
APTR pentru cel mai bun film de fictiune cu filmul
HACKER. Dumnezeu la saxofon, dracu’ la vioara este
filmul care ii aduce in 2004 numeroase nominalizari si
premii la festivaluri internationale cum ar fi: Festivalul
de Film Documentar & Video de la Kassel, Les Ecrans
Documentaires, IFF Rotterdam, Cinema du Reel

Paris, IDFF Miinchen, IDAFF Leipzig, IDVF Kassel,
Internationale Kurzfilmtage Oberhausen, MoMA. Azi
eram frumoasd, Juna (2007) a fost prezent la festivale
de film cum ar fi: Festival dei Popoli din Florenta, Italia
si Festivalul International de Film Transilvania din Cluj-
Napoca, Romania. In 2013, Matei copil miner castiga
Marele Premiu ,Lino Micciché” si ,Young Critics Award”
la Festivalul International de Film din Pesaro al Noii
Cinematografii din Italia.

Alexandra Gulea (b. 1970) studied at the Art Academny
in Bucharest, at Ecole Nationale Superieure des Beaux
Arts in Paris and at Hochschule fur Fernshen und Film
in Munich.

In 2000 she presents the short film Anonim at
numerous international festivals among which can be
named Munich Documentary Film Festival where she
wins a prize. In 2001, she enters the german competiton
for short movies Kurrzfilmtage Oberhausen with the
movie The Fourth Wall. In 2003, she wins the APTR
prize for the best fiction for the movie HACKER.
Dumnezeu la saxofon, dracu’ la vioard is the movie which
in 2004 brings her numerous selections and prizes at
international festivals such as: Kassel Documentary
Film & Video Festival, Les Ecrans Documentaires, IFF
Rotterdam, Cinema du Reel Paris, IDFF Miinchen,
IDAFF Leipzig, IDVF Kassel, Internationale Kurzfilmtage
Oberhausen, MoMA. Azi eram frumoasd, Juna (2007)

is present at film festivals such as Festival dei Popoli in
Firenze, Italiy and Transilvania International Film Festival
in Cluj-Napoca, Romania. In 2013, Matei copil miner wins
the Grand Prize “Lino Micciché” and the “Young Critics
Award” at the Pesaro IFF of New Cinema in ltaly.

Flaka Haliti

Flaka Haliti (n. 1982, Pristina) tréieste si lucreaza la
Miinchen. Haliti a studiat la Universitatea din Pristina

si la Stédelschule, Frankfurt, si este doctoranda a
Academiei de Arta din Viena. In 2015 a reprezentat
Kosovo la cea de-a 56-a editie a Bienalei de la Venetia.
Sub titlul Here - Or Rather There, Is Over There,

prima sa retrospectiva institutionala se va deschide la
Kunsthalle Lingen in octombrie 2017.

— Expozitii (selectie): Its urgency got lost in reverse
(while being in constant delay), LambdaLambdalambda,

Pristina (2017, solo); Dejima. Concepts of in- and
exclusion, GAK-Gesellschaft fur Aktuelle Kunst, Bremen
(2017); tea towels have something to do with tea, Galerie
Rudiger Schéttle, Minchen (2016, solo); | Surrender
Dear, Salzburger Kunstverein, Salzburg (2016); My
Gravity Slipped Away, S.A.LT.S., Basel (2016, solo);

THE WHALE THAT WAS LIKE A SUBMARINE, Ludwig
Museum, Budapesta (2016); Favoriten Ill. Neue Kunst
aus Miinchen, Kunstbau Lenbachhaus, Miinchen (2016);
Ars Viva Prize exhibition, Galerie fur Zeitgendssische
Kunst Leipzig, Leipzig (2016); Political Populism,
Kunsthalle Wien (2015); Last Time When | Googled You,
You Looked Different, Kosovo National Gallery, Pristina
(2014, solo); | See a Face. Do You See A Face., MUMOK,
Viena (2014, solo).

Flaka Haliti (n. 1982, Pristina) lives and works in

Munich. Haliti studied at the University of Prishtina

and Stadelschule, Frankfurt, and is working towards
her PhD at the Academy of Fine Arts, Vienna. In 2015,
she represented Kosovo at the 56th Venice Biennale.
Titled Here - Or Rather There, Is Over There, her first
institutional retrospective will open at Kunsthalle Lingen
in October 2017.

— Selected exhibitions: Its urgency got lost in reverse
(while being in constant delay), LambdaLambdalLambda,
Prishtina (2017, solo); Dejima. Concepts of in- and
exclusion, GAK-Gesellschaft fiir Aktuelle Kunst, Bremen
(2017); tea towels have something to do with tea, Galerie
Riidiger Schéttle, Munich (2016, solo); / Surrender

Dear, Salzburger Kunstverein, Salzburg (2016); My
Gravity Slipped Away, S.A.LT.S., Basel (2016, solo);

THE WHALE THAT WAS LIKE A SUBMARINE, Ludwig
Museum, Budapest (2016); Favoriten lll. Neue Kunst aus
Miinchen, Kunstbau Lenbachhaus, Munich (2016); Ars
Viva Prize exhibition, Galerie flir Zeitgendssische Kunst
Leipzig, Leipzig (2016); Political Populism, Kunsthalle
Wien, Vienna (2015); Last Time When | Googled You,
You Looked Different, Kosovo National Gallery, Prishtina
(2014, solo); | See a Face. Do You See A Face., mumok,
Vienna (2014, solo).

Simon Cantemir Hausi

Mijloacele de expresie preferate de Simon Cantemir
Hausi (n. 1976) sunt desenul si pictura. Cromatica
lucrarilor sale poarta o puternicd amprenta personala,
compozitiile cu unul sau mai multe personaje fiind mereu
invaluite de un discurs narativ ce face aluzie, de cele mai
multe ori, la traditie si mitologie.

— Expozitii personale (selectie): Gruppenbild / Group
Picture, Galerie Barbara Thumm, Berlin (2016); New
Works, Galerie Barbara Thumm, Berlin (2014, solo);
Volare — Nel blu dipinto di blu, Galerie Hartwich, Riigen
(2016); ELECTIVE AFFINITIES, Tajan Artstudio, Paris
(2015); Prin ochiul colectionarului. Generatia 2000 din
Cluj in trei colectii romanesti, The Office, Cluj-Napoca
(2014); What Do You See?, Galerie Barbara Thumm,
Berlin (2013, solo); Scénes Roumaines, Espace Culturel
Louis Vuitton, Paris (2013); Nightfall, Modem Centrul
de Arta Moderna si Contemporané, Debrecen (2012);
European Travellers - Art from Cluj Today, Miicsarnok/
Kunsthalle, Budapesta (2012); Waiting for the Perfect
Days, Galerie Barbara Thumm, Berlin (2011, solo); Man,
Myth and the Machine, Erika Deak Gallery, Budapesta
(2011); Staging the Grey, a 4-a editie a Bienalei de la
Praga (2009); The Answer with No Question, Faye
Fleming / Arquebuse, Geneva (2009, solo).

Simon Cantemir Hausi (b. 1976) uses drawing and
painting as favored means of expression. The color
palette of his works carries a strong personal mark,
and there is always a narrative discourse, most often
referencing mythology and tradition, which envelops his
compositions with one or more characters.

— Selected solo exhibitions: Gruppenbild / Group
Picture, Galerie Barbara Thumm, Berlin (2016); Volare
— Nel blu dipinto di blu, Galerie Hartwich, Riigen (2016);
ELECTIVE AFFINITIES, Tajan Artstudio, Paris (2015);
Through the Collector's Eye, Works of the Generation
2000 from Cluj in Three Romanian Collections, The
Office, Cluj-Napoca (2014); New Works, Galerie Barbara
Thumm, Berlin (2014, solo); What Do You See?, Galerie
Barbara Thumm, Berlin (2013, solo); Scénes Roumaines,
Espace Culturel Louis Vuitton, Paris (2013); Nightfall,
Modem Centre for Modern and Contemporary Arts,
Debrecen (2012); European Travellers - Art from Cluj
Today, Mucsarnok/Kunsthalle, Budapesta (2012);
Waiting for the Perfect Days, Galerie Barbara Thumm,
Berlin (2011, solo); Man, Myth and the Machine, Erika
Deak Gallery, Budapest (2011); Staging the Grey, Prague
Biennale 4 (2009); The Answer with No Question, Faye
Fleming / Arquebuse, Geneva (2009, solo).
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Lena Henke

Lena Henke (n. 1982) a studiat la Frankfurt Stadelschule
si la Glasgow School of Art. Este cofondatoare a M/L
Art Space, un proiect curatorial realizat in colaborare

si care se situeaza de obicei pe strada sau in spatii
semipublice din New York. Practica ei artistica
abordeaza, prin sculptura si instalatie, teme cum ar fi
arhitectura si periferia, sexualitatea si fetisismul, precum
si diverse forme de interactiune omeneasca extrase din
structura patriarhala a istoriei artei.

— Expozitii (selectie): Schrei mich nicht an, Krieger!,
Kunsthalle Schirn, Frankfurt am Main (2017, solo);
Kunstverein Braunschweig, (2016, solo); My History

of Flow at S.A.LT.S. Basel (2016, solo); Heartbreak
Highway, Real Fine Arts, New York (2016, solo);
Emerging Artist Fellowship Exhibition, Socrates
Sculpture Park, New York (2015); Yes, I'm pregnant,
Skulpturenmuseum Glaskasten, Marl (2014, solo);
GEBURT UND FAMILIE, White Flag Projects, St.

Louis (2014, solo); Revlery, Kunsthalle Bern (2014);
Skulptur in Reflexion, Kuenstlerhaus Graz (2014); Love
of Technology, Institute of Contemporary Art, Miami
(2013); Hang Harder, NAK. Neuer Aachener Kunstverein,
Aachen (2012, solo); H.H. Bennett, Lena Henke and Cars,
1857, Oslo (2012, solo, together with H.H. Bennett); you
have four eyes, V8, Raum fiir junge Kunst, Karlsruhe
(2009, solo).

Lucrarile sale au fost prezentate la expozitii
internationale majore, cum ar fi Made in Germany Ill
(2017), a 9-a Bienala de la Berlin (2016), Bienala de la
Montreal (2016) si New Museum Triennial, New York
(2015).

Lena Henke (b. 1982) has studied at the Frankfurt
Stadelschule and at the Glasgow School of Art. She is
the co-founder of the M/L Art Space, a collaborative
curatorial project that usually resides in the streets and
semi-public spaces of New York. Her artistic practice
approaches, through sculpture and installation, themes
such as architecture and periphery, sexuality and
fetishism, as well as various forms of human interaction
drawn from the patriarchal structure of art history.

— Selected exhibitions: Schrei mich nicht an, Krieger!,
Kunsthalle Schirn, Frankfurt am Main (2017, solo);
Kunstverein Braunschweig, (2016, solo); My History

of Flow at S.A.LT.S. Basel (2016, solo); Heartbreak
Highway, Real Fine Arts, New York (2016, solo);
Emerging Artist Fellowship Exhibition, Socrates
Sculpture Park, New York (2015); Yes, I'm pregnant,
Skulpturenmuseum Glaskasten, Marl (2014, solo);
GEBURT UND FAMILIE, White Flag Projects, St.

Louis (2014, solo); Revlery, Kunsthalle Bern (2014);
Skulptur in Reflexion, Kuenstlerhaus Graz (2014); Love
of Technology, Institute of Contemporary Art, Miami
(2013); Hang Harder, NAK. Neuer Aachener Kunstverein,
Aachen (2012, solo); H.H. Bennett, Lena Henke and Cars,
1857, Oslo (2012, solo, together with H.H. Bennett); you
have four eyes, V8, Raum fiir junge Kunst, Karlsruhe
(2009, solo).

Her work has been featured in major international
exhibitions including Made in Germany Il (2017),

the 9th Berlin Biennale (2016), La Biennale de
Montreal (2016) and the New Museum Triennial,

New York (2015).

Camille Henrot

In practica ei artistica diversa, Camille Henrot (b. 1978)
combina filmul, desenul si sculptura. Inspirandu-se

din literatura, mitologie, cinema, antropologie, biologie
evolutionara, religie si banalitatea vietii cotidiene, opera
lui Henrot rediscuta in mod grav tipologiile obiectelor si
sistemele incetatenite ale cunoasterii.

— Expozitii (selectie): Days are Dogs, Palais de Tokyo,
Paris (2017, solo); If Wishes Were Horses, Kunsthalle
Wien, Viena (2017, solo); MCA Screens: Grosse Fatigue,
MCA Chicago (2016, solo); China Overpop, Muzeul YUZ,
Shanghai (2016); The Future in Drag, Berlin Biennale,
Berlin (2016); Scenes for a New Heritage: Contemporary
Art from the collection, MoMA, New York (2015); Kino
der Kunst, Museum Brandhorst, Miinchen (2015, solo);
Une bréve histoire de I'avenir, Muzeul Luvru, Paris (2015);
The Kundalini Awakening, galeria Gagosian, Atena
(2015); Leiris & Co, Centrul Georges Pompidou Metz
(2015); The Pale Fox, Westfalicher Kunstverein, Minster
/ Johann Kénig Gallery, Berlin / Chisenhale Gallery,
Londra (2015 / 2015 / 2014, solo); Grosse Fatigue,
Lismore Castle Arts, Waterford / City Observatory

& City Dome, Edinburgh / Tate Modern, Londra / la
Sorbona, Paris / Nottingham Contemporary / Gucci
Museo, Florenta (2014, solo); City of Ys, NOMA - Muzeul
de Arta New Orleans (2013, solo); Is it possible to be a
revolutionary and like flowers?, kamel mennour, Paris
(2013, solo); Club Trouw, Muzeul Stedelijk, Amsterdam
(2013); Perspectives, spatiul cultural Louis Vuitton, Paris
(2010, solo).

Lucrarile ei au fost expuse la numeroase bienale

252

internationale notabile precum cele de la Montreal,
Berlin, Sydney, Lyon, Venetia si Montevideo.

In her diverse artistic practice, Camille Henrot (b. 1978)
combines film, drawing, and sculpture. Taking inspiration
from literature, mythology, cinema, anthropology,
evolutionary biology, religion and the banality of
everyday life, Henrot’s work acutely reconsiders the
typologies of objects and established systems of
knowledge.

— Selected exhibitions: Days are Dogs, Palais de
Tokyo, Paris (2017, solo); If Wishes Were Horses,
Kunsthalle Wien (2017, solo); MCA Screens: Grosse
Fatigue, MCA Chicago (2016, solo); China Overpop,
YUZ museum, Shanghai (2016); The Future in Drag,
Berlin Biennale, Berlin (2016); Scenes for a New
Heritage: Contemporary Art from the collection,

MoMA, New York (2015); Kino der Kunst, Museum
Brandhorst, Munich (2015, solo); Une bréve histoire de
l'avenir, Louvre Museum, Paris (2015); The Kundalini
Awakening, Gagosian Gallery, Athens (2015); Leiris &
Co, The Centre Pompidou-Metz (2015); The Pale Fox,
Westfalicher Kunstverein, Mlnster / Johann Konig
Gallery, Berlin / Chisenhale Gallery, London (2015 /
2015 / 2014, solo); Grosse Fatigue, Lismore Castle Arts,
Waterford / City Observatory & City Dome, Edinburg,
Ecosse / Tate Modern, London / la Sorbonne, Paris,
France / Nottingham Contemporary, Nottingham / Gucci
Museo, Florence (2014, solo); City of Ys, NOMA - New
Orleans Museum of Art (2013, solo); Is it possible to be
a revolutionary and like flowers?, kamel mennour, Paris
(2013, solo); Club Trouw, Muzeul Stedelijk, Amsterdam
(2013); Perspectives, Louis Vuitton Cultural Space, Paris
(2010, solo).

Her work has been exhibited at numerous notable
international biennales in Montreal, Berlin, Sydney, Lyon,
Venice and Montevideo.

Channa Horwitz

Channa Horwitz (1932-2013) a creat desene, picturi

si instalatii utilizand un vocabular formal riguros ghicit
de ea, bazat pe o grila standardizata (aceea a hirtiei
milimetrice) si pe un sistem de notatii (cifre de la 1la

8 carora li s-a alocat o culoare proprie). Acest sistem,
pe care artista I-a numit ,sonakinatografie”, fusese
dezvoltat de Horwitz ca o modalitate de a marca side a
exprima timpul, miscarea si ritmul. Multe dintre lucrarile
ei au fost concepute initial ca partituri — insemnari
detaliate si totusi deschise pentru dansatori, muzicieni
sau alti actanti.

— Expozitii (selectie): To the Top, Ghebaly Gallery,

Los Angeles (2016, solo); Channa Horwitz, Raven Row,
Londra (2016, solo); Drawing Dialogues: The Sol Lewitt
Collection, The Drawing Center, New York (2016);
Counting in Eight, Moving by Color (1932-2013, Los
Angeles), Kunst-Werke, Berlin (2015, solo); Drawing in
L.A.: The 1960s and 70s, LACMA, Los Angeles (2015);
Orange Grid, Frangois Ghebaly Gallery, Los Angeles
(2013, solo); Anton Voyls Fortgang / A Void, Guy de
Cointet / Channa Horwitz / Henri Chopin, Kunsthalle
Dusseldorf (2013); Dopplereffekt. Bilder in Kunst und
Wissenschaft, Kunsthalle zu Kiel (2010); Searching/
Structures 1965-2007, Aanant & Zoo, Berlin, Germany
(2009, solo).

Lucrarile sale au fost prezente in cadrul unor importante
expozitii internationale cum ar fi Bienala Whitney (2014),
editia a 55-a a Bienalei de la Venetia (2013), Bienala de
la Taipei (2012) and Bienala de la Los Angeles (2012).

Channa Horwitz (1932-2013) produced drawings,
paintings, and installations using a rigid formal
vocabulary of her devising, built on a standardized

grid (that of graph paper) and a system of notations
based on the numbers 1 through 8, each assigned its
own color. This system termed “Sonakinatography,”
was developed as a way of marking and expressing
time, movement, and rhythm. Many of her works were
originally intended as scores — detailed yet open-ended
notations for dancers, musicians, and performers.

— Selected exhibitions: To the Top, Ghebaly Gallery,
Los Angeles (2016, solo); Channa Horwitz, Raven Row,
London (2016, solo); Drawing Dialogues: The Sol Lewitt
Collection, The Drawing Center, New York (2016);
Counting in Eight, Moving by Color (1932-2013, Los
Angeles), Kunst-Werke, Berlin (2015, solo); Drawing in
L.A.: The 1960s and 70s, LACMA, Los Angeles (2015);
Orange Grid, Francois Ghebaly Gallery, Los Angeles
(2013, solo); Anton Voyls Fortgang / A Void, Guy de
Cointet / Channa Horwitz / Henri Chopin, Kunsthalle
Dusseldorf (2013); Dopplereffekt. Bilder in Kunst und
Wissenschaft, Kunsthalle zu Kiel (2010); Searching/
Structures 1965-2007, Aanant & Zoo, Berlin, Germany
(2009, solo).

Her works were exhibited in important international
exhibitions such as Whitney Biennial (2014), 55th Venice
Biennal (2013), Taipei Biennial (2012) and Los Angeles
Biennial (2012).

Nicu lifoveanu

Nicu lifoveanu (n. 1975) lucreaza in domenii precum
fotografia, filmul si publicatiile fotografice, avand un
interes special pentru istoriile marginale si spatiile
periferice ca subiecte in care se imbina frumusetea
imaginii cu un demers conceptual subtil. A absolvit
Universitatea Nationala de Arte din Bucuresti, unde

in prezent preda fotografia. Lucrarile sale sunt
caracterizate de jocul neasteptat si imprevizibil dintre
personal si documentar, dintre sublim si trivial, dintre
evident si ascuns.

— Expozitii (selectie): Preafericitul Valerica, Mois de la
Photo du Grand Paris (2017, solo); Uzina de fapte si alte
povestiri (nemarturisite), Salonul de Proiecte, Bucuresti
(2016); Series. Multiples, Realisms, Ugbar Project
Space, Berlin (2014, solo); Working title 1: Valerica, eau
de vie / Working title 2: Jurgis Lemaire vs Christopher
Baltrusaitis, Galeria Anca Poterasu (2014, solo); Vision
of a Nation, Fotogalleriet Oslo (2014); The Forgotten
Pioneer Movement, District K&K, Berlin (2014); Prezentul
Gresit, Galeria Arsenal, Poznan (2013, solo); Centrul

de reflectie pentru istorii suspendate. O incercare, din
cadrul celei de-a 55-a Expozitii de Arta Internationala -
Bienala de la Venetia (2013).

Active in the field of photography, film, and photo
books, Nicu lifoveanu (b. 1975) is particularly interested
in marginal histories and peripheral spaces as topics
combining the beauty of the picture with a subtle
conceptual operation. He graduated from the National
University of Arts Bucharest, where he is currently
teaching photography. His work is characterized by

an unexpected and unpredictable interplay between
personal and documentary, between sublime and trivial,
between evidence and hidden.

— Selected exhibitions: Valerica Bienheureux, Mois

de la Photo du Grand Paris (2017, solo); The Factory

of Facts and Other (Unspoken) Stories, Salonul de
Proiecte, Bucharest (2016); Series. Multiples, Realisms,
Ugbar Project Space, Berlin (2014, solo); Working title 1:
Valericd, eau de vie / Working title 2: Jurgis Lemaire vs
Christopher Baltrusaitis, Anca Poterasu Gallery (2014,
solo); Vision of a Nation, Fotogalleriet Oslo (2014); The
Forgotten Pioneer Movement, District K&K, Berlin (2014);
The Mistaken Present Tense, Arsenal Gallery, Poznan
(2013, solo); Reflection Center for Suspended Histories.
An Attempt, the 55th International Art Exhibition - La
Biennale di Venezia (2013).

Catalin llie

Catalin llie (n. 1982) traieste la Berlin din 2008. Este
absolvent de fotografie si new media la Universitatea
de Arta din Bucuresti. Proiectele sale de lunga durata
implica actiuni repetitive, inregistrari audio si ambiente
special create pentru obiectele, video-urile sau
desenele sale.

— Exporzitii (selectie): Sunt omul invizibil, Muzeul
National de Artd Contemporana din Bucuresti (2016);
Dear Money, curatori Magda Radu si Alexandra Croitoru,
Salonul de Proiecte, Bucuresti, la Vienna Art Fair
(2013); Opt lucrari noi si jumatate, Salonul de Proiecte,
Bucuresti, (2012); radio k’bvh;b (impreuné cu Letitia
Calin), maraton de 72 de ore de experimente radio in
cadrul platformei independente Transmediale, Berlin
(DAS), (http://radiokbvhb.tumblr.com/about) — emisiune
sustinuta de Galeria Plan B, Berlin (2011); three new
works and a live act, expozitie personald independenta
sustinuta de Galeria Plan B, Berlin (2010); /t's not me,
it's you, expozitie independenta sustinuta de galeria
Andreiana Mihail, Bucuresti (2008).

Catalin llie (b. 1982) has been living in Berlin since 2008.
He graduated from the University of Art in Bucharest,
specializing in photography and new media. His long-
term projects are constructed around repetitive actions,
and audio and ambient recordings created specifically
for his objects, videos or drawings.

— Selected exhibitions: | am the invisible man, National
Museum of Contemporary Art, Bucharest (2016); Dear
Money, curated by Magda Radu and Alexandra Croitoru,
Salonul de Proiecte Bucharest, at the Vienna Art Fair
(2013); Opt lucrari noi si jumatate [Eight and a half new
works], Salonul de Proiecte, Bucharest, (2012); radio
k’bvh;b (with Letitia Calin), a 72-hour marathon of radio
experiments during the Transmediale independent
platform, Berlin (DAS), (http://radiokbvhb.tumblr.com/
about) — a show hosted by the Plan B Gallery, Berlin
(2011); three new works and a live act, independent
personal exhibition hosted by the Plan B Gallery, Berlin
(2010); It’s not me, it's you, independent exhibition
hosted by the Andreiana Mihail Gallery, Bucharest
(2008).
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Nona Inescu

Nona Inescu (n. 1991) a studiat la Londra (Chelsea
College of Art & Design, 2009-2010), Antwerp
(Academia Regala de Arta, 2010-2011) si a absolvit
Universitatea Nationala de Arta din Bucuresti
(departamentul Foto-Video, 2016). Practica ei artistica
este interdisciplinara si cuprinde fotografie, obiect,
instalatii, video, sunet si lucrari care incorporeaza
referinte istorice si poetice si pun in discutie modurile
conventionale de a vedea si de a gandi, in timp ce
deschid noi modalitati de descifrarea a ,Simbolicului”.
Lucrarile sale pot fi descrise ca o imbinare a
senzorialului si conceptualului. Opera sa cea mai
recenta se concentreaza pe interactiunea omului cu
materiale naturale si primitive.

— Expozitii (selectie): Becoming an Apricot..., Survival
Kit 9, Riga (2017), Grotto Capitale, Exile, Berlin (2017);
Aerial Roots, Trapez, Budapesta (2017); Monsone,
Galeria Suprainfinit, Bucuresti (2017); Conversation
with a stone, SpazioA, Pistoia (2016, solo); Gestures
of Tomorrow, Kunstverein Nirnberg — Albrecht Direr
Gesellschaft, Nirnberg (2016); Her latent image, Kube
Musette, Bucuresti (2016, solo); Hands don’t make
magic, Sabot, Cluj-Napoca (2015, solo).

Nona Inescu (n. 1991) has studied at the Chelsea
College of Art & Design in London (2009-2010), at the
Royal Academy of Fine Arts in Antwerp (2010-2011) and
completed her studies in 2016, at the National University
of Arts in Bucharest (Photo-Video Department, 2016).
Her art practice is interdisciplinary and encompasses
photography, object, installation, video, sound, and
works that incorporate poetic, historical references and
challenge conventional ways of viewing and thinking,
while opening up new possibilities for deciphering

,The Symbolic’. Her artworks can be described as
interweaving sensorial and conceptual qualities. Her
most recent work focuses on the human interaction
with natural and primitive materials.

— Selected exhibitions: Becoming an Apricot..., Survival
Kit 9, Riga (2017), Grotto Capitale, Exile, Berlin (2017);
Aerial Roots, Trapez, Budapest (2017); Monsone,
Suprainfinit Gallery, Bucharest (2017); Conversation
with a stone, SpazioA, Pistoia (2016, solo); Gestures

of Tomorrow, Kunstverein Niirnberg — Albrecht Direr
Gesellschaft, Nirnberg (2016); Her latent image, Kube
Musette, Bucharest (2016, solo); Hands don’t make
magic, Sabot, Cluj-Napoca (2015, solo).

Mary Reid Kelley

Mary Reid Kelley (n. 1979) combina pictura,
performance si o poezie specifica, plina de calambururi,
cu filme video stilizate grafic si facute in colaborare cu
Patrick Kelley. Aceste tablouri istorice contin dileme ale
mortalitatii, sexului si instrainarii, jucate de personaje
intr-un dialog plin de subintelesuri, care le prinde in
capcana dintre sensuri tragice si sensuri comice.

— Expozitii personale (selectie): We're Wallowing Here
in Your Disco Tent, The High Line, New York (2016);
Mary Reid Kelley, M — Museum Leuven, Leuven (2016);
A Marquee Piece of Sod - The WWI Films of Mary Reid
Kelley, Kunsthalle Bremen, Bremen (2016).

In noiembrie 2017, Tate Liverpool va gazdui o noua
lucrare facuta la comanda, care va marca prima
expozitie personala intr-un muzeu din Marea Britanie

a artistei. In 2016, a fost premiata cu MacArthur
Fellowship si cu Baloise Art Prize.

Mary Reid Kelley (b. 1979) combines painting,
performance, and a distinctive wordplay-rich poetry

in her polemical, graphically stylized videos which

are made in collaboration with Patrick Kelley. These
historically specific tableaux enclose dilemmas of
mortality, sex and estrangement, navigated by the
characters in a punning dialogue that traps them
between tragic and comic meanings.

— Selected solo exhibitions: We're Wallowing Here

in Your Disco Tent, The High Line, New York (2016);
Mary Reid Kelley, M - Museum Leuven, Leuven (2016);
A Marquee Piece of Sod - The WWI Films of Mary Reid
Kelley, Kunsthalle Bremen, Bremen (2016).

Forthcoming in November 2017, Tate Liverpool will host
a new commission by Mary Reid Kelley which marks her
first museum solo exhibition in the UK. In 2016, she was
awarded with the MacArthur Fellowship and the Baloise
Art Prize.

Aurora Kiraly

Aurora Kirdly abordeaza arta contemporana din diverse
perspective - ca artist, curator, manager cultural. A
absolvit Universitatea Nationalé de Arte Bucuresti in
1994 si Masterul de Management Cultural EcumEst

in 1998. Din 2007, preda la Departamentul Fotografie

si Imagine Dinamica al UNArte Bucuresti, experienta

care a facut-o sa-si reevalueze activitatea artistica din
anii 1990 si 2000 si sa revina cu noi proiecte. Lucrarile
sale actuale pun in discutie sursele la care apeleaza
artistul contemporan in alegerea temelor si raportarea
la context/istoria recentd/istoria artei.

— Expozitii (selectie): Geometrii construite: spatiu,
timp, memorie, Galeria Anca Poterasu, Bucuresti (2017,
solo); Viewfinder - Looking through the both sides of
the lens, Artissima, Torino (2017); Reality Check, Calina
- Spatiu de arta contemporana, Timisoara (2016, solo);
Féra pensule, Atelier030202 Bucuresti (2016); Brain
Tattoos - A Map of Obsessions, ICR Lisabona (2016);
Cut & Paste Histories, ALERT studio, Bucuresti (2015,
solo); WHAT ABOUT Y[OUR] MEMORY, Muzeul National
de Arta Contemporana, Bucuresti (2014); Contemporary
Art Ruhr, Essen (2014); Duet, Galeria din cetate, Targu
Mures (20083, solo); Feminine Archeology, Centrul
International pentru Artd Contemporana, Bucuresti
(2000, solo); The Dream of My Life, National Art Gallery,
Sofia (2001); Melancholia, Centrul Cultural Sindan,
Cluj-Napoca (2000, solo); Untitled, Centrul International
pentru Arta Contemporana, Bucuresti (1999, solo).

Aurora Kiraly approaches contemporary art from
various perspectives -artist, curator, cultural manager.
She graduated from the Bucharest National University
of Arts in 1994, and the EcumEst Cultural Management
Masters in 1998. Since 2007, she teaches at the
Photography and Dynamic Image Department of UNArte
Bucharest, an experience which made her reevaluate
her artistic activity from the 1990s and the 2000s, and
prompted her to return with new projects. Her current
works question the sources to which the contemporary
artist turns when selecting themes and referring to
context/recent history/the history of art.

— Selected exhibitions: Geometrii construite: spatiu,
timp, memorie [Constructed geometries: space,

time, memory], Anca Poterasu Gallery, Bucharest
(2017, solo); Viewfinder - Looking through the both
sides of the lens, Artissima, Torino (2017); Reality
Check, Calina - Contemporary art space, Timisoara
(2016, solo); Fara pensule [Without paintbrushes],
Atelier030202 Bucharest (2016); Brain Tattoos - A
Map of Obsessions, ICR Lisbon (2016); Cut & Paste
Histories, ALERT studio, Bucharest (2015, solo); WHAT
ABOUT Y[OUR] MEMORY, The National Museum of
Contemporary Art Bucharest (2014); Contemporary
Art Ruhr, Essen (2014); Duet, Gallery in the Citadel,
Targu Mures (2003, solo); Feminine Archeology,
International Center for Contemporary Art, Bucharest
(2000, solo); The Dream of My Life, National Art Gallery,
Sofia (2001); Melancholia, Sindan Cultural Center, Cluj-
Napoca (2000, solo); Untitled, International Center for
Contemporary Art, Bucharest (1999, solo).

Julius Koller

Julius Koller (1939-2007) este considerat una dintre
cele mai importante figuri ale scenei artistice postbelice
din estul Europei, integrand in practica lui umorul si
severitatea conceptuala.

— Expozitii (selectie): Punto de Partida, Fundacion
Cultural Banco Santander, Madrid (2017); One Man
Anti Show, Museum fiir Moderne und Zeitgendssische
Kunst, Museion, Bolzano / MUMOK, Viena (2017,

solo); Sublime, Les tremblements du monde, Muzeul
National de Arta Moderna (MNAM), Centre Pompidou,
Metz (2016); Julius Koller, ?, Muzeul de Arta Moderna,
Varsovia (2015, solo); Lépais Réel (into the Real), La
Criée, Centre d’Art Contemporain, Rennes (2015);
Modernités plurielles de 1905 a 1970, Centre Pompidou,
MNAM, Paris (2015); U.F.O.- naut JK (Julius Koller)
orchestrated by Rirkrit Tiravanija, Kurimanzutto, Mexico
(2012).

Julius Koller (1939-2007) is considered one of the most
important figures of the Eastern European post-war
artistic scene, integrating both humor and conceptual
rigor into his practice.

— Selected exhibitions: Punto de Partida, Fundacion
Cultural Banco Santander, Madrid (2017); One Man
Anti Show, Museum fiir Moderne und Zeitgendssische
Kunst, Museion, Bolzano / MUMOK, Wien (2017, solo);
Sublime, Les tremblements du monde, National Museum
of Modern Art (MNAM), Centre Pompidou, Metz (2016);
Jlius Koller, ?, Museum of Modern Art, Warsaw (2015,
solo); L'épais Réel (into the Real), La Criée, Centre d’Art
Contemporain, Rennes (2015); Modernités plurielles de
1905 a 1970, Centre Pompidou, MNAM, Paris (2015);
U.F.O.- naut JK (Julius Koller) orchestrated by Rirkrit
Tiravanija, Kurimanzutto, Mexico (2012).

Michelle Lacombe
De cand si-a obtinut licenta in 2006 la Universitatea

Concordia, Michelle Lacombe a dezvoltat o practica
artistica unica, bazata pe corp, dar totusi conceptuala.

Beneficiara in 2015 a unei burse Plein Sud, opera sa a
fost prezentata in Canada si in strainatate in contextul
unor evenimente de performance, expozitii si colocvii.
Munca sa artistica e insotita de un angajament fata de
formele nedisciplinate de a face arta. In prezent este
directoarea VIVA! Art Action.

— Expozitii (selectie): Territorial Re-Marks, articule/
Front Room, Québec/Brooklyn (2012-2013, group); Daily
Reproductions of a Reclining Nude, AxeNéo7, Gatineau
(2013, solo); De la part des vaincus, Nantes (2014); De

la parole aux actes, Musée d’Art Contemporain des
Laurentides, Saint-Jérome (2015, group); I've Only
Known my Own, Huston (2016); Of all the watery Bodies,
Centre Clark, Montreal (2015, solo); Bartolo di Fredi’s
Bloody Gash, Le Lieu, Québec (2015, solo). A participat
la evenimente internationale de performance, cum ar fi
Time/Body/Space/Object, Defibrillator, Chicago (2014),
TONIGHT, HIAP, Suomenlinna (2014), Taxi Sud-Sur,
Peras de Olmo, Buenos Aires (2016).

Michelle Lacombe has developed a uniquely conceptual
body-based practice since obtaining her BFA from
Concordia University in 2006. Recipient of the 2015
Bourse Plein Sud, her work has been shown in Canada
and abroad in the context of performance events,
exhibitions, and colloquiums. Her artistic practice is
paralleled by a commitment to supporting undisciplined
forms of art making. She is currently the director of
VIVA! Art Action.

— Selected exhibitions: Territorial Re-Marks, articule/
Front Room, Québec/Brooklyn (2012-2013, group); Daily
Reproductions of a Reclining Nude, AxeNéo7, Gatineau
(2013, solo); De la part des vaincus, Nantes (2014); De

la parole aux actes, Musée d’Art Contemporain des
Laurentides, Saint-Jéréme (2015, group); I've Only Know
my Own, Huston (2016); Of all the watery Bodies, Centre
Clark, Montreal (2015, solo); Bartolo di Fredi’s Bloody
Gash, Le Lieu, Québec (2015, solo). She participated in
the international performance art events Time/Body/
Space/Object, Defibrillator, Chicago (2014); TONIGHT,
HIAP, Suomenlinna (2014); Taxi Sud-Sur, Peras de Olmo,
Buenos Aires (2016).

Cezar Lazarescu

Cezar Lazarescu (n. 1969) traieste la lasi. Artist
conceptual si performer, el a terminat studiile la
Universitatea de Arte ,George Enescu” din lasi iar din
2001 este membru fondator al Asociatiei Vector. Autor
de performance la sfarsitul anilor ‘90 si inceputul anilor
2000, trece apoi la interventie in situ, obiect, instalatie,
fotografie si video. Arta sa a fost expusa in galerii si
spatii neconventionale.

— Expozitii (selectie): PORT 2016, Biblioteca Judeteana
Timis, Timisoara (2016); in vremuri de speranta si
neliniste. Arta critica din lasi, Muzeul National de Arta
Contemporana Bucuresti (2015); EXIT, Universitatea
,G. Enescu”, lasi (2015, solo); Buldozer privindu-se

in oglinda, Esplanada Palatului Culturii, lasi (2014,
solo); SPATII IN ASTEPTARE #lI, fosta Intreprindere

de Reparatii Auto (IRA), Timisoara (2013); IMI PLACE
PERIFERIC 3, cladirea IASITEX, lasi (2012, solo);
Friends of the Divided Mind, Colegiul Regal de Arta,
Londra (2009); On Difference #1. Local Contexts,
Wiirttembergische Kunstverein Stuttgart (2005).

A mai participat la Bienala Bucuresti 3 (Bucuresti, 2008)
si la Bienala Periferic 4 (lasi, 2000).

Cezar Lazarescu (b. 1969) lives in lasi. A concept

artist and a performer, he graduated from the “George
Enescu” University of Arts in lasi, and since 2001 he has
been a founding member of the Vector Association. He
shifted from being a performance author in the ‘90s and
at the beginning of the 2000s, to in situ intervention,
object art, installations, photography and video. His

art has been exhibited in galleries and unconventional
spaces.

— Selected exhibitions: PORT 2016, Timis County
Library, Timisoara (2016); In Times of Hope and Unrest.
Critical Art from lasi, National Museum of Contemporary
Art, Bucharest (2015); EXIT, “G. Enescu” University, lasi
(2015, solo); Buldozer privindu-se in oglindé [Bulldozer
regarding itself in the mirror], The Palace of Culture
Esplanade, lasi (2014, solo); SPATII IN ASTEPTARE

#1l [SPACES AWAITING #l1], the former Auto Repair
Company (IRA), Timigoara (2013); IMI PLACE
PERIFERIC 3 [I LIKE PERIPHERY 3], IASITEX building,
lasi (2012, solo); Friends of the Divided Mind, Royal
College of Art, London (2009); On Difference #1. Local
Contexts, Wirttembergische Kunstverein Stuttgart
(2005).

He also participated in the 3rd Bucharest Biennial
(2008) and the 4th Peripheric Biennial (lasi, 2000).
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Zbigniew Libera

Zbigniew Libera (n. 1959) este unul dintre cei mai
importanti artisti polonezi, considerat un pilon al asa-
numitei ,arte critice”. Lucrarile sale - fotografii, filme
video, instalatii, obiecte si desene - se joaca patrunzator
si subversiv cu stereotipurile culturii contemporane.

In anii din urma, s-a concentrat pe explorarea a cum
anume fotografia contemporana de presa si media
modeleaza memoria noastra vizuala si manipuleaza
imaginea istoriei.

— Expozitii (selectie): Everything is Getting Better.
Unknown Knowns of Polish (Post)Colonialism,

SAVVY Contemporary, Berlin (2017); SONSBEEK '16:
transACTION, Museum Arnhem (2016); State of Life.
Polish Contemporary Art within a Global Circumstance,
National Art Museum of China, Beijing (2015);

Vertical Reach, Art Space, New Haven (2015); (Mis)
Understanding Photography Works and Manifestos,
Museum Folkwang, Essen (2014); The Naked Man,
Ludwig Museum — Museum of Contemporary Art,
Budapesta (2013); Morality, Act IV: | Could Live in Africa,
Witte de With, Rotterdam (2010); Works from 1982-
2008, Zacheta National Gallery of Art, Varsovia (2009,
solo); Mirroring Evil, The Jewish Museum, New York
(2002); Corrective facilities, Centre for Contemporary
Art Ujazdowski Castle, Varsovia (1996, solo).

Zbigniew Libera (b. 1959) is one of the most important
Polish artists, considered one of the pillars of the
so-called “critical art”. His works — photographs, video
films, installations, objects and drawings — piercingly and
subversively play with the stereotypes of contemporary
culture. In recent years he has been focused on
exploring how contemporary press photography and
media shape our visual memory and manipulate the
image of history.

— Selected exhibitions: Everything is Getting

Better. Unknown Knowns of Polish (Post)Colonialism,
SAVVY Contemporary, Berlin (2017); SONSBEEK '16:
transACTION, Museum Arnhem (2016); State of Life.
Polish Contemporary Art within a Global Circumstance,
National Art Museum of China, Beijing (2015);

Vertical Reach, Art Space, New Haven (2015); (Mis)
Understanding Photography Works and Manifestos,
Museum Folkwang, Essen (2014); The Naked Man,
Ludwig Museum - Museum of Contemporary Art,
Budapest (2013); Morality, Act IV: | Could Live in Africa,
Witte de With, Rotterdam (2010); Works from 1982-
2008, Zacheta National Gallery of Art, Warsaw (2009,
solo); Mirroring Evil, The Jewish Museum, New York
(2002); Corrective facilities, Centre for Contemporary
Art Ujazdowski Castle, Warsaw (1996, solo).

Ana Lupas

Ana Lupas (n. 1940), autoare de desene, obiecte,
tapiserii, ambienturi, happenings, instalatii, performance-
uri. A absolvit Academia de Arta din Cluj-Napoca

in 1962. Este membru corespondent al Academiei
Europene de S$tiinte, Arte si Litere, decorata cu Ordinul
Steaua Romaniei.

— Expozitii (selectie): The Solemn Process 1964-
2008, Tate Modern New Display (2016, solo); Art
Encounters Biennale 1st edition: Appearance &
Essence, ArtEncounters, Timisoara (2015); Ludwig

25. The Contemporary Collection, Ludwig Museum

— Museum of Contemporary Art, Budapesta (2014);
Good Girls. Memory - Desire - Power, MNAC, Bucuresti
(2013); One Plus One Equals One, Galeria Nicodim,

Los Angeles, CA (2012); Global Conceptualism Points
of Origin, 1950s-1980s, MIT List Visual Arts Center,
Cambridge, MA / MAM - Miami Art Museum, Miami /
Walker Art Center, Minneapolis / Queens Museum of
Art (QMA), New York (1999-2000); Spatiul interactiv
Lacul Morii, Bucuresti (1996, solo); Monument de cérp4,
Piata Universitatii, Bucuresti (1991, solo); editia a 18-a

a Bienalei de la Sao Paulo (1985); Meeting with... Ana
Lupas, Musée Cantonal de Beaux-Arts, Lausanne
(1982, solo); Preliminaries for a Round Grave, aer liber,
Badacsonytomaj (1978, solo).

Ana Lupas (b. 1940), author of drawings, objects,
tapestries, environments, happenings, installations,
performances. Graduated from the Academy of

Fine Arts, Cluj, 1962. Corresponding member of the
European Academy of Sciences, Arts and Humanities
Decorated with the Order of the Star of Romania.

— Selected exhibitions: The Solemn Process 1964-
2008, Tate Modern New Display (2016, solo); Art
Encounters Biennale 1st edition: Appearance & Essence
- ArtEncounters, Timisoara (2015); Ludwig 25. The
Contemporary Collection, Ludwig Museum, Museum

of Contemporary Art - Budapest, Budapest (2014);
Good Girls. Memory Desire Power, National Museum of
Contemporary Art (MNAC), Bucharest (2013); One Plus
One Equals One, Mihai Nicodim Gallery, Los Angeles,
CA (2012); Global Conceptualism - Points of Origin,
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1950s-1980s, on view at: MIT List Visual Arts Center,
Cambridge, MA / MAM - Miami Art Museum, Miami /
Walker Art Center, Minneapolis / Queens Museum of Art
(QMA), New York (1999-2000); Lacul Morii Interactive
Space, outdoor, Bucharest (1996, solo); Memorial of
Cloth, outdoor, University Square, Bucharest (1991, solo);
18° Bienal de Sao Paulo - Bienal de Sao Paulo, Sédo
Paulo (1985); Meeting with... Ana Lupas, Musée Cantonal
de Beaux-Arts, Lausanne (1982, solo); Preliminaries for a
Round Grave, outdoor, Badacsonytomaj (1978, solo).

David Maljkovié

David Maljkovi¢ (n. 1973) a studiat la Academia de

Arta din Zagreb. Prin instalatiile, sculpturile, desenele,
filmele si fotomontajele sale, exploreaza incertitudinea
memoriei colective in raport cu mostenirea culturala,
sociala si politica a fostei lugoslavii. Abordarea specifica
lui Maljkovi¢ a scenografiei expozitiilor sale creeaza o
atmosfera speciala pentru cercetarea sa minutioasa
materializata in opere nostalgice.

— Exporzitii (selectie): The Exhibition is Becoming, VOX
Centre de l'image contemporaine, Montreal (2016, solo);
Scenes for a New Heritage: Contemporary Art from the
Collection, Museum of Modern Art, New York (2015);

In Low Resolution, Palais de Tokyo, Paris (2014, solo);
Sources in the Air, Baltic Art Centre for Contemporary
Art, Gateshead (2013, solo), Animism, Haus der
Kulturen der Welt, Berlin (2012); Sources in the Air, Van
Abbemuseum, Eindhoven (2012, solo); Exhibitions for
Secession, Wiener Secession, Viena (2011, solo); The
Present and Presence, Moderna Galerija: Museum of
Contemporary Art Metelkova, Ljubljana (2011); Out of
Projection, Museo Reina Sofia, Madrid (2009, solo).

A participat la importante expozitii internationale, cum
ar fi a 11-a editie a Bienalei de la Gwangju (2016), editia
a 56-a a Bienalei de la Venetia (2015), editia a 11-a a
Bienalei de la Istanbul (2009), editia a 29-a a Bienalei
de la Sao Paulo (2010) si a 5-a editie a Bienalei de Arta
Contemporana de la Berlin (2008).

David Maljkovic¢ (b. 1973) has studied at the Academy
of Fine Arts in Zagreb. Through his installations,
sculptures, drawings, videos and photomontages, he
explores the uncertainty of the collective memory in
relation with the cultural, social and political heritage
of former Yugoslavia. Maljkovi¢’s particular approach
on the scenography of his exhibitions creates a special
atmosphere for his detailed research materialized in
nostalgic artworks.

— Selected exhibitions: The Exhibition is Becoming,
VOX Centre de I'image contemporaine, Montreal (2016,
solo); Scenes for a New Heritage: Contemporary Art
from the Collection, Museum of Modern Art, New

York (2015); In Low Resolution, Palais de Tokyo, Paris
(2014, solo); Sources in the air, Baltic Art Centre for
Contemporary Art, Gateshead (2013, solo), Animism,
Haus der Kulturen der Welt, Berlin (2012); Sources

in the air, Van Abbemuseum, Eindhoven (2012, solo);
Exhibitions for Secession, Wiener Secession, Vienna
(2011, solo); The Present and Presence, Moderna
Galerija: Museum of Contemporary Art Metelkova,
Ljubljana (2011); Out of Projection, Museo Reina Sofia,
Madrid (2009, solo).

He has participated in important international
exhibitions such as the 11th Gwangju Biennale (2016),
the 56th Venice Biennale (2015), the 11th Istanbul
Biennial (2009), the 29th Sao Paulo Art Biennial (2010)
and the 5th Berlin Biennial for Contemporary Art
(2008).

Victor Man

Victor Man (n. 1974) traieste la Berlin. Pictura lui se
iveste dintr-o profunzime a culturii unde ochiul nu

mai este suficient pentru a cuprinde campul poetic

si adancimea psihanalitica prin care avanseaza si se
sedimenteaza intreaga mostenire spirituala la care

ne raportam. Pictura este in cazul lui ,,un instrument
spiritual perfectionat” (Bogdan Ghiu) care se intoarce
mereu la momentul originar al vizualitatii ca mod de
cunoastere.

— Expozitii (selectie): Victor Man, Fiirstenberg
Zeitgendssisch, Donaueschingen (2017, solo); Con
amore piti che con amore, GAMeC, Bergamo (2017);
Dissolve into a red dwarf, Island, Bruxelles (2017); Victor
Man, Galeria Plan B, Berlin (2016, solo); Victor Man,
MD72 / Galerie Neu, Berlin (2016, solo); Open Ended:
Painting and Sculpture Since 1900, Museum of Modern
Art, San Francisco (2016); These Strangers... Painting
and People, S.M.A K., Ghent (2016); Monstres and
Madones, Triple V, Paris (2016); All the World'’s Futures
- The 56th International Art Exhibition - Venice Biennale
(2015); Zephir, Haus der Kunst, Minchen (2014-2015,
solo); Zacheta National Gallery of Art, Varsovia (2014,
solo); Deutsche Bank KunstHalle, Berlin (2014, solo); In
un altro aprile, Villa Medici, Rome (2013, solo); MUDAM

(Musée d’Art Moderne Grand-Duc Jean), Luxembourg
(2012, solo); Six Lines of Flight: Shifting Geographies

in Contemporary Art, San Francisco Museum of
Modern Art, San Francisco (2012); La Triennale: Intense
Proximity, Palais de Tokyo, Paris (2012); Un’Espressione
Geografica, Fondazione Sandretto Re Rebaudengo,
Torino (2011-2012); If Mind Were All There Was, Hayward
Gallery, Londra (2009, solo); Museum Boijmans van
Beuningen, Rotterdam (2009, solo); On Relative
Loneliness, Galleria d'Arte Moderna e Contemporanea
di Bergamo, Bergamo (2008, solo) and Attebasile, lkon
Gallery, Birmingham (2008, solo); Whose (His)story,
Kunstverein Hamburg, Hamburg (2008); Expenditure:
Busan Bienniale, Busan Museum of Modern Art, Busan
(2008) si Low Budget Monuments, Pavilionul Romaniei
la cea de a 52-a editie a Bienalei de la Venetia (2007).

Victor Man (b. 1974) lives in Berlin. His painting emerges
from depths of culture where the eye isn’'t enough

for catching the poetic field and the psychoanalytical
profoundness through which our entire spiritual

legacy advances and deposits. Painting is in his case
“a perfected spiritual tool” (Bogdan Ghiu) which
continuously returns to the original moment of visuality
as a cognitive mode.

— Selected exhibitions: Victor Man, Flrstenberg
Zeitgenossisch, Donaueschingen (2017, solo); Con
amore pit che con amore, GAMeC, Bergamo (2017);
Dissolve into a red dwarf, Island, Brussels (2017); Victor
Man, Galeria Plan B, Berlin (2016, solo); Victor Man,
MD72 / Galerie Neu, Berlin (2016, solo); Open Ended:
Painting and Sculpture Since 1900, Museum of Modern
Art, San Francisco (2016); These Strangers... Painting
and People, S.M.A K., Ghent (2016); Monstres and
Madones, Triple V, Paris (2016); All the World'’s Futures
- The 56th International Art Exhibition - Venice Biennale
(2015); Zephir, Haus der Kunst, Munich (2014-2015,
solo); Zacheta National Gallery of Art, Warsaw (2014,
solo); Deutsche Bank KunstHalle, Berlin (2014, solo); In
un altro aprile, Villa Medici, Rome (2013, solo); MUDAM

(Musée d’Art Moderne Grand-Duc Jean), Luxembourg
(2012, solo); Six Lines of Flight: Shifting Geographies
in Contemporary Art, San Francisco Museum of
Modern Art, San Francisco (2012); La Triennale: Intense
Proximity, Palais de Tokyo, Paris (2012); Un’Espressione
Geografica, Fondazione Sandretto Re Rebaudengo,
Turin (2011-2012); If Mind Were All There Was, Hayward
Gallery, London (2009, solo); Museum Boijmans
van Beuningen, Rotterdam (2009, solo); On Relative
Loneliness, Galleria d'Arte Moderna e Contemporanea
di Bergamo, Bergamo / Attebasile, lkon Gallery,
Birmingham (2008, solo).

Whose (His)story, Kunstverein Hamburg, Hamburg
(2008); Expenditure: Busan Bienniale, Busan Museum of
Modern Art, Busan (2008) and Low Budget Monuments,
the Romanian Pavilion at the 52nd Venice Biennale
(2007).

Mangelos (Dimitrije Basicevic)

Sub pseudonimul de Mangelos, Dimitrije Basicevi¢
(1921-1987) a fost unul dintre cei mai importanti artisti
din fosta lugoslavie, munca sa influentand puternic
generatiile de dupa el. In paralel cu cariera sa ca

istoric de arta, critic si curator la Galeria de Arta
Contemporana din Zagreb, el a creat o opera unica,
recunoscuta pe plan international, mai ales in ultimii
treizeci de ani.

— Expozitii (selectie): Mangelos: manifestos, thesis,
projects and notes, Galeria Martin Janda, Viena (2017,
solo); Mangelos: a retrospective of exhibitions 1972-1981,
Peter Freeman Inc., New York (2017, solo); Modernités
plurielles 1905-1970, Centre Pompidou, Paris (2015);
Transmissions: Art in Eastern Europe and Latin America,
1960-1980, MoMA, New York (2015); Miroirs noirs,
Galerie Frank Elbaz, Paris (2013, solo); Museum of
Parallel Narratives: In the Framework of LInternational,
MACBA, Barcelona (2011); Promises of the Past, Centre
Pompidou, Paris (2010); Eye on Europe: Prints, Books

& Multiples / 1960 to Now, MoMA, New York (2006);
Mangelos nos. 1to 95, Museu de Arte Contemporanea
de Serralves, Porto (2003, solo); In Search of Balkania,
Neue Galerie am Landesmuseum Joanneum, Graz
(2002); Dimitrije Basicevi¢ Mangelos, Museum of
Contemporary Art, Zagreb / Mestna galerija, Ljubljana
(1990, solo); Picasso Phenomenon, Tribina mladih, Novi
Sad (1972, solo).

Under the pseudonym Mangelos, Dimitrije Basic¢evic¢
(1921 - 1987) was one of the most important artists

in former Yugoslavia whose work strongly influenced
subsequent generations. Parallel to his career as

an art historian, critic and curator at the Gallery of
Contemporary Art in Zagreb, he created a unique
oeuvre which has gained widespread international
recognition, especially over the last thirty years.

— Selected exhibitions: Mangelos: manifestos, thesis,
projects and notes, Galerie Martin Janda, Wien (2017,
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solo); Mangelos: a retrospective of exhibitions 1972-1981,
Peter Freeman Inc., New York (2017, solo); Modernités
plurielles 1905-1970, Centre Pompidou, Paris (2015);
Transmissions: Art in Eastern Europe and Latin America,
1960-1980, MoMA, New York (2015); Miroirs noirs,
Galerie Frank Elbaz, Paris (2013, solo); Museum of
Parallel Narratives: In the Framework of L'International,
MACBA, Barcelona (2011); Promises of the Past, Centre
Pompidou, Paris (2010); Eye on Europe: Prints, Books

& Multiples / 1960 to Now, MoMA, New York (2006);
Mangelos nos. 1to 9%, Museu de Arte Contemporanea
de Serralves, Porto (2003, solo); In Search of Balkania,
Neue Galerie am Landesmuseum Joanneum, Graz
(2002); Dimitrije Basicevi¢ Mangelos, Museum of
Contemporary Art, Zagreb / Mestna galerija, Ljubljana
(1990, solo); Picasso Phenomenon, Tribina mladih, Novi
Sad (1972, solo).

Matthias Megyeri

Matthias Megyeri (n. 1973) e interesat de felul in

care mintea umana produce solutii practice la boli
psihologice contemporane vizibile, cum ar fi paranoia
si problemele de securitate, precum si de cum se
poate crea un model concurent prin pastrarea totusi
vie a conflictului dintre putere si control in procesul
proiectarii. Cu Sweet Dreams Security®, compania sa
comerciala de securitate domestica infiintata in 2003,
Megyeri propune o schimbare a felului in care abordam
Linstitutia sigurantei”, cerand o regandire a felului in care
e reprodusa in mod traditional aceasta si creand o linie
de produse optionale, toate astea printr-un singur gest.
— Expozitii (selectie): Brutal Beauty - Violence and
Contemporary Design, Marta Herford Museum for

Art, Architecture, Design (2016); Isochronic Archive

- Hangings and Interventions in the public realm,
OFF-Biennale, Budapesta (2015); Theater Objects - A
Stage for Architecture and Art, LUMA Foundation, Zirich
(2014/15); Matthias Megyeri - Acts of Sweet Dreams
Security® Berlin, Deutsches Architektur Zentrum (DAZ)
Berlin (2013, solo); Kind of Change - New Acquisitions,
Ludwig Museum, Budapesta (2011), Strasbourg
Hangings, Centre Européen d’Actions Artistiques
Contemporaines (CEAAC) Strasbourg (2010, solo),
20.000 Images (6 days, 12 h/day), Akademie Schloss
Solitude Stuttgart (solo) (2008, solo).

Matthias Megyeri (b. 1973) is interested in how the
human mind produces practical solutions for visible
contemporary psychological illnesses such as paranoia
and the problems of security as well as how one can
create an alternative model by still keeping the conflict
between power and control alive in the design process.
With Sweet Dreams Security®, his commercial home
security company and brand established in 2003,
Megyeri proposes a change in the way in which one
approaches the “institution of security,” demanding to
rethink the way security is traditionally reproduced, and
creating a line of alternative products, all by a simple
gesture.

— Selected exhibitions: Brutal Beauty - Violence and
Contemporary Design, Marta Herford Museum for

Art, Architecture, Design (2016); Isochronic Archive

- Hangings and Interventions in the public realm,
OFF-Biennale Budapest (2015); Theater Objects - A
Stage for Architecture and Art, LUMA Foundation, Ziirich
(2014/15); Matthias Megyeri - Acts of Sweet Dreams
Security® Berlin, Deutsches Architektur Zentrum (DAZ)
Berlin (2013, solo); Kind of Change - New Acquisitions,
Ludwig Mizeum Budapest (2011), Strasbourg Hangings,
Centre Européen d’Actions Artistiques Contemporaines
(CEAAC) Strasbourg (2010, solo), 20.000 Images (6
days, 12 h/day), Akademie Schloss Solitude Stuttgart
(2008, solo).

Olivia Mihaltianu

Olivia Mihaltianu (n. 1981) a studiat artele vizuale la
Universitatea de Arte din Bucuresti, oras in care traieste
si lucreaza. Proiectele ei de lunga durata - aflate la
intersectia dintre video, film, fotografie, obiect, instalatie
si performance - urmaresc aspecte vizuale care discuta
identitatea personalé si viata sociala in diferite culturi
sau situatii politice si economice surprinse in contextul
global si local, interpretand subiecte ca rolul jucat

de artist in societatea de astazi si modelele umane
arhetipale.

— Expozitii (selectie): Film métrage, LOOP Barcelona
(2017, solo); Winyan Kipanpi Win, Vizita, Galeria Anca
Poterasu, Bucuresti (2016, solo); curated by_Edit Sasvari:
Homage - Ideal or Patern?, Galeria Knoll Viena, Austria
(2016); Une autre cité, tranzit.ro / Bucuresti (2015);
Winyan Kipanpi Win |The Woman Who Was Waited For,
Kunsthalle Krems, Factory (2013, solo); Good Girls,
Muzeul National de Arta Contemporana, Bucuresti
(2013); where do we go from here?, Secession, Viena
(2010); Wakefield Meadows, Pavilion Unicredit, Bucuresti

(2009-2010); Anyone But Me, Anywhere But Here,
Galeria de Arta Contemporana a Muzeului National
Brukenthal, Sibiu (2008, solo); Social Cooking Romania,
NGBK, Berlin (2007); Kunsthalle, Viena (2004).

A participat la cea de-a 55-a editie a Bienalei
Internationale de la Venetia (2013) si la cea de-a 4-a
editie a Bienalei Tinerilor Artisti, Bucuresti (2008).

Olivia Mihaltianu (b. 1981) studied visual arts at the
University of Arts in Bucharest, the city where she lives
and works. Her long term projects — at the crossroads
of video, film, photography, objects, installations and
performance - follow visual aspects related to personal
identity and social life in different cultures or political
and economic situations, in a global and local context,
by questioning topics such as: the role played by the
artist in today’s society and archetypal human patterns.
— Selected exhibitions: Film métrage, LOOP Barcelona
(2017, solo); Winyan Kipanpi Win, The Visit, Anca
Poterasu Gallery, Bucharest (2016, solo); curated by _Edit
Sasvari: Homage - Ideal or Patern?, Knoll Gallery, Vienna
(2016); Une autre cité, tranzit.ro/Bucharest (2015);
Winyan Kipanpi Win |The Woman Who Was Waited For,
Kunsthalle Krems, Factory (2013, solo); Good Girls,
National Museum of Contemporary Art, Bucharest
(2013); where do we go from here?, Secession,

Vienna (2010); Wakefield Meadows, Pavilion Unicredit,
Bucharest (2009-2010); Anyone But Me, Anywhere But
Here, The Contemporary Art Gallery of The Brukenthal
National Museum, Sibiu, Romania (2008, solo); NGBK,
Berlin (2007); Kunsthalle, Vienna (2004).

She participated in the 55th edition of the International
Venice Biennale (2013) and in the 4th edition of Young
Artists’ Biennial Bucharest (2008);

Szilard Miklés

Szilard Miklos (n. 1981) a absolvit Universitatea de Arta
si Design din Cluj-Napoca in 2004 si este doctorand

la Universitatea de Arta din Budapesta. A contribuit

la diverse forme de institutionalizare si arhivare ale

artei contemporane, printre altele la Casa Tranzit din
Cluj-Napoca. Co-fondator al Scolii Populare de Arta
Contemporana - SPAC (www.protokoll.ro) si initiator al
conset (www.conset.ro) - program de atelier deschis si
platforma de publicare.

— Expozitii (selectie): Viitorul memoriei, Casa Tranzit,
Cluj-Napoca (2017), Unde ati lucrat?, conset/Casa
Tranzit, Cluj-Napoca (2015); Pentru ca navigam pe
culoare diferite, Salonul de Proiecte, Bucuresti (2014);
Pata Rat 2012. Romi impinsi la margini, tranzit.ro,
Cluj-Napoca (2012); European Travellers: Art from Cluj
Today, Miicsarnok, Budapesta (2012); Fotografische
Arbeitskréfte, Mirabellenpavilon, Salzburg (2011);
Metropole Alliance, WIELS Contemporary Art Centre,
Bruxelles (2009); | am here because | want to be here
(prezentat de Dan Perjovschi), ICR New-York (2009,
solo); After the war is before the war, Protokoll Studio,
Cluj-Napoca (2007, solo); Across the Trees: Romanian
Art Now, David Nolan Gallery, New-York (2007); Science
of the Will, Gallery/IDEA arts + society (#26), Cluj (2007,
solo); Re:location Cluj-Luxembourg, Casino Luxembourg
(2005); Home Gallery, Home Gallery 2020, Bucuresti
(2005, solo).

Szilard Miklds (b. 1981) graduated from the University
of Art and Design in Cluj-Napoca in 2005, and is now
completing his doctoral studies at the University of

Art in Budapest. He contributed to various forms of
institutionalization and archiving of contemporary art,
including among others, the Tranzit House in Cluj-
Napoca. He is a co-founder of the Popular School of
Contemporary Art - PSCA (www.protokoll.ro) and an
initiator of conset (www.conset.ro) — an open workshop
program and a publishing platform.

— Selected exhibitions: The future of memory, Tranzit
House, Cluj-Napoca (2017), Where Have You Worked?,
conset/Tranzit House, Cluj-Napoca (2015); Pentru ca
navigam pe culoare diferite [Because we navigate on
different lanes], Salonul de Proiecte, Bucharest (2014);
Pata Rat 2012. Roma pushed to the margins, tranzit.

ro, Cluj-Napoca (2012); European Travellers: Art from
Cluj Today, Mlicsarnok, Budapest (2012); Fotografische
Arbeitskréfte, Mirabellenpavilon, Salzburg (2011);
Metropole Alliance, WIELS Contemporary Art Centre,
Bruxelles (2009); | am here because | want to be here
(introduced by Dan Perjovschi), ICR New-York (2009,
solo); After the war is before the war, Protokoll Studio,
Cluj (2007, solo); Across the Trees: Romanian Art Now,
David Nolan Gallery, New-York (2007); Science of the
Will, Gallery/IDEA arts + society (#26), Cluj (2007,
solo); Re:location Cluj-Luxembourg, Casino Luxembourg
(2005); Home Gallery, Home Gallery 2020, Bucharest
(2005, solo).

Mikldsi Dénes

Miklosi Dénes (n. 1960) locuieste si lucreaza in Cluj-
Napoca, oras in care a devenit unul dintre membrii
fondatori ai proiectului de arhivare digitala a Colectiei de
Fotografie de Presa Minerva, membru al Casei Tranzit
si al platformei institutionale temporare conset (www.
conset.ro). Proiectele sale recente au investigat raportul
dintre memorie si istorie, explorand procesul fotografic
ca aparat al puterii.

— Expozitii (selectie): GIF, MAGMA, Sf. Gheorghe
(2017); GR-02092017, Fotogalleriet, Oslo (2017);
Adevarul - atelier cu presd, Casa Tranzit, Cluj-Napoca
(2016); Ziua muncitorilor, MAGMA, Sf. Gheorghe (2016);
Esthetics of Learning, The University of the Arts,
Philadelphia, SUA (2016); Alte incaperi, Galeria Plan B,
Cluj-Napoca (2015); Unde ati lucrat? Casa Tranzit, Cluj-
Napoca (2015).

Miklosi Dénes (b. 1960) lives and works in Cluj-Napoca,
a city in which he became one of the founding members
of the digital archiving project of the Minerva Press
Photography Collection, a member of the Tranzit House,
and of the conset temporary institutional platform (www.
conset.ro). His recent projects have investigated the
relationship between memory and history, exploring the
photographic process as a device of power.

—— Selected exhibitions: GIF, MAGMA, Sf. Gheorghe
(2017); GR-02092017, Fotogalleriet, Oslo (2017);
Adevarul - atelier cu presé [Adevarul - press workshop],
Tranzit House, Cluj-Napoca (2016); Workers’ Day,
MAGMA, Sf. Gheorghe (2016); Esthetics of Learning,
The University of the Arts, Philadelphia, SUA (2016);
Alte incaperi [Other rooms], Plan B Gallery, Cluj-Napoca
(2015); Where did you work?, Tranzit House, Cluj-
Napoca (2015

Boris Miti¢

Boris Miti¢ (n. 1977) este un regizor de film, scenarist

si producator sarb, cunoscut pentru abordarile sale
satirice si ,documentarele creative” Filmele sale In
Praise of Nothing (2017), Goodbye, How Are You?
(2009), Unmik Titanik (2004), si Pretty Dyana (2003)
au fost proiectate in intreaga lume si au fost prezentate
la peste 150 de festivaluri. Cel mai recent film al sau, In
Praise of Nothing, a fost proiectat in cadrul urmatoarelor
evenimente si spatii: Locarno Film Festival, Sarajevo
Film Festival, EI Gouna Film Festival, Biennale de
'lmage en Mouvement Geneva, MOMENTA Biennale de
'lmage Montreal, Palazzo Grassi Venice, Palazzo delle
Esposizioni Roma, Faena Art Center Miami Beach si
Faena Art Center Buenos Aires.

Boris Miti¢ (b. 1977) is a Serbian film director,
scriptwriter, and producer known for his satirical
approach and “creative documentaries”. His

films In Praise of Nothing (2017), Goodbye, How

Are You? (2009), Unmik Titanik (2004), and Pretty
Dyana (2003) have been showed around the world and
presented in more than 150 festivals. His most recent
film, In Praise of Nothing was sreened at Locarno Film
Festival, Sarajevo Film Festival, El Gouna Film Festival,
Biennale de I''mage en Mouvement, Geneva, MOMENTA
Biennale de I'l'mage, Montreal, Palazzo Grassi, Venice,
Palazzo delle Esposizioni, Rome, Faena Art Center,
Miami Beach, Faena Art Center, Buenos Aires.

Nita Mocanu

Nita Mocanu (n. 1977) este artist vizual ale carei lucrari
sunt o combinatie intre arta video, performance video,
text, fotografie. Lucrarile ei se construiesc in jurul
modului prin care oamenii actioneaza in situatii variate
(de la mici gesture, la actiuni de amploare pana la a nu
face nimic), influentati de limbaj, de perceptia sinelui si
de felul cum isi reprezinta lumea in general, dar si de alti
factori ce depasesc controlul/intelegerea umana.

— Expozitii (selectie): Spatiul ca umoare, Galeria ODD,
Bucuresti (2017); Povestind imagini / Imaginand povesti,
Galeria Domino - Fabrica de pensule, Cluj- Napoca
(2017); DADADA Media Arts Festival, Muzeul de Arta
Arad (2016); Spatiu Exapandat / Zona Gri, Bucuresti
(2016); Notes on Tomorrow — CreArt Europe, Mapu
Kaunas, Lituania / Primaria Kristiansand, Norvegia

/ Capitania Aveiro, Portugalia (2016); kristallin#22,
Atelierhaus Salzamt, Linz (2015); Jurnalul unei discutii
despre educatie si altele, MAGMA Art Space, Sf.
Gheorghe si Conset Studio, Cluj-Napoca (2014, solo);
Jurnal evaziv, Kinema lkon Serial/Sezon 1, Muzeul de
Arta Arad (2014, solo); European Travelers. Art from
Cluj Today, Miicsarnok Kunsthalle, Budapesta, Ungaria
(2012).

Nita Mocanu (b. 1977) is a visual artist whose works are

a combination between video art, performance video,
text and photography. She builds her works around the
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way in which people act in various situations (from small
gestures to expansive actions, to not doing anything),
or are influenced by language, by the perception of self,
and by the way in which they represent the world in
general to themselves, but also by other factors which
go beyond human control/understanding.

— Selected exhibitions: Spatiul ca umoare [Space as
a humor], ODD Gallery, Bucharest (2017); Narrating
images / Imagining narrations, Domino Gallery — The
Paintbrush Factory, Cluj- Napoca (2017); DADADA
Media Arts Festival, Arad Art Museum (2016); Spatiu
Exapandat / Zona Gri [Expanded Space / The Grey
Areal, Bucharest (2016); Notes on Tomorrow - CreArt
Europe, Mapu Kaunas, Lithuania / Kristiansand City
Hall, Norway / Aveiro Captaincy, Portugal (2016);
kristallin#22, Atelierhaus Salzamt, Linz (2015); Journal
of a discussion on education and others, MAGMA Art
Space, Sf. Gheorghe and Conset Studio, Cluj-Napoca
(2014, solo); Jurnal evaziv [Evasive journal], Kinema
Ikon Serial/Season 1, Arad Art Museum (2014, solo);
European Travelers. Art from Cluj Today, Mlcsarnok
Kunsthalle, Budapest, Hungary (2012).

Sebastian Moldovan

Sebastian Moldovan (n. 1982) a studiat la Universitatea
de Arta si Design din Cluj-Napoca si la Ecole Regionale
des Beaux-Arts din Nantes. Practica sa artistica include
instalatii site-specific, instalatii audio-video, obiect,
fotografie si desen.

— Expozitii (selectie): /and/ You Never Know What's
Off, Eastwards Prospectus, Bucuresti (2016, solo); From
the shores of the Black Sea, Muzeul National de Arta

al Georgiei — Muzeul National de Istorie Tbilisi (2016);
South by South-Easst. A Further Surface, Guangdong
Times Museum, Guangzhou (2016); Sebi is Back, Galeria
Calina, Timisoara (2015, solo); Meltdown, Galerie Jan
Dhaese, Ghent (2014, solo); Artist’s Survival Kit, Galerie
Jan Dhaese, Ghent (2010, solo); New History, Kharkov
Art Museum, Kharkov (2009); Luxury is..., Galerie

Jan Dhaese, Ghent (2008, solo); O.T., Galeria de Arta
Contemporana a Muzeului National Brukenthal, Sibiu
(2008); FRECKeffect, eveniment paralel al Bucharest
Biennale 3, *.artlabs, Sibiu (2008); Aimost Censored,
Muzeului National Brukenthal, Sibiu (2005, solo).

A expus la cea de-a 55-a editie a Bienalei de la Venetia
(2013), la Bienala de Arta Contemporana Haifa, Israel
(2010) si la cea de-a lll-a editie a Bienalei de la Praga
(2007).

Sebastian Moldovan (b. 1982) studied at the University
of Art and Design in Cluj-Napoca and at the Ecole
Regionale des Beaux-Arts in Nantes. His artistic
practice includes site-specific and audio-video
installations, object art, photography and drawing.

— Selected exhibitions: /and/ You Never Know What's
Off, Eastwards Prospectus, Bucharest (2016, solo);
From the shores of the Black Sea, Georgia National

Art Museum - Thilisi National History Museum (2016);
South by South-Easst. A Further Surface, Guangdong
Times Museum, Guangzhou (2016); Sebi is Back,
Calina Gallery, Timisoara (2015, solo); Meltdown, Jan
Dhaese Gallery, Ghent (2014, solo); Artist’s Survival Kit,
Jan Dhaese Gallery, Ghent (2010, solo); New History,
Kharkov Art Museum, Kharkov (2009); Luxury is..., Jan
Dhaese Gallery, Ghent (2008, solo); O.T., Contemporary
Art Gallery of the Brukenthal National Museum, Sibiu
(2008); FRECKeffect, parallel event of Bucharest
Biennial 3, *.artlabs, Sibiu (2008); Aimost Censored,
Contemporary Art Gallery of the Brukenthal National
Museum, Sibiu (2005, solo).

He exhibited works at the 55th edition of the Venice
Biennial (2013), at the Haifa Contemporary Art Biennial,
Israel (2010), and at the Prague Biennial 3 (2007).

Molnér Zoltan

Molnar Zoltan (1937-1999) a absolvit Institutul de Arte
Plastice ,loan Andreescu” din Cluj-Napoca. A fost
profesor in cadrul facultatii de Arte din Timisoara
(1963-1972), iar ulterior a urmat o activitate de grafician
in cadrul Teatrului Maghiar de Stat din Timisoara,
perioada in care a avut colaborari si cu Opera Nationala
din Timisoara, ca scenograf. S-a facut cunoscut in mod
special datorita lucréarilor sale monumentale in aer liber
(prezente la Carei, Tasnad, Satu Mare, Ploiesti, Sinaia),
alaturi de lucrarea monumentala din sala de concerte

a Colegiului National de Arta ,lon Vidu” din Timisoara.
in 1968, a expus alaturi de Grupul 111, la Sala Kalinderu
din Bucuresti. Preocupat de corespondenta si armonia
dintre sunet si forma, lucrarile sale imbina structura
matematica si rigorile de ordin cromatic, elemente care
conduc intotdeauna la muzicalitatea imaginii.

— Expozitii (selectie): Artisti plastici din Transilvania,
Budapesta (1996); Teatrul Maghiar de Stat din Timisoara
(1983, solo); Galeria Helios, Timisoara (1973, solo); Cinci
artisti timisoreni, Sala Kalinderu, Bucuresti (1968).
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Molnar Zoltan (1937-1999) graduated the Institute

of Fine Arts ,loan Andreescu” from Cluj-Napoca. He
was a professor at the Faculty of Arts in Timisoara
(1963-1972), and later on he was a graphic designer
for the Hungarian State Theatre from Timisoara, when
he also collaborated with the National Opera from
Timisoara, as a theatre designer. He made himself
known especially because of his monumental works in
open air (in Carei, Tagnad, Satu Mare, Ploiesti, Sinaia),
next to the monumental work in the concert hall of the
National College of Arts ,lon Vidu” from Timisoara. In
1968, he exhibited next to Grupul 111, in Kalinderu Hall
from Bucuresti. Concerned with the correspondence
and harmony between sound and form, his works blend
mathematical composition and chromatic rigours,
elements which always lead to visual musicality.

— Selected exhibitions: Visual Artists from
Transylvania, Budapest (1996); The Hungarian State
Theatre from Timisoara (1983, solo); Helios Gallery,
Timisoara (1973, solo); Five artists from Timisoara,
Kalinderu Hall, Bucharest (1968).

Andrei Nacu

Andrei Nacu (n. 1984) tréaieste si lucreaza la lasi si
Londra. In practica sa artistica foloseste fotografia
documentara, albumul de familie si arhiva fotografica
pentru a crea proiecte ce analizeaza intersectia
dintre memoria personala si istoria sociala. A studiat
Fotografia la University of Wales, Newport, UK. si la
Universitatea Nationala de Arte ,George Enescu”, lasi.
— Expozitii (selectie): Multimi, Submultimi, Familii,
Tranzit.ro/lasi & 1+1, lasi (2017); In Plain Sight, Centrul
de Fotografie Contemporana, lasi (2016); Timelapse,
Club Electroputere, Craiova (2016); Latitudes |
Humanscapes, L. Kanellopoulos Art Centre, Eleusis
(2016); Events with no cause, Centrul de Fotografie
Contemporana, lasi (2016); Renaissance Photography
Prize 2015, Getty Images Gallery, Londra (2015);
Uncertain States / NINE, Four Corners Gallery, London
(2014); Guernsey Photography Festival, Guernsey
(2014); FreshFaced+WildEyed, The Photographers’
Gallery, Londra (2013); Edges, MA Graduation Show,
Ffotogallery, Cardiff (2013); WESTPHOTO Photography
Prize, Ambika P3 Gallery, Londra (2012).

Andrei Nacu (b. 1984) lives and works in lasi and
London. He uses documentary photography, family
albums and photographic archives in his artistic
practice, to create projects which analyze the
intersection between personal memory and social
history. He studied photography at the University

of Wales, Newport, UK and at the “George Enescu”
National University of Arts, lasi.

— Selected exhibitions: Sets, Subsets, Families,
Tranzit.ro/lasi & 1+1, lasi (2017); In Plain Sight,
Contemporary Photography Center, lasi (2016);
Timelapse, Electroputere Club, Craiova (2016);
Latitudes | Humanscapes, L. Kanellopoulos Art Centre,
Eleusis (2016); Events with no cause, Contemporary
Photography Center, lasi (2016); Renaissance
Photography Prize 2015, Getty Images Gallery,
Londra (2015); Uncertain States / NINE, Four Corners
Gallery, London (2014); Guernsey Photography
Festival, Guernsey (2014); FreshFaced+WildEyed,
The Photographers’ Gallery, London (2013); Edges,
MA Graduation Show, Ffotogallery, Cardiff (2013);
WESTPHOTO Photography Prize, Ambika P3 Gallery,
London (2012).

Branislav Nikoli¢

Branislav Nikoli¢ (n. 1970) a absolvit Academia de

Arta din Novi Sad, Serbia, sectia Pictura, in 1996. A
obtinut diplome postuniversitare la Dutch Art Institute
din Enschede, Olanda (2001) si la Academia de Arta
din Novi Sad, Serbia (2002). Din 1995 este membru

al Asociatiei Artistilor din Serbia. Din 2002 este
selectioner al Coloniei de Arta Jalovik (www.jalovik.net).
Lucreaza ca sculptor, pictor, designer si curator.

— Expozitii (selectie): OMI Art Residency, New York
(2017); Brtiderlichkeit und Einheit Im Zeichen der
Deregulierung, Das Haus der Architektur Gallery, Graz
(2016); Teatri i Gjelbérimit: A Retrospective of Art about
Public Space, FAB gallery, Tirana (2016); Superstructure,
Salon al Muzeului de Arta Contemporana, Belgrad
(2016, solo); Inner Migrations, Galeria Duplex, Sarajevo
(2016); Constellation, Centrul Cultural Sarbesc, Paris
(2015); Affirmation, 37th Salon de Arhitectura, Muzeul
de Arta Aplicata, Belgrad (2015); Scream from Nature
(cu Lise Wulff), Munk 150 Celebration, Oslo (2013);
Belgrade Pillars, Galeria Dom omladine, Belgrad (2011,
solo); Spring Serbian Salad, Lukas Feichtner Gallery,
Viena (2011).

Branislav Nikoli¢ (b. 1970) graduated from the Academy
of Fine Arts in Novi Sad, Serbia, the department of

painting, in 1996. He received postgraduate degrees
from the Dutch Art Institute, Enschede, from the
Netherlands (2001) and from the Academy of Fine Arts
in Novi Sad, Serbia (2002). From 1995, he is a member
of the Association of Fine Artists of Serbia. From 2002
he is selector for the Jalovik Art Colony (www.jalovik.
net). He works in sculpture, painting, design and as a
curator.

— Selected exhibitions: OMI Art Residency, New

York (2017); Briiderlichkeit und Einheit Im Zeichen der
Deregulierung, Das Haus der Architektur Gallery, Graz
(2016); Teatri i Gjelbérimit: A Retrospective of Art about
Public Space, FAB gallery, Tirana (2016); Superstructure,
Salon of the Museum of Contemporary Art, Belgrade
(2016, solo); Inner Migrations, Duplex gallery, Sarajevo
(2016); Constellation, Serbian Cultural Center, Paris
(2015); Affirmation, 37th Salon of Architecture, Museum
of Applied Art, Belgrade (2015); Scream from Nature
(with Lise Wulff), Munk 150 Celebration, Oslo (2013);
Belgrade Pillars, Dom omladine Gallery, Belgrade (2011,
solo); Spring Serbian Salad, Lukas Feichtner Gallery,
Vienna (2011).

Vladimir Nikoli¢

Practica artistica a lui Vladimir Nikoli¢ (n. 1974) este
concentrata pe video, dar abordeaza un spectru larg
de subiecte. In opera sa timpurie, Nikoli¢ exploreaza
mecanismele supunerii ritualice fata de autoritatea
religioasa si traditie, precum si fata de autoritatea
istoriei artei. In intreaga sa munca, Vladimir Nikoli¢

se axeaza pe o critica institutionala si interogheaza
destinatia generala a artistului in lumea artei. Prin asta,
Nikoli¢ e la fel de critic cu sine insusi ca si cu orice alta
tema.

— Expozitii (selectie): Ser e Estar. Videos from the
Berardo Collection, Museu Coleccéo Berardo, Lisabona
(2017); Symptoms of Society, The Guangdong Museum
of Art, Guangzhou (2017); Autoportraits, Portuguese
Centre for Photography, Porto (2015, solo); There is
No Landscape, 1933 Contemporary, Shanghai (2015,
solo); MemoryLab - Transition, Casino Luxembourg —
Forum d’art contemporain (2015); The End of the World,
Guangdong Times Museum (2014, solo); Revolution,
DKSG Gallery, Belgrad (2014, solo); Von oben gesehen.
Die Vogelperspektive, Germanischen Nationalmuseum,
Nurnberg (2014); a 4-a Bienala de la Atena (2013);
How to Tell a Story, Depo art gallery, Istanbul (2013);
The Power to host, ISCP, New York (2011); Mediations
Biennale, Poznan (2010); Voice-over, NT Gallery,
Bologna (20089, solo); Voice-over, Salon al Muzeului

de Arta Contemporana din Belgrad (2009, solo); New
Video, New Europe, The Kitchen, New York (2006).

The artistic practice of Vladimir Nikoli¢ (b. 1974) is
technically narrowed mostly to video, but it deals with

a wide scope of subjects. In his earlier work, Nikoli¢
explores the mechanisms of ritual submission to
religious authority and tradition, as well as the authority
of art history. Throughout his work, he constantly
exercises institutional critique, and questions the artist’s
general purpose in the world of art. By doing so, Nikoli¢
is critical about himself, as much as about any other
matter.

— Selected exhibitions: Ser e Estar. Videos from the
Berardo Collection, Museu Colecgéo Berardo, Lisbon
(2017); Symptoms of Society, The Guangdong Museum
of Art, Guangzhou (2017); Autoportraits, Portuguese
Centre for Photography, Porto (2015, solo); There is

No Landscape, 1933 Contemporary, Shanghai (2015,
solo); MemoryLab - Transition, Casino Luxembourg —
Forum d’art contemporain (2015); The End of the World,
Guangdong Times Museum (2014, solo); Revolution,
DKSG Gallery, Belgrade (2014, solo); Von oben gesehen.
Die Vogelperspektive, Germanischen Nationalmuseum,
Nulrnberg (2014); 4th Athens Biennale (2013); How to
Tell a Story, Depo art gallery, Istanbul (2013); The Power
to host, ISCP, New York (2011); Mediations Biennale,
Poznan (2010); Voice-over, NT Gallery, Bologna

(2009, solo); Voice-over, Salon of the Museum of
Contemporary Art Belgrade (2009, solo); New Video,
New Europe, The Kitchen, New York (2006).

Catalina Nistor

Cétalina Nistor (n. 1981) tréieste la Cluj. In 2004 a
absolvit Universitatea de Arte Bucuresti, sectia Textile, si
in 2006 a obtinut diploma de master in cadrul aceleiasi
universitati. in 2008-2009 a urmat cursurile de masterat
din cadrul Dutch Art Institute, din Enschede, Olanda.
Proiectele ei aduc in centrul discutiei subiecte tabu si
clisee de gandire prin istorii personale, fata de care se
plaseaza critic si de cele mai multe ori autoironic.

— Expozitii (selectie): 24/7, Domino, Fabrica de
Pensule, Cluj-Napoca (2017, solo); Adevarul - atelier

cu presa, Casa Tranzit, Cluj-Napoca (2016); Cum si

de ce m-am intors din Amsterdam, expozitia Concept,
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Centrul de Arta MORA, Bucuresti (2016); VREAU
CHIRIE MICA NU VREAU SA MA ANGAJEZ CA SCLAV,
Cluj-Napoca (2016); Working Title [Titlu Provizoriu],
MAGMA Contemporary Art Space, Sfantu Gheorghe
(2014); Scené de gen, Garajul Ciclop, Bucuresti (2013);
Still Life, KunstKamers, Rotterdam (2011), Where Is my
Boat [Unde e barca mea], Anexa Scolii de Arte Vizuale
din Atena, Creta (2009); / Don't Like Advertising, but
Advertising Likes Me [Nu-mi Place Publicitatea, dar
Publicitatea Ma Place pe Mine], Galeria NIT, Bucuresti
(2006).

Catalina Nistor (b. 1981), lives and works in Cluj. In 2004,
she graduated from the University of Arts in Bucharest,
Textile Department, and in 2006 she earned the Master
diploma at the same university. In 2008-2009 she
attended a Masters at the Dutch Art Institute in
Enschede, The Netherlands. Her projects bring up
taboo topics and clichés of thought, through personal
histories, approached from a critical and often self-
ironic perspective.

— Selected exhibitions: 24/7, Domino, The Paintbrush
Factory, Cluj-Napoca (2017, solo); Adevarul - atelier

cu presa [Adevérul - press workshop], Tranzit House,
Cluj-Napoca (2016); Cum si de ce m-am intors

din Amsterdam [How and why | came back from
Amsterdam], Concept exhibition, MORA Arts Center,
Bucharest (2016), VREAU CHIRIE MICA NU VREAU

SA MA ANGAJEZ CA SCLAV [l want a low-rent | don’t
want to get employed as a slave], Cluj-Napoca (2016);
Working Title, MAGMA Contemporary Art Space, Sfantu
Gheorghe (2014); Scena de gen [Gender scene], Ciclop
Garage, Bucharest (2013); Still Life, KunstKamers,
Rotterdam (2011); Where Is my Boat, Annex of the
Visual Arts School Athens, Crete (2009); | don't Like
Advertising, but Advertising Likes Me, Galeria NIT,
Bucharesti (2006).

Ahmet Ogiit

Ahmet Ogiit (n. 1981) lucreaza cu diverse mijloace de
exprimare, legandu-se adesea de ambientul urban.
Concentrandu-se pe intélnirile zilnice si pe momente
spontane, lucrarile sale pun in discutie teme cum ar fi
inegalitatea structurald, represiunea de stat si formele
de rezistenta. Luptele colective si gesturile singulare
de nonaliniere inspira deopotriva reflectiile estetice si
tematice care apar in opera sa, ca mod de operare in
ecologia institutionala ce ii inconjoara practica.

— Exporzitii (selectie): Goshka Macuga & Ahmet Ogdit,
Witte de With Center for Contemporary Art, Rotterdam
(2017, solo); Action!, Kunsthaus Ziirich (2017); Museum
On/OFF, Centre Pompidou, Paris (2016); Forward!, Van
Abbemuseum, Eindhoven (2015, solo); Happy Together:
Collaborators Collaborating, Chisenhale Gallery,
Londra (2015, solo); Political Populism, Kunsthalle Wien
(2015); Performa 13, The Fifth Biennial of Visual Art
Performance, New York (2013); Tensta Museum: Reports
from new Sweden, Tensta Konsthall, Stockholm (2013);
Ahmet Ogiit, Protocinema/Itinerant, New York (2012,
solo); Stones to throw, Kunsthalle Lissabon (2011, solo).
Lucrarile sale au fost expuse in 2016 la a 11-a Bienala
din Gwangju, la Okayama Art Summit si la Manifesta 11,
Ziirich. A mai participat la a 13-a editie a Bienalei de le
Lyon (2015), a 19-a editie a Bienalei de la Sydney (2014),
la a 7-a editie a Bienalei de la Liverpool si la Bienala
Bucuresti 5 (2012).

Ahmet Ogiit (b. 1981) works across a variety of different
media often picking up on an urban environment.

With an eye for daily encounters and moments of
improvisation his works address topics such as
structural inequality, state suppression and forms

of resistance. Collective struggles and singular acts

of non-alignment equally inspire the aesthetic and
thematic reflections that occur in his work just as the
way he operates in the institutional ecology surrounding
his practice.

— Selected exhibitions: Goshka Macuga & Ahmet Ogit,
Witte de With Center for Contemporary Art, Rotterdam
(2017, solo); Action!, Kunsthaus Ztirich (2017); Museum
On/OFF, Centre Pompidou, Paris (2016); Forward!, Van
Abbemuseum, Eindhoven (2015, solo); Happy Together:
Collaborators Collaborating, Chisenhale Gallery,

London (2015, solo); Political Populism, Kunsthalle Wien
(2015); Performa 13, The Fifth Biennial of Visual Art
Performance, New York (2013); Tensta Museum: Reports
from new Sweden, Tensta Konsthall, Stockholm (2013);
Ahmet Ogiit, Protocinema/Itinerant, New York (2012,
solo); Stones to throw, Kunsthalle Lissabon (2011, solo).
His works were exhibited, in 2016, at the 11th Gwangju
Biennale, at the Okayama Art Summit and at the
Manifesta 11, Zurich. Previously, he participated at

the 13th edition of Biennale de Lyon (2015), the 19th
Biennale of Sydney (2014), the 7th Liverpool Biennial
and at the Bucharest Biennale 5 (2012).

Roman Ondak

Roman Ondak (n. 1966) prezinta elemente ale vietii
cotidiene intr-un context artistic, scotand la iveala noi
abordari ale interactiunii sociale si creand ceea ce

s-ar numi arta relationald. Urmandu-i ghidajul, privitorii,
cunoscuti si membri ai familiei joaca un rol indispensabil
in munca sa, impreuna cu implicarea propriei lor
creativitati ca parte a procesului.

— Expozitii (selectie): History Repeats Itself, Kunsten
Museum of Modern Art, Aalborg (2017, solo); Travellers,
Museum of Estonia Foundation, Tallinn (2017); No

Place Like Home, The Israel Museum, lerusalim (2017);
The Source of Art is in the Life of a People, South
London Gallery (2016-2017, solo); Constellations, Tate
Liverpool, Liverpool (2016); Storyboard, Times Museum,
Guangzhou (2015, solo); Une histoire, Centre Pompidou,
Paris (2014); Escena, Palacio de Cristal, Museo Reina
Sofia, Madrid (2013, solo); Roman Ondak, Musée d'’Art
Moderne de la Ville de Paris (2012, solo); Enter the
Orbit, Kunsthaus, Zirich (2011, solo); The Exhibition
Vanished without a Trace, Museo Tamayo, Mexico
(2011, solo); Shaking Horizon, Villa Arson, Nice (2010,
solo); Loop, Pavilionul ceh si slovac, a 53-a Bienalé de la
Venetia (2009, solo); Measuring the Universe, Museum
of Modern Art, New York / DAAD Gallery, Berlin (2009
/ 2008, solo); It will All Turnout Right in the End, Tate
Modern, Londra (20086, solo); Through the Eyes Lens,
Ludwig Museum, Budapesta (1999, solo).

A participat la importante expozitii internationale cum ar
fi a 10-a Bienala de la Gwangju (2014), a 54-a si a 50-a
Bienala de la Venetia (2011 / 2003), a 27-a Bienala de la
Séo Paulo (2006) si Manifesta 1 (Rotterdam, 1996).

Roman Ondak (b. 1966) presents elements of everyday
life in an artistic context, bringing forward new
approaches on social interaction, creating what would
be called relational art. Following his guidance, viewers,
acquaintances and family members are playing an
indispensable role in his work, alongside the involvement
of their own creativity as a part of the process.

— Selected exhibitions: History Repeats Itself, Kunsten
Museum of Modern Art, Aalborg (2017, solo); Travellers,
Museum of Estonia Foundation, Tallinn (2017); No Place
Like Home, The Israel Museum, Jerusalem (2017);

The Source of Art is in the Life of a People, South
London Gallery (2016-2017, solo); Constellations, Tate
Liverpool, Liverpool (2016); Storyboard, Times Museum,
Guangzhou (2015, solo); Une histoire, Centre Pompidou,
Paris (2014); Escena, Palacio de Cristal, Museo Reina
Sofia, Madrid (2013, solo); Roman Ondak, Musée d'’Art
Moderne de la Ville de Paris (2012, solo); Enter the Orbit,
Kunsthaus, Ziirich (2011, solo); The Exhibition Vanished
without a Trace, Museo Tamayo, Mexico (2011, solo);
Shaking Horizon, Villa Arson, Nice (2010, solo); Loop,
Czech and Slovak Pavilion, 53th Venice Biennale (2009,
solo); Measuring the Universe, Museum of Modern Art,
New York / DAAD Gallery, Berlin (2009 / 2008, solo); It
will All Turnout Right in the End, Tate Modern, London
(2006, solo); Through the Eyes Lens, Ludwig Museum,
Budapest (1999, solo).

He participated in important international exhibitions
such as the 10th Gwangju Biennale (2014), the 54th and
the 50th Venice Biennale (2011 / 2003), the 27th Sao
Paulo Art Biennial (2006) and Manifesta 1 (Rotterdam,
1996).

Miklds Onucsan

Miklos Onucsan (n. 1952) traieste la Oradea. Lucrérile
lui au un caracter adesea surprinzator si paradoxal,
provocand o tensiune intre cunoasterea obiectiva si
perceptia vizuala intr-un moment si intr-un spatiu in care
se poate deturna temporar logica unui obiect sau a unei
situatii spre o constructie poetica temporara.

— Expozitii (selectie): Viitorul Memoriei - The Future
of Memory, Studio Act, Oradea / Cluj-Napoca (2017);
Mo(nu)ments, Spatiul de arta contemporana MAGMA,
Sfantu Gheorghe (2015, solo); Art Has No Alternative,
tranzit.sk, Bratislava (2015); Allegory of the Cave
Painting, Extra City Kunsthal, Antwerp (2014); B & W
Biennial (Bienala Alb-Negru), County Museum, Satu
Mare (2013); in acest pavilion se vede arta. Romania
la Venetia. 89 de ani de bienald, tranzit.ro, Bucuresti
(2013); Utopraxia, TAF / the Art Foundation, Athens
(2012); Intense Proximity - La Triennale, Paris (2012);
Unfinished Measurements, Galeria Plan B, Berlin (2011,
solo); Markings of the working area, Galeria Nicodim,
Los Angeles (2010, solo); What | have to do tomorrow,
I should have done yesterday, Galeria Plan B, Berlin
(2009, solo).

Miklés Onucsan (b. 1952) lives in Oradea. His works
often have a paradoxical character, inducing a tension
between objective knowledge and visual perception in
a moment and space where the logic of an object or
of a situation is hijacked towards a temporary poetical
construction.

— Selected exhibitions: Viitorul Memoriei - The
Future of Memory, Studio Act, Oradea / Cluj-Napoca
(2017); Mo(nu)ments, Spatiul de artd contemporana
MAGMA, Sfantu Gheorghe (2015, solo); Art Has No
Alternative, tranzit.sk, Bratislava (2015); Allegory of the
Cave Painting, Extra City Kunsthal, Antwerp (2014);

B & W Biennial (Bienala Alb-Negru), County Museum,
Satu Mare (2013); In This Pavilion One Can See Art.
Romania in Venice. 89 years with La Biennale, tranzit.ro,
Bucharest (2013); Utopraxia, TAF / the Art Foundation,
Athens (2012); Intense Proximity — La Triennale, Paris
(2012); Unfinished Measurements, Galeria Plan B Berlin
(2011, solo); Markings of the working area, Nicodim
Gallery, Los Angeles (2010, solo); What I have to do
tomorrow, | should have done yesterday, Galeria Plan B,
Berlin (2009, solo).

Dan Perjovschi

Dan Perjovschi (n. 1961) traieste la Bucuresti si Sibiu.
Abordeaza in desenele si textele sale teme politice si
sociale, implicandu-se in scena artistica independenta si
sustinand constant dialogul cu publicul, fie prin desenele
sale care ies din spatiul confortabil al institutiilor
dedicate artei, fie prin dezbateri in care se angajeaza nu
doar ca artist, ci si ca un actor activ al societatii civile. A
avut expozitii personale la Tate Modern Londra, MoMA
New York, Vanabbemuseum Eindhoven, Macro Roma,
Moderna Museet Stockholm, Reykyavik Art Museum
sau Kiasma Helsinki si expozitii de grup la Centre
Pompidou Paris, Tate Liverpool, Stedelijk Amsterdam,
Castello di Rivoli Torino, MOMA San Francisco, MUAC
Mexico, MAM Varsovia, MCBA Lausanne, MOT Tokyo
sau MSUM Ljubljana. A participat la bienalele de arta
Manifesta, Istanbul, Venetia, Sao Paulo, Moscova,
Sydney, Lyon, Dublin si Jakarta.

Prima sa retrospectiva a avut loc la muzeul Nasher

al Universitatii Duke in 2007, iar a doua la Centre de
Création Contemporaine din Tours in 2012.

A primit premiul George Maciunas in 2004 si impreuna
cu Lia Perjovschi premiul European Cultural Foundation
Princess Margriet in 2012.

n 2016 i-a fost decernat de catre profesorul Kasper
Koenig premiul Rosa Schapire Kunsthalle Hamburg.

Dan Perjovschi (b. 1961) lives in Bucharest and Sibiu.

In his drawings, he approaches political and social
themes, involving himself with the independent scene,
and maintaining constant dialogue with the public
space, either through his drawings, which go beyond
the comfort zones of art institutions, or through debates
in which he engages not only as an artist, but also as
an active player in civil society. He has had personal
exhibitions at Tate Modern, London, MoMA, New York,
Vanabbemuseum Eindhoven, Macro Roma, Moderna
Museet Stockholm, Reykyavik Art Museum and Kiasma
Helsinki, and group exhibitions at Centre Pompidou
Paris, Tate Liverpool, Stedelijk Amsterdam, Castello

di Rivoli Torino, MoMA San Francisco, MUAC Mexico,
MAM Warsaw, MCBA Lausanne, MOT Tokyo and
MSUM Ljubljana, among others. He contributed to the
art biennials in Manifesta, Istanbul, Venice, Sao Paulo,
Moscow, Sydney, Lyon, Dublin and Jakarta.

His first retrospective took place at Duke University’s
Nasher Musem, in 2007, and the second at the Tours
Centre de Création Contemporaine, in 2012.

He was awarded the George Maciunas prize in 2004,
and, along with his wife, Lia Perjovschi, the European
Cultural Foundation Princess Margriet prize, in 2012.

In 2016, he was awarded the Rosa Schapire Kunsthalle
Hamburg prize, by professor Kasper Koenig.

Pusha Petrov

Pusha Petrov (n. 1984) a absolvit Facultatea de Arte

si Design din Timisoara (2009 - pictura) si Ecole
Supérieure d’Art de Lorraine, Metz (2011 — comunicare).
Diverse stagii si rezidente din Franta au imbogatit
parcursul ei artistic, colaborand in prezent cu mai multi
artisti internationali. Prin instalatiile si fotografiile ei,
Pusha Petrov cauta sa ghideze privitorul inspre acea
identitate ascunsa a obiectelor personale, identitate ce
se poate deslusi in momentul in care aceste elemente
singulare ce populeaza viata cotidiana si spatiul intim
sunt percepute la nivel senzorial cu o atentie sporita.
— Expozitii (selectie): Soba, Institutul Cultural

Roman din Paris (2016, solo); Dedans, Chateau

de Luttange, Lorraine (2015, solo); Ailleurs, 18éme
Biennale Internationale de I'lmage de Nancy (2014);
Indiscrétions, Chateau de Courcelles, Montigny-lés-
Metz (2013, solo); Croyance a la maison, Galerie Octave
Cowbell, Metz (2012, solo); Le tout amplifie la somme
des parties, Espace d’Art de Centre Jacques Brel,
Thionville (2011, solo); Carte de visite si La fin, le début,
Galerie de 'Esplande, Metz (2011 / 2009); Daily mirrors,
Conseil Général de la Moselle, Metz (2010, solo); Une
Cohabitation 2, Galerie Octave Cowbell Metz (2009).
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Pusha Petrov (b. 1984) graduated from the Art

and Design Faculty in Timisoara (2009 - painting
department) and from the Ecole Supérieure d’Art de
Lorraine, Metz (2011 - communication department). Her
artistic path has been enriched by various internships
and residencies in France, and she is currently
collaborating with multiple international artists. Through
her installations and photographs, Pusha Petrov seeks
to guide the viewer towards that hidden identity of
personal objects, an identity which can be discerned
when these singular elements which populate daily

life and intimate space are perceived with hightened
sensorial awareness.

— Selected exhibitions: Soba [The Stove], Romanian
Cultural Institute in Paris (2016, solo); Dedans, Chateau
de Luttange, Lorraine (2015, solo); Ailleurs, 18eme
Biennale Internationale de 'lmage de Nancy (2014);
Indiscrétions, Chateau de Courcelles, Montigny-
les-Metz (2013, solo); Croyance a la maison, Octave
Cowbell Gallery, Metz (2012, solo); Le tout ampilifie la
somme des parties, Espace d’Art de Centre Jacques
Brel, Thionville (2011, solo); Carte de visite and La fin, le
début, Galerie de 'Esplande, Metz (2011 / 2009); Daily
mirrors, Conseil Général de la Moselle, Metz (2010,
solo); Une Cohabitation 2, Galerie Octave Cowbell Metz
(2009).

Pratchaya Phinthong

In opera sa, Pratchaya Phinthong (n. 1974) transpune in
mod poetic in materie fluctuatiile financiare, alarmismul
mass-media si lumea pietei de munca. Concepute
adesea ca un dialog intre artist si ceilalti, lucrarile lui
Phinthong fac sa se confrunte unele cu altele diverse
sisteme sociale, economice si geografice. Prin gestul
sau artistic ascuns, el creeaza contexte coextensive in
care poate testa si observa perceptiile spectatorilor.
— Expozitii (selectie): Soil and Stones, Souls and
Songs, Jim Thompson Art Center, Bangkok / Para Site,
Hong Kong (2017); 40th Anniversary, Ludwig Museum,
Koln (2016); Roll Your Pain Away, New Museum of
Contemporary Art, Chiang Mai (2016); Pratchaya
Phinthong, gb agency, Paris (2015, 2012, 2009, 2007,
solo); Under the Clouds, Serralves Museum, Porto
(2015); Time of Others, Museum of Contemporary Art,
Tokyo (2015); Soleil Politique, Museion, Bolzano (2014);
A proposal to set CH4 5.75H20 on fire, Kiosk, Ghent
(2013, solo); A piece that nobody needs, Lothringer13_
halle, Mlnich (2013, solo); Broken Hill, Chisenhale
Gallery, London (2013, solo); Materials, Money and
Crisis, MUMOK, Viena (2013); | Know You, Irish Museum
of Modern Art, Dublin (2013); Sleeping Sickness, Centre
d’Art Contemporain, Rennes (2012, solo); Give More
Than You Take, GAMeC, Bergamo (2011, solo); Until it
Makes Sense, Kadist Art Foundation, Paris (2011); How
to Work (More for) Less, Kunsthalle Basel (2011).

A participat la expozitii internationale importante, cum
ar fi cea de-a 11-a editie a Bienalei de la Gwangju (2016),
CAFAM Biennale (Beijing, 2014), dOCUMENTA 13
(Kassel, 2012), Bienala de la Taipei (2012).

In his work, Pratchaya Phinthong (b. 1974) poetically
transfers financial fluctuations, media alarmism, and the
world labor market into matter. Often conceived as a
dialogue between the artist and the others, Phinthong’s
artworks confront different social, economic or
geographical systems. Through his hidden artistic
gesture he creates coextensive contexts where he
could test and observe the spectators’ perceptions.
— Selected exhibitions: Soil and Stones, Souls and
Songs, Jim Thompson Art Center, Bangkok / Para Site,
Hong Kong (2017); 40th Anniversary, Ludwig Museum,
KoélIn (2016); Roll Your Pain Away, New Museum of
Contemporary Art, Chiang Mai (2016); Pratchaya
Phinthong, gb agency, Paris (2015, 2012, 2009, 2007,
solo); Under the Clouds, Serralves Museum, Porto
(2015); Time of Others, Museum of Contemporary

Art, Tokyo (2015); Soleil Politique, Museion, Bolzano
(2014); A proposal to set CH4 5.75H20 on fire, Kiosk,
Ghent (2013, solo); A piece that nobody needs,
Lothringer13_halle, Miinich (2013, solo); Broken Hill,
Chisenhale Gallery, London (2013, solo); Materials,
Money and Crisis, MUMOK, Vienna (2013); | Know You,
Irish Museum of Modern Art, Dublin (2013); Sleeping
Sickness, Centre d’Art Contemporain, Rennes (2012,
solo); Give More Than You Take, GAMeC, Bergamo
(2011, solo); Until it Makes Sense, Kadist Art Foundation,
Paris (2011); How to Work (More for) Less, Kunsthalle
Basel (2011).

He participated in important international exhibitions
such as the 11th Gwangju Biennale (2016), CAFAM
Biennale (Beijing, 2014), JdOCUMENTA 13 (Kassel, 2012),
Taipei Biennial (2012).
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Cristi Pogacean

Cristi Pogacean (n. 1980) sfideaza traditia academista
a scolii romanesti inca de la inceputul drumului sau
artistic, fondand grupurile ProTest (1997, Targu Mures)
si Supernova (2002, Cluj-Napoca, alaturi de Laszlo
Istvan si Ciprian Muresan). Prezent in expozitii ca
Blood&Honey (2003, curatoriat de Harald Szeemann) si
Low-Budget Monuments in cadrul Bienalei de la Venetia
(2007), adopta o pozitie detasata, de observator al
culturii contemporane, atragand atentia asupra unor
notiuni universale preconcepute. li regasim lucrarile in
colectii precum: Kunsthaus Ziirich, Albertina, Mircea
Pinte.

— Expozitii (selectie): Cristi Pogacean, B5 Studio,
Targu Mures (2016, solo); Cluj Connection 3D, Judin,
Berlin (2015); Cristi Pogacean, Plan B, Berlin (2013,
solo); Hotspot Cluj, Arken Museum (2013); European
Travellers, Mlcsarnok/Kunsthalle (2012); Cristi
Pogécean, Andreiana Mihail, Bucharest (2012, solo);
Invisible Body, Conspicuous Mind, Luckman, LA (2009);
Track Changes, Wilkinson, London (2009); Berlin Show
#1, Plan B (2008); Ready Media, Netherlands Media

Art Institute (2007); Across The Trees, David Nolan,

NY (2007); Cluj Connection, Haunch of Venison, Zurich
(2006); Dada East?, Cabaret Voltaire (2006); Tales
from the Other Side, DSBA, Bucharest (2005, solo);

On Difference, Kunstverein Stuttgart (2005); Yugoslav
Biennial of Young Artists (2004); Re:Location, Casino
de Luxembourg (2003); Blood&Honey, Essl Museum
(2003).

Cristi Pogacean (b. 1980) has been defying the
academic tradition of the Romanian school ever

since the beginning of his artistic career, founding the
groups ProTest (1997, Targu Mures) and Supernova
(2002, Cluj-Napoca, with LaszI6 Istvan and Ciprian
Muresan). Participating in shows such as Blood&Honey
(2003, curated by Harald Szeemann) and Low-Budget
Monuments, part of the Venice Biennale (2007),

he assumes a detached position, as an observer

of contemporary culture, drawing attention upon
universally preconceived notions. His works can be
found in collections in: Kunsthaus Ziirich, Albertina,
Mircea Pinte.

— Selected exhibitions: Cristi Pogacean, B5 Studio,
Targu Mures (2016, solo); Cluj Connection 3D, Judin,
Berlin (2015); Cristi Pogacean, Plan B, Berlin (2013,
solo); Hotspot Cluj, Arken Museum (2013); European
Travelers, Mlcsarnok Kunsthalle (2012); Cristi
Pogacean, Andreiana Mihail, Bucharest (2012, solo);
Invisible Body, Conspicuous Mind, Luckman, LA (2009);
Track Changes, Wilkinson, London (2009); Berlin Show
#1, Plan B (2008); Ready Media, Netherlands Media
Art Institute (2007); Across The Trees, David Nolan,
NY (2007); Cluj Connection, Haunch of Venison, Zurich
(2006); Dada East?, Cabaret Voltaire (2006); Tales
from the Other Side, DSBA, Bucharest (2005, solo);
On Difference, Kunstverein Stuttgart (2005); Yugoslav
Biennial of Young Artists (2004); Re:Location, Casino
de Luxembourg (2003); Blood&Honey, Essl Museum
(2003).

Raluca Popa

Raluca Popa (n. 1979) a studiat la Byam Shaw School of
Art / Central Saint Martins (Londra, Marea Britanie) si la
Universitatea de Arta si Design (Cluj-Napoca). Traieste
la Bucuresti. Lucreaza cu diverse mijloace de exprimare,
cum ar fi desenul, video, fotografia si instalatia,
interogand perceptia timpului si a spatiului prin utilizarea
unor gesturi simple, subtile pentru a indica urmele si
reflectiile neasteptate ale subiectilor.

— Expozitii (selectie): Sinopale 6, International

Sinop Biennial, Turkey; The Best of Bees, Duplex,
Geneva (2017); Girls with ideas [boys and paintings],
Lateral ArtSpace, Fabrica de Pensule, Cluj-Napoca
(2016); South by Southeast. A Further Surface,
Guangdong Times Museum (2016); Critical Moments,
Shed im Eisenwerk, Frauenfeld (2016); Esthetics of
Learning, Printmaking Gallery, The University of the
Arts in Philadelphia (2016); Two Titles, Rumanska
Kulturinstitutet, Stockholm (2015, solo show); Turning
Something Plain into a Circle, Galeria Ivan Gallery,
Bucuresti (2015, solo); Mapping Bucharest: Art, Memory,
and Revolution 1916-2016, Bienala de la Viena, MAK
Viena (2015); Une autre cité, tranzit.ro/Bucuresti (2015);
Alte incaperi, Galeria Plan B, Cluj-Napoca (2015);
Dispositions in Time and Space, MNAC, Bucuresti
(2014); And Yet There Was Art!, Leopold Museum, Viena
(2014).

Raluca Popa (b. 1979) studied at Byam Shaw School of
Art / Central Saint Martins (London, United Kingdom)
and the University of Art and Design (Cluj-Napoca,
Romania). She lives in Bucharest. She works in
different mediums like drawing, video, photography
and installation, questioning the perception of time and

space, and making use of simple, subtle gestures to
point out the traces and the unexpected reflections of
subjects.

— Selected exhibitions: Sinopale 6, International Sinop
Biennial, Turkey; upcoming; The Best of Bees, Duplex,
Geneva (2017); Girls with ideas [boys and paintings],
Lateral ArtSpace, The Paintbrush Factory, Cluj-
Napoca (2016); South by Southeast. A Further Surface,
Guangdong Times Museum (2016); Critical Moments,
Shed im Eisenwerk, Frauenfeld (2016); Esthetics of
Learning, Printmaking Gallery, The University of the
Arts in Philadelphia (2016); Two Titles, Ruméanska
Kulturinstitutet, Stockholm (2015, solo show); Turning
Something Plain into a Circle, lvan Gallery, Bucharest
(2015, solo); Mapping Bucharest: Art, Memory, and
Revolution 1916-2016, Vienna Biennale, MAK Vienna
(2015); Une autre cité, Tranzit Bucharest (2015); Other
Rooms, Galeria Plan B Gallery, Cluj-Napoca (2015);
Dispositions in Time and Space, MNAC, Bucharest
(2014); And Yet There Was Art!, Leopold Museum,
Vienna (2014).

Julien Prévieux

In lucrérile sale, Julien Prévieux (n. 1974) uneste o
puzderie de mijloace de exprimare si de practici, cum
ar fi desenul, pictura, video, performance, scrisul,
coregrafia. Concentrandu-se pe sinergia dintre corp si
masing, cu un simt precis al umorului si al criticii, opera
lui Prévieux reevalueaza miscarea, asociind tipare
omenesti si gesturi neobservate cu inovatii tehnologice.
— Expozitii (selectie): The Elements of Influence (and
a Ghost), Blackwood Gallery, Toronto (2017, solo); What
Shall We Do Next?, RISD Museum of Art, Providence
(2016, solo); What Shall We Do Next?, DiverseWorks,
The MATCH, Houston (2016); Des corps schématiques,
Espace 315, Centre Pompidou, Paris (2015, solo); Then
they form us, Museum of Contemporary Art (MCA),
Santa Barbara (2015); Nervous Systems. Quantified Life
and the Social Question, Haus der Kulturen der Welt,
Berlin (2014); The Crime was Almost Perfect, Witte

de With - Center for Contemporary Art, Rotterdam
(2014); 10 puissance 120, Frac Basse-Normandie, Caen
(2012, solo); Think Park, Centre d’art contemporain,

La synagogue de Delme (2008, solo); Comment - No
Comment, Domaine de Kerguéhennec, Centre d’art
Contemporain, Bignan (2008, solo); Management of
Change and Conflict, galerie Jousse Entreprise, Paris
(2007, solo).

A participat la cea de-a 10-a Bienala de la Istanbul si la
Bienala de la Lyon (2015).

In his artworks, Julien Prévieux (b. 1974) merges myriads
of media and practices such as drawing, painting,
video, performance, writing, choreography. Focusing on
the synergy between the body and the machine with

a precise sense of wit and criticism, Prévieux’s work
reassesses motion, associating overlooked human
patterns and gestures with technological innovations.
— Selected exhibitions: The Elements of Influence (and
a Ghost), Blackwood Gallery, Toronto (2017, solo); What
Shall We Do Next?, RISD Museum of Art, Providence
(2016, solo); What Shall We Do Next?, DiverseWorks,
The MATCH, Houston (2016); Des corps schématiques,
Espace 315, Centre Pompidou, Paris (2015, solo); Then
they form us, Museum of Contemporary Art (MCA),
Santa Barbara (2015); Nervous Systems. Quantified Life
and the Social Question, Haus der Kulturen der Welt,
Berlin (2014); The Crime was Almost Perfect, Witte

de With — Center for Contemporary Art, Rotterdam
(2014); 10 puissance 120, Frac Basse-Normandie, Caen
(2012, solo); Think Park, Centre d’art contemporain,

La synagogue de Delme (2008, solo); Comment - No
Comment, Domaine de Kerguéhennec, Centre d’art
Contemporain, Bignan (2008, solo); Management of
Change and Conflict, galerie Jousse Entreprise, Paris
(2007, solo).

He participated in the 10th International Istanbul
Biennale and the 2015 Lyon Biennale.

Lea Rasovszky

Lea Rasovszky (n. 1986) a absolvit in 2008 Universitatea
de Arte din Bucuresti, sectia Foto-Video, iar in 2010
masteratul aceluiasi departament. Proiectele sale
problematizeaza cliseele de gandire si valorile societatii
actuale, fata de care se plaseaza permanent critic. Totul
este filtrat printr-un stil de desen ironic si brut, deseori
combinat cu instalatii imersive care implica privitorul
pentru completarea contextului.

— Expozitii (selectie): Out of the Blue, Galeria Mobius,
Bucuresti (2017); FLIRT, Im Hinterzimmer, Karlsruhe
(2016); Building Modern Bodies. The Art of Bodybuilding,
Zurich KunstHalle (2015); Din Dragoste. Fapte morale

Ill, Garajul Ciclop, Bucuresti (2015, solo); Inner Whimp,
Lateral ArtSpace, Fabrica de Pensule, Cluj-Napoca
(2014, solo); PASAJ, MNAC Anexa, Bucuresti, Romania
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(2014); De Ia stele la steroizi, Galeria Anca Poterasu,
Bucuresti (2014, solo); The Savages, Atelier 35,
Bucuresti (2012, solo).

A participat la cea de-a 56-a editie a Bienalei de la
Venetia (Noua galerie a Institutului Cultural Roméan de la
Venetia, 2015).

Lea Rasovszky (b. 1986) graduated from the Photo-
Video department of the University of Arts in Bucharest,
in 2008, and from the same department’s Master’s
program, in 2010. Her projects question current
society’s values and thought clichés, in relation to which
she always takes a critical approach. Everything is
filtered through an ironic and rough drawing style, often
combined with immersive installations which involve the
viewer in order to complete the context.

— Selected exhibitions: Out of the Blue, Mobius
Gallery, Bucharest (2017); FLIRT, Im Hinterzimmer,
Karlsruhe (2016); Building Modern Bodies. The Art of
Bodybuilding, Zurich KunstHalle (2015); Din Dragoste.
Fapte morale Ill [From Love. Moral acts ll], Cyclops
Garage, Bucharest (2015, solo); Inner Wimp, Lateral
ArtSpace, The Paintbrush Factory, Cluj-Napoca (2014,
solo); PASAJ, MNAC Annex, Bucharest, Romania (2014);
De la stele la steroizi [From stars to steroids], Anca
Poterasu Gallery, Bucharest (2014, solo); The Savages,
Atelier 35, Bucharest (2012, solo).

She participated in the 56th edition of the Venice
Biennial (the New Gallery of the Romanian Cultural
Institute in Venice, 2015).

Claudia Radulescu

Claudia Radulescu (n. 1972) traieste si lucreaza la Paris
si Bruxelles. In lucrérile ei, se concentreaza pe ,noi”

ca fiinte dotate cu instincte si dorinte, acest interes
devenind un studiu afirmat convingator prin diverse
forme artistice. Invitatia adresata spectatorului de a-si
asuma rolul de observator si de index al lucrarii, ne
transforma pe toti in exploratori ai propriei imaginatii
intr-o lume sociala.

— Expozitii (selectie): Kiss the Frog, Coffre-Fort,
Bruxelles (2017, solo); Friche, Bruxelles (2017); La vie
intense, Etablissement d’en face Premium, Bruxelles
(2016); Tamango — Bors & Ritiu, Marius Nedelcu, Claudia
Radulescu, Muzeul National de Arta Contemporana,
Bucuresti - Valea Plopilor (2016); Fumewaar?, Clougof,
Bruxelles (2014, solo); Stir / Pigweed - film 52’, Claudia
Réadulescu 2009, Roma Pavilion, Biennale di Venezia
(2011), From Love with Brussels — Van Abbemuseum,
Eindhoven (2008), The New Collection — Stedelijk
Museum, Lier (2007); L’Esprit moderne, Etablissement
d'en face, Bruxelles (2005, solo); Incitation a la vie
privée, Galeria Aliceday, Bruxelles (2005, solo); Le Vrai
musée, Bruges (2002, solo); Une Idée archéologique,
Stedelijke Museum - Sittard (1999, solo).

Claudia Radulescu (b. 1972) lives and works in Paris-
Brussels. In her work, the focus on ‘us’ as instinctive and
wishful beings becomes a study compellingly stated
through various artistic forms. The invitation addressed
to the spectator, to position himself in the role of the
observer and index of the artwork, makes each of us
become the explorer of our own imagination in a social
world.

— Selected exhibitions: Kiss the Frog, Coffre-Fort,
Bruxelles (2017, solo); Friche, Brussels (2017); La vie
intense, Etablissement d’en face Premium, Bruxelles
(2016); Tamango - Bors & Ritiu, Marius Nedelcu, Claudia
Radulescu, Muzeul National de Arta Contemporana,
Bucuresti - Valea Plopilor (2016); Fumewaar?, Clougof,
Bruxelles (2014, solo); Stir / Pigweed - film 52’, Claudia
Radulescu 2009, Roma Pavilion, Biennale di Venezia
(2011), From Love with Brussels — Van Abbemuseum,
Eindhoven (2008), The New Collection — Stedelijk
Museum, Lier (2007); L'Esprit moderne, Etablissement
d'en face, Bruxelles (2005, solo); Incitation a la vie
privée, Aliceday Gallery, Bruxelles (2005, solo); Le

Vrai Musée, Bruges 2002 (2002, solo); Une Idée
archéologique, Stedelijke Museum - Sittard (1999, solo).

Jozef Robakowski

Jozef Robakowski (n. 1939) a studiat istoria artei la
Departamentul de Arta al Universitatii Mikolaj Kopernik
din Torun si cinematografie la Scoala Superioara
Nationala de Film, Televiziune si Teatru (PWSFTvIT) din
t6dz. La Torun a fost fondatorului colectivelor artistice
Oko (1960), Zero-61 (1961-1969) si Krag (1965-1967) si
membru al Cineclubului Studentesc ,Petla” (1960-1966).
La £6dz, a coorganizat Atelierul Formei-Film (incepand
cu 1970) si al Grupului de Creatie Televizuald ,Stacja
£” (1991-1992). Practica sa artistica include filme, serii
de fotografii, instalatii, desene, obiecte si proiecte
conceptuale.

— Expozitii personale (selecie): Jozef Robakowski:
Der Linie Nach, ZAK | BRANICKA, Berlin (2012);

Robakowski’s own Cinema, Centrul de Arta
Contemporana, Varsovia (2012); Jozef Robakowski

- Retrospective, Arsenat Gallery, Biatystok (2012);
Manifest Energetyczny, Atlas Sztuki, 6dz (2008); Jozef
Robakowski, Galeria Magazin, Berlin (2007); Zwykli
Niemcy, lokal_30, Varsovia (2006); Telekiner and Polish
Found Footage, TTT Gallery, Londra (2005); Obrazy
Energetyczne, Otwarta Pracownia, Cracovia (2004);
Robakowski / Cahen, Zacheta Narodowa Galeria Sztuki,
Varsovia (2002); Termogramy, Galeria FF, £6dz (2000);
Personal Cinema, Neues Museum Weserburg, Bremen
(2000, solo); From My Window, Frankfurterkunstverein,
Frankfurt (2000); Vital - Video, Muzeum Narodowe,
Poznan (1993); Fetysze, Galeria BWA, Lublin (1987).
Lucrarile sale au fost expuse la importante expozitii
internationale si bienale, cum ar fi Targul de Arta
Contemporana Artissima (Fundatia Profile, Varsovia,
2012), a 2-a Bienala de Arta Contemporana de la
Moscova (2007), XIl Migdzynarodowe Biennale Sztuki
Mediéw WRO (Wroctaw, 2007), a 5-a Bienala de Media
si Arhitecturd, Graz (2001), a 4-a Bienala de la Sydney
(1982), a 12-a Bienala de la Sao Paulo (1973).

Jozef Robakowski (b. 1939) studied art history in

the Department of Fine Arts of the Mikotaj Kopernik
University in Torun, and cinematography at the

National Higher School of Film, Television and Theatre
(PWSFTviT) in £6dz. In Torun, he was the founder of
artistic collectives Oko (1960), Zero-61 (1961-1969), and
Krag (1965-1967), and member of the “Petla” Student
Cine Club (1960-1966). In £6dz, he co-organised

the Workshop of Film Form (since 1970), and the
“Stacja " Television Creative Group (1991-1992). His
artistic practice includes films, photographic series,
installations, drawings, objects, and conceptual projects.
— Selected solo exhibitions: Jozef Robakowski:

Der Linie Nach, ZAK | BRANICKA, Berlin (2012);
Robakowski’s own Cinema, Centre for Contemporary
Art in Warsaw (2012); J6zef Robakowski—Retrospective,
Arsenat gallery, Biatystok (2012); Manifest Energetyczny,
Atlas Sztuki, £6dz (2008); Jozef Robakowski, Galerie
Magazin, Berlin (2007); Zwykli Niemcy, lokal_30,
Warsaw (2006); Telekiner and Polish Found Footage,
TTT Gallery, London (2005); Obrazy Energetyczne,
Otwarta Pracownia, Cracow (2004); Robakowski /
Cahen, Zacheta Narodowa Galeria Sztuki, Warsaw
(2002); Termogramy, Galeria FF, £6dz (2000); Personal
Cinema, Neues Museum Weserburg, Bremen (2000,
solo); From My Window, Frankfurterkunstverein,
Frankfurt (2000); Vital—Video, Muzeum Narodowe,
Poznan (1993); Fetysze, Galeria BWA, Lublin (1987).

His works were exhibited in important international
exhibitions and biennales, such as the International

Fair of Contemporary Art Artissima (Profile Foundation,
Warsaw, 2012), the 2nd Moscow Biennale of
Contemporary Art (2007), XIl Miedzynarodowe Biennale
Sztuki Mediow WRO (Wroctaw, 2007), 5th Graz Biennial
on Media and Architecture (2001), 4th Biennale of
Sydney (1982), 12th S&o Paulo Art Biennale (1973).

Cristian Rusu

Cristian Rusu (n. 1972) este artist vizual si scenograf
si preda la Facultatea de Teatru si Televiziune

a Universitatii ,Babes-Bolyai” din Cluj-Napoca.
Preocuparea sa artistica principala este cercetarea
spatiului, meditatia asupra ruinei si a sublimului. Prin
folosirea unor tehnici precum desenul, fotografia,
video-ul, instalatia si combinand concepte spatiale si
arhitecturale, el vizeaza interactiunea dintre estetica,
sensibilitate si ideologie.

— Expozitii (selectie): Uzina de fapte si alte povestiri
(nematrturisite), Domino / Fundatia Plan B, Cluj-
Napoca (2016); Ein Loch im Meer, Wirttembergischer
Kunstverein, Stuttgart (2016); Sunt omul invizibil, Muzeul
National de Arta Contemporana, Bucuresti (2016);

A few grams of Red, Yellow, Blue, Centrul de Arta
Contemporana Ujazdowski Castle, Varsovia (2014);
Open Monument, Kunstraum Kreuzberg Bethanien,
Berlin (2013); European Travellers: Art from Cluj
Today, Miicsarnok / Kunsthalle, Budapesta (2012);

De la matematica pana in China, Salonul de Proiecte,
Bucuresti (2012); Subtle Construction, Transboavista
VPF Art Edificio / Plataforma Revolver, Lisabona
(2011); Romanian Cultural Resolution, Spinnerei, Leipzig
(2010); Fear Itself, Plan B, Cluj-Napoca (2009, solo);
Space Itself, Plan B, Berlin (2009, solo), Pavillon Tyrol,
Kiinstlerhaus Blichsenhausen, Innsbruck (2007, solo).

Cristian Rusu (b. 1972) is a visual artist and stage
designer, and teaches at the Faculty of Theater and
Television, part of the “Babes-Bolyai” University in Cluj-
Napoca. His main artistic preoccupation is researching
space, and meditation upon ruins and the sublime.
Using techniques such as drawing, photography, video,
installation, and combining architectural and spatial
concepts, he is targeting the interaction between
aesthetics, sensibility and ideology.

— Selected exhibitions: The Factory of Facts and other
(unavowable) stories, Domino / Plan B Foundation, Cluj-
Napoca (2016); Ein Loch im Meer, Wurttembergischer
Kunstverein, Stuttgart (2016); / am the invisible man,
The National Museum of Contemporary Art, Bucharest
(2016); A few grams of Red, Yellow, Blue, Ujazdowski
Castle Contemporary Art Center, Warsaw (2014);

Open Monument, Kunstraum Kreuzberg Bethanien,
Berlin (2013); European Travellers: Art from Cluj Today,
Miicsarnok / Kunsthalle, Budapest (2012); From
Mathematics to China, Salonul de proiecte, Bucharest
(2012); Subtle Construction, Transboavista VPF Art
Edificio / Plataforma Revolver, Lisbon (2011); Romanian
Cultural Resolution, Spinnerei, Leipzig (2010); Fear
Itself, Plan B, Cluj-Napoca (2009, solo); Space Itself,
Plan B, Berlin (2009, solo), Pavillon Tyrol, Kinstlerhaus
Biichsenhausen, Innsbruck (2007, solo).

Laurentiu Ruta-Fulger

Activitatea artistului Laurentiu Ruta-Fulger (n. 1955)

a fost puternic influentata de preocuparile grupului
timisorean Sigma, pe ai carui membri i-a intalnit in
ipostaza de profesori in perioada in care era elev la
Liceul de Arte Plastice din Timisoara. De aici si stransa
legatura intre stiinta si arta ce ramane o constanta a
practicii lui artistice. Dupa ce a absolvit Institutul de
Arte Plastice ,lon Andreescu” din Cluj-Napoca (1979,
sectia de design), a devenit un membru activ al Atelier
35, continuand sa experimenteze cu noile mijloace de
exprimare plastica.

— Expozitii (selectie): Laurentiu Ruta-Fulger, Galeria
Quadro, Cluj-Napoca (2014, solo), Artistul la lucru in
Romania, Galeria Apollo, Bucuresti (2010); Expozitia
Concurs Arhetipuri, Brasov (2010); Salonul de arté,
Galeria Apollo, Bucuresti (2009 / 2008); ,R™-atelier
deschis, Galeria Veche, Cluj-Napoca (2008, solo);
Interferente arta-design, Galeria Artexpo, Bucuresti
(2005); Street Art Event, Alytus, Lituania (1995), S.O.F.A.
Art Event, Nyborg, Danemarca (1994); ,Box”, Graz
(1990); Salonul national de design, Sala Dalles, Bucuresti
(1990); Art Design, Mail Art Museum, Einbeck (1989);
Bienala tineretului Atelier 35, Baia Mare (1988); Design
romanesc, Berlin, RDG (1987); Arta si actiune, Trondheim
/ Bergen / Oslo (1987); Trienala de design, Sala Dalles,
Bucuresti (1982).

The activity of artist Laurentiu Ruta-Fulger (b. 1955) was
strongly influenced by the preoccupations of the Sigma
group from Timisoara, whose members he had known
as teachers while he was a pupil at the Timisoara Fine
Arts High School. Hence, the close connection between
science and art, which remains a constant in his artistic
practice. After graduating from the “lon Andreescu” Fine
Arts Institute in Cluj-Napoca (1979, design department),
he became an active member of Atelier 35, and further
pursuing his experiments with new visual tools and
mediums.

— Selected exhibitions: Laurentiu Ruta-Fulger,

Quadro Gallery, Cluj-Napoca (2014, solo), Artistul la
lucru in Roménia [The artist at work in Romania], Apollo
Gallery, Bucharest (2010); The Archetipes Competition
Exhibition, Brasov (2010); Salonul de arta [Art salon],
Apollo Gallery, Bucharest (2009 / 2008); ,,R™-atelier
deschis [“R”- open workshop], Old Gallery, Cluj-Napoca
(2008, solo); Interferente arta-design [Art-design
interferences], Artexpo Gallery, Bucharest (2005);
Street Art Event, Alytus, Lithuania (1995), S.O.F.A. Art
Event, Nyborg, Denmark (1994); ,Box”, Graz (1990);
Salonul national de design [National design salon], Dalles
Hall, Bucharest (1990); Art Design, Mail Art Museum,
Einbeck (1989); Bienala tineretului Atelier 35 [Atelier

35 Youth Biennial], Baia Mare (1988); Design romanesc
[Romanian design], Berlin, RDG (1987); Artd si actiune
[Art and action], Trondheim / Bergen / Oslo (1987);
Design Triennial, Dalles Hall, Bucharest (1982).

Anri Sala

Filmele si video-urile de inceput ale lui Anri Sala (n.
1974) exploatau experienta sa personala pentru a
reflecta asupra schimbarii sociale si politice ce avea
loc in Albania, tara sa natala. Cu timpul, Sala a acordat
o importanta crescanda sunetului, realizand lucrari
remarcabile in care redefineste raportul dintre sunet si
imagine. In legatura cu aceasta evolutie se afla interesul
de lunga durata al lui Sala fata de performance in
general si mai ales fata de cel muzical.

— Expozitii (selectie): Answer me, New Museum,

New York (2016); The Present Moment (in D), Haus der
Kunst, Miinchen (2014); Black Box: Anri Sala, Baltimore
Museum of Art (2014); No Names No Title, The Helena
Rubinstein Pavilion for Contemporary Art, Tel Aviv
Museum of Art, Tel Aviv (2014); 1395 Days Without Red,
Palazzo Grassi Teatrino, Venice (2013); Air Cushioned
Ride, CAC Malaga, Malaga (2013); Anri Sala, Centre
Pompidou, Musée National d’Art Moderne, Paris (2012);
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Anri Sala, National Museum of Art, Osaka, Japonia
(2011); Anri Sala: Purchase Not By Moonlight, Museum of
Contemporary Art North Miami (2008); Long Sorrow, De
Pont museum of contemporary art, Tilburg (2008).
Lucrarile sale au fost expuse la editiile a 55-a si a 57-a a
Bienalei de la Venetia (in 2013 si 2017).

Anri Sala’s early videos and films mined his personal
experience to reflect on the social and political

change taking place in his native Albania. Anri Sala (b.
1974) has attached a growing importance to sound,
creating remarkable works in which he recasts sound’s
relationship to the image. Linked to this development

is Sala’s long-standing interest in performance, and
particularly musical performance.

— Selected solo exhibitions: Answer me, New Museum,
New York (2016); The Present Moment (in D), Haus der
Kunst, Munich (2014); Black Box: Anri Sala, Baltimore
Museum of Art (2014); No Names No Title, The Helena
Rubinstein Pavilion for Contemporary Art, Tel Aviv
Museum of Art, Tel Aviv (2014); 1395 Days Without Red,
Palazzo Grassi Teatrino, Venice (2013); Air Cushioned
Ride, CAC Malaga, Malaga (2013); Anri Sala, Centre
Pompidou, Musée National d’Art Moderne, Paris (2012);
Anri Sala, National Museum of Art, Osaka, Japan (2011);
Anri Sala: Purchase Not By Moonlight, Museum of
Contemporary Art North Miami (2008); Long Sorrow, De
Pont museum of contemporary art, Tilburg (2008).

He also held exhibitions at the 55th and the 57th edition
of the International Venice Biennale (2013 and 2017,
respectively).

Sergiu Sas

Sergiu Sas (n. 1981) este inginer si artist multimedia.
Este membru al grupurilor kinema ikon si biserika.

Prin lucrérile sale, de cele mai multe ori participative

si caracterizate de ironie si umor, isi propune sa
demonteze anumite obsesii sociale, culturale si/sau
religioase. Mediile de exprimare preferate sunt instalatia,
fotografia, video-ul si interventia in spatiul public.

— Expozitii (selectie): DADADA, Muzeul de Arta Arad
(2016); Fiii si fiicele lui Brancusi. O intriga de familie,
Spatiul de Arta Contemporana MAGMA, Sfantu
Gheorghe (2016); Natura, Galeria Pygmalyon, Timisoara
(2016); REMX Media Arts Festival, Arad (2015); Fiii si
fiicele lui Brancusi, ArtEncounters, Timisoara (2015);

The City and Me, Pardubice / Linz / Genoa (2015);
R.A.M. Media Art Festival, Arad (2014); Feroviara
Transdimensionala, Galeria Pygmalyon, Timisoara
(2014); Garden of Freaky Delights, Muzeul de Arta Arad
(2014); Créciunikon, Muzeul de Arta Arad (2014); Waiting
Spaces I/II/1ll, Timisoara (2012-2014).

Sergiu Sas (b. 1981) is an engineer and a multimedia
artist. He is a member of the kinema ikon and biserika
groups. Through his works, which are more often than
not participative and characterized by irony and humor,
he aims to dismantle certain social, cultural and/or
religious obsessions. His preferred media of expression
are installation, photography, video and intervention in
public space.

— Selected exhibitions: DADADA, Arad Art Museum
(2016); The Sons and Daughters of Brancusi. A

family saga, MAGMA Contemporary Art Space,

Sfantu Gheorghe (2016); Natura, Pygmalyon Gallery,
Timisoara (2016); REMX Media Arts Festival, Arad
(2015); The Sons and Daughters of Brancusi. A family
saga, ArtEncounters, Timisoara (2015); The City and
Me, Pardubice / Linz / Genoa (2015); R.A.M. Media

Art Festival, Arad (2014); Feroviara Transdimensionala
[Transdimentional Railway], Pygmalyon Gallery,
Timisoara (2014); Garden of Freaky Delights, Arad Art
Museum (2014); Craciunikon, Arad Art Museum (2014);
Waiting Spaces I/1l/1ll, Timisoara (2012-2014).

Diet Sayler

Diet Sayler (n. 1939) a crescut si si-a facut studiile la
Timisoara, emigrand apoi in Germania in 1973. Este

un important exponent al artei abstracte, lucrand cu
prezicie matematica si fiind interesat de proportiile
formelor inspirate de arhitectura urbana.

— Expozitii recente (selectie): Die Kunst Mit Dem
Zeichen, Museum fiir Konkrete Kunst, Ingolstadt (2017);
Die Kunst des Zufalls, Kunstmuseum Stuttgart (2017);
sich ein bild machen von diet sayler, KunstKontor
Nurnberg (2016, solo); Diet Sayler - parlando, Muzeum
Chelmskie w. Chelmie, Chetm (2015, solo); Roman
Cotosman - Diet Sayler, An artist friendship, Galeria 418
Gallery, Bucuresti (2015); Diet Sayler - Fugy, Galerie
uméni Karlovy Vary, Karlsbad (2014, solo); Diet Sayler.
Die Realitét der Poesie, Neues Museum, Staatliches
Museum flr Kunst und Design in Niirnberg (2013,
solo); Photo-Collections. Real-illusory Gestures, Image
Labirynt, Lublin (2013); Norigramme, Muzeul de Arta
Timisoara (2011, solo); Diet Sayler - Ligurische Fuge
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/ Fuga ligure, CAMeC - Centro de Arte Moderna e
Contemporanea della Spezia (2010, solo); Fuge, MUWA
— Museum der Wahrnehmung, Graz (2010, solo); Diet
Sayler. Sich ein Bild machen. Retrospektive, Stadtische
Galerie Erlangen (2008, solo).

Diet Sayler (b. 1939) grew up and studied in Timisoara
and emigrated to Germany in 1973. He is an important
exponent of abstract art, working with a mathematician
precision, interested in proportions and numerical ratios
inspired by the urban architecture.

— Recent exhibitions (selection): Die Kunst Mit Dem
Zeichen, Museum fiir Konkrete Kunst, Ingolstadt (2017);
Die Kunst des Zufalls, Kunstmuseum Stuttgart (2017);
sich ein bild machen von diet sayler, KunstKontor
Nirnberg (2016, solo); Diet Sayler - parlando, Muzeum
Chelmskie w. Chelmie, Chetm (2015, solo); Roman
Cotosman - Diet Sayler, An artist friendship, 418
Gallery, Bucharest (2015); Diet Sayler - Fugy, Galerie
uméni Karlovy Vary, Karlsbad (2014, solo); Diet Sayler.
Die Realitét der Poesie, Neues Museum - Staatliches
Museum fiir Kunst und Design in Niirnberg, Niirnberg
(2013, solo); Photo-Collections. Real-illusory, Gestures,
Image Labirynt, Lublin (2013); Norigramme, Timisoara
Museum of Art (2011, solo); Diet Sayler - Ligurische
Fuge / Fuga ligure, CAMeC - Centro de Arte Moderna
e Contemporanea della Spezia, La Spezia (2010, solo);
Fuge, MUWA — Museum der Wahrnehmung, Graz (2010,
solo); Diet Sayler. Sich ein Bild machen. Retrospektive,
Stadtische Galerie Erlangen (2008, solo) .

Hassan Sharif

Hassan Sharif (1951-2016) a debutat in anii 1970, in
caricatura. Lucrarile lui reflecta schimbarile bruste care
au avut loc in Emiratele Arabe Unite. Din anii 1980 si-a
indreptat atentia spre arta conceptuala, fiind considerat
unul dintre pionierii acesteia din Orientul Mijlociu si
devenind coleg si mentor al tinerelor generatii de artisti.
in 2009 a fost unul dintre artistii care au reprezentat
pentru prima oara EAU la Bienala de la Venetia.

— Expozitii (selectie): Hassan Sharif, gb agency,

Paris (2017, solo); Viva Arte Viva, in cadrul celei de-a
57-a editii a Bienalei de la Venetia (2017); The Creative
Act: Performance, Process, Presence, Guggenheim

Abu Dhabi (2017); Hassan Sharif, La Patinoire Royale,
Bruxelles (2017, solo); Objects and Files, Mathaf: Muzeul
Arab de Arta Moderna, Doha (2016, solo); Le corps
humain comme principe universel, gb agency, Paris
(2015, solo); Hassan Sharif, Alexander Gray Associates,
New York (2015, solo); Une Histoire, MNAM, Centrul
Pompidou, Paris (2014-2016); Trade Routes, Hauser

& Wirth, Londra (2013); Bienala de la Sydney, editia

a 18-a, Galeria de Arta din New South Wales (2012);
Experiments & Objects 1980-2012, Qasr Al Hosn,
Cultural Quarter Hall, Abu Dhabi (2011, solo).

Hassan Sharif (1951-2016) started his career as a
caricaturist in the 1970s. His work reflected the rapid
changes in the United Arab Emirates. In the 1980s,

he started his development as a conceptual artist,
being a pioneer of this genre in the Middle East. In
time he became a colleague and a mentor for younger
generations of artists. He was one of the artists who
represented UAE at its first participation at the Venice
Biennale in 2009.

— Selected exhibitions: Hassan Sharif, gb agency,
Paris (2017, solo); Viva Arte Viva, 57th International Art
Exhibition, La Biennale di Venezia (2017); The Creative
Act: Performance, Process, Presence, Guggenheim
Abu Dhabi (2017); Hassan Sharif, La Patinoire Royale,
Bruxelles (2017, solo); Objects and Files, Mathaf: Arab
Museum of Modern Art, Doha (2016, solo); Le corps
humain comme principe universel, gb agency, Paris
(2015, solo); Hassan Sharif, Alexander Gray Associates,
New York (2015, solo); Une Histoire, MNAM, Centre
Pompidou, Paris (2014-2016); Trade Routes, Hauser

& Wirth, London (2013); 18th Biennale of Sydney,

Art Gallery of New South Wales, Sydney (2012);
Experiments & Objects 1980-2012, Qasr Al Hosn,
Cultural Quarter Hall, Abu Dhabi (2011, solo).

Wang Sishun

Wang Sishun (n. 1979) tréieste la Beijing. A absolvit
studiile in cadrul Institutului de Arte din Hubei, China
in 2008. Practica sa include sculpturd, instalatie, video
si alte mijloace de expresie. Artistul foloseste vectorul
temporal prin interschimbarea distantei spatiale si
temporale, precum si prin decontextualizarea ready-

made-urilor, a obiectelor gasite sau a unor materii prime.

— Expozitii (selectie): Apocalypse, Long March Space,
Beijing (2016, solo); You may say | am a dreamer, VM
Gallery, Cabassi (2016); Inventing Ritual, Kunsthaus
Graz (2015); Essential Matters, Borusan Contemporary,
Istanbul (2015); Truth, New Galerie, Paris / Madein
Gallery, Shanghai (2015 / 2014, solo); The Indeterminate

Boundless, Goethe Open Space, Shanghai (2013, solo);
Superfluous Things No.3, Hive Center for Contemporary
Art, Beijing (2013, solo); Entangled Particles, Saint
Mary’s University Art Gallery, Halifax (2013); ON/OFF:
China’s Young artists in concept & practice, Ullens
Center for Contemporary Art, Beijing (2013); Back,
Galerie Krinzinger, galerie im parterre, Viena (2013,
solo); Liminal Space, Long March Space, Beijing (2012,
solo); Moving Image in China 1988 - 2011, Luigi Pecci
Centre for Contemporary Art, Prato (2012); Top of
Dopamine, Taikang Space, Beijing (2010, solo); “Stall”,
Songzhuang Shangbao Art Museum, Beijing (2009).

A participat la a 3-a editie a Ural Industrial Biennial of
Contemporary Art (Ekaterinburg, 2015).

Wang Sishun (b. 1979) lives in Beijing. He graduated
from from Hubei Institute of Fine Art in 2008. His
practice includes sculpture, installation, video and
other media. The artist exploits the temporal vector

by interchanging spatial distance and time and by
decontextualizing ready-made, found objects or raw
materials.

— Selected exhibitions: Apocalypse, Long March
Space, Beijing (2016, solo); You may say | am a dreamer,
VM Gallery, Cabassi (2016); Inventing Ritual, Kunsthaus
Graz (2015); Essential Matters, Borusan Contemporary,
Istanbul (2015); Truth, New Galerie, Paris / Madein
Gallery, Shanghai (2015 / 2014, solo); The Indeterminate
Boundless, Goethe Open Space, Shanghai (2013, solo);
Superfluous Things No.3, Hive Center for Contemporary
Art, Beijing (2013, solo); Entangled Particles, Saint
Mary’s University Art Gallery, Halifax (2013); ON/OFF:
China’s Young artists in concept & practice, Ullens
Center for Contemporary Art, Beijing (2013); Back,
Galerie Krinzinger, galerie im parterre, Vienna (2013,
solo); Liminal Space, Long March Space, Beijing (2012,
solo); Moving Image in China 1988 - 2011, Luigi Pecci
Centre for Contemporary Art, Prato (2012); Top of
Dopamine, Taikang Space, Beijing (2010, solo); “Stall”,
Songzhuang Shangbao Art Museum, Beijing (2009).
He participated in the 3rd Ural Industrial Biennial of
Contemporary Art (Yekaterinburg, 2015).

Larisa Sitar (RO)

Lucrarile Larisei Sitar (n. 1984) exploreaza memoria,
mitologia si nostalgia, folosind fotografie, video,
instalatie, desen si interventii in spatiul public.
Personajele care apar in practica ei sunt preluate din
mentalul colectiv, mitologie sau basmele lumii.

Expozitii (selectie): Fortdreata Singuratatii din padurea
sfanta a zgomotului etern, Muzeul National de Arta
Contemporana (MNAC), Bucuresti (2016); WHAT
ABOUT Y[OUR] MEMORY, MNAC, Bucuresti (2015);
Transformation. Romanian Sculpture 25 Years After

the Revolution, Muzeul Beelden aan Zee, Haga (2014);
PASAJ, MNAC - Anexa, Bucuresti (2014); Care Crisis,
Futura Gallery, Praga (2012); Essl Art Award CEE, Essl|
Museum, Klosterneuburg / Viena (2011); Zoomania.Ro,
MNAGC, Bucuresti (2010); Start Point Prize, GASK, Kutna
Hora (itinerata la Galerie NTK, Praga, 2010).

A expus la cea de-a 56-a editie a Bienalei de la Venetia
(Noua galerie a Institutului Cultural Roman de la Venetia,
2015) si la Festivalul de Arta Media EMERGEANDSEE,
Berlin (2010).

The works of Larisa Sitar (b. 1984) explore topics such
as memory, mythology and nostalgia, using photography,
video, installation, drawing and interventions in public
space. The characters appearing in her practice are
transposed from collective consciousness or the
faraway origin of mythologies and fairy-tales.

— Selected exhibitions: The Fortress of Solitude from
the holy wood of eternal noise, The National Museum
of Contemporary Art (MNAC) Bucharest (2016); WHAT
ABOUT Y[OUR] MEMORY, MNAC, Bucharest (2015);
Transformation. Romanian Sculpture 25 Years After

the Revolution, Museum Beelden aan Zee, The Hague
(2014); PASAJ, MNAC - Annex, Bucharest (2014); Care
Crisis, Futura Gallery, Prague (2012); Essl Art Award
CEE, Essl Museum, Klosterneuburg / Wien (2011);
Zoomania.Ro, MNAC, Bucharest (2010); Start Point
Prize, GASK, Kutna Hora (itinerant at NTK gallery,
Prague, 2010).

Her works were exhibited at the 56th edition of the
International Art Exhibition — la Biennale di Venezia (The
New Gallery of the Romanian Institute in Venice, 2015)
and at EMERGEANDSEE Media Arts Festival,

Berlin (2010).
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Serge Spitzer

Serge Spitzer (1951-2012) a fost un protagonist al
avangardei artistice de la sfarsitul anilor ‘60. Lucrarile
sale se refera adesea la structure economice, sociale
si politice. Conceptele sale de ,machete ale realitatii”
sfideaza perceptiile obisnuite si limitele sistemelor de
comunicare.

— Expozitii (selectie): Palais de Tokyo (2010/2011,
solo); MMK 1991-2011 / 20 years of Presence, Muzeul
pentru Arta Moderna (MMK) Frankfurt am Main (2011);
Image to be projected until it vanishes MUSEION
Museum fur Moderne und Zeitgenossische Kunst,
Bolzano (2011); THE BEAUTY OF DISTANCE: Songs

of Survival in a Precarious Age, Editia nr17 a Bienalei

de la Sydney (2010); Radical Conceptualism, Muzeul
pentru Arta Moderna (MMK), Frankfurt Am Main
(2010); Mayor Synagogue Haskoy, Istanbul (2009,
solo); Galerie Tschudi, Zuoz (2009, solo); Muzeul de
Arta Contemporana Aldrich, Ridgefield (2008, solo);
Magazzino d’Arte Moderna, Roma (2008, solo); Nyehaus
/ Foundation 2021, New York (20086, solo); Muzeul de
Artd Moderna, Frankfurt (2006, solo); Kunstmuseum,
Berne (20086, solo); No Leftovers, Kunsthalle Bern
(2008); Chinese Aesthetics of Heterogeneity, Bienala
MOCA Shanghai, Muzeul de Arta Contemporana,
Shanghai (2006); Lost and Found, Apexart, New

York (2001); d’Apertutto, Bienala de la Venetia, a 48-s
Expozitie de Arta Internationald, Venetia (1999); L'Autre,
Bienala de la Lyon, Muzeul de Arta Contemporana, Lyon
(1998); Speed, Bienala de la Kwangju, Coreea de Sud
(1998).

Serge Spitzer (1951-2012) was a protagonist of the
artistic avant-garde of the late 60s. His works often
refer to economic, social and political structures. His
concepts of “models of reality” challenge the common
perception and the limits of communication systems.
— Selected exhibitions: Palais de Tokyo (2010/2011,
solo); MMK 1991-2011 / 20 years of Presence, Museum
fur Moderne Kunst (MMK) Frankfurt am Main (2011);
Image to be projected until it vanishes MUSEION
Museum fur Moderne und Zeitgenossische Kunst,
Bolzano (2011); THE BEAUTY OF DISTANCE: Songs of
Survival in a Precarious Age, 17th Biennale of Sydney
(2010); Radical Conceptualism, Museum Fiir Moderne
Kunst (MMK), Frankfurt Am Main (2010); Centre
International d’art et du Paysage, lle de Vassiviére
(2009, solo); Mayor Synagogue Haskoy, Istanbul
(2009, solo); Galerie Tschudi, Zuoz (2009, solo);
Aldrich Museum of Contemporary Art, Ridgefield
(2008, solo); Magazzino d’Arte Moderna, Roma

(2008, solo); No Leftovers, Kunsthalle Bern (2008);
Nyehaus / Foundation 2021, New York (20086, solo);
Museum Moderne Kunst, Frankfurt (2006, solo);
Kunstmuseum, Berne (2006, solo); Chinese Aesthetics
of Heterogeneity, MOCA Shanghai Biennial, Museum of
Contemporary Art, Shanghai (2006); Lost and Found,
Apexart, New York (2001); d’Apertutto, La Biennale di
Venezia, 48th International Art Exhibition, Venice (1999);
L'Autre, Biennale de Lyon, Musee d’Art Contemporaine,
Lyon (1998); Speed, Kwangju Biennial, South Korea
(1998).

Mircea Stanescu

Mircea Stanescu (n. 1954) tréieste la Sibiu. A absolvit
Universitatea de Arta Bucuresti, sectia tapiserie.

Face parte dintre artistii pregatiti in laboratoarele
experimentale ale Atelierului 35 din Sibiu si Bucuresti,
moment in care face trecerea la desen, instalatie si
fotografie.

— Expozitii (selectie): Seeing Ourselves Seeing,
Eastwards Prospectus, Bucuresti (2017); A Matter

of Contemplation and Discontent Art in Romania,
1980s-1990s, Vargas Museum, Manila (2017); Abstract
Matters, Eastwards Prospectus, Bucuresti (2015);
Inwards, Calina / Spatiu de arta contemporana,
Timisoara (2012); Curators network, Sibiu (2012); You
Ask for It, Galeria de Arta Contemporana al Muzeului
National Brukenthal, Sibiu (2010); Office Wall - MDF/
Monat de Foto, Galeria Christine Koenig din Viena
(2006); Periferic 3, lasi (1999), Esprit de Finesse (+)(-),
Muzeul National Brukenthal, Sibiu (1999).

Mircea Stanescu (b. 1954) lives in Sibiu. He graduated
from the Bucharest University of Art, tapestry
department. He is one of the artists trained in the
experimental laboratories of Atelier 35, in Sibiu and
Bucharest, after which he transitions to drawing,
installation and photography.

— Selected exhibitions: Seeing Ourselves Seeing,
Eastwards Prospectus, Bucharest (2017); A Matter

of Contemplation and Discontent Art in Romania,
1980s-1990s, Vargas Museum, Manila (2017); Abstract
Matters, Eastwards Prospectus, Bucharest (2015);
Inwards, Calina / Contemporary art space, Timisoara
(2012); Curators network, Sibiu (2012); You Ask for It,

Contemporary Art Gallery of the Brukenthal National
Museum, Sibiu (2010); Office Wall - MDF/Monat de Foto,
Christine Koenig Gallery in Wien (2006); Periferic 3,

lasi (1999), Esprit de Finesse (+)(-), Brukenthal National
Museum, Sibiu (1999).

A.L. Steiner

A.L. Steiner (n. 1967) utilizeaza constructii din fotografii,
video, instalatie, colaj, performance, text si curatoriat.
Se descrie pe ea insasi ca ,un androgin eco-feminist
sceptic si queer”. Lucrarile sale sunt facute adesea

in colaborare cu mai multi scriitori, actori, designeri,
activisti si artisti. Steiner este co-curatoare la
Ridykeulous, co-fondatoare a Working Artists and the
Greater Economy (W.A.G.E.) si un membru colectiv in
formatia Chicks on Speed.

— Exporzitii (selectie): From Self to #Selfie, Queer
Cultural Center @ SOMArts, San Francisco (2017); The
Public Body .02, Artspace, Sydney (2017); Divided States
of America, The LGBT Community Center, New York
(2017); 30 Days of Mo:)rning, Koenig & Clinton, New York
(2016, solo); Greatest Hits, Arcadia Missa + Deborah
Schamoni Galerie, Londra (2016, solo, alaturi de
Phoebe Collings-James); The Sun Placed in the Abyss,
Columbus Museum of Art (2016); The Artist’s Museum,
Institute of Contemporary Art, Boston (2016); On Limits:
Estrangement in the Everyday, The Kitchen, New York
(2016); Come & Go, Blum & Poe, Los Angeles (2015,
solo); The Art Of Our Time, Museum of Contemporary
Art, Los Angeles (2015).

A participat la bienala SeMA: Mediacity 2016 (Seoul),
the Whitney Biennial (New York, 2014) si bienala “Made
in L.A. 2014” (Los Angeles, 2014).

A.L. Steiner (b. 1967) utilizes constructions of
photography, video, installation, collage, performance,
writing and curatorial work. She describes herself as a
“skeptical queer eco-feminist androgyne”. Her artworks
are often made in collaboration with numerous writers,
performers, designers, activists and artists. Steiner

is co-curator of Ridykeulous, co-founder of Working
Artists and the Greater Economy (W.AG.E.) and a
collective member of Chicks on Speed.

— Selected exhibitions: From Self to #Selfie, Queer
Cultural Center @ SOMArts, San Francisco (2017);

The Public Body .02, Artspace, Sydney (2017); Divided
States of America, The LGBT Community Center, New
York (2017); 30 Days of Mo:)rning, Koenig & Clinton,
New York (2016, solo); Greatest Hits, Arcadia Missa +
Deborah Schamoni Galerie, London (2016, solo, with
Phoebe Collings-James); The Sun Placed in the Abyss,
Columbus Museum of Art (2016); The Artist’s Museum,
Institute of Contemporary Art, Boston (2016); On Limits:
Estrangement in the Everyday, The Kitchen, New York
(2016); Come & Go, Blum & Poe, Los Angeles (2015,
solo); The Art Of Our Time, Museum of Contemporary
Art, Los Angeles (2015).

She participated in the SeMA Biennale: Mediacity 2016
(Seoul), the Whitney Biennial (New York, 2014) and the
“Made in L.A. 2014” biennial (Los Angeles, 2014).

Slobodan Stosi¢

Practica lui Slobodan Stosi¢ (n. 1989) reactioneaza

la context conectand diverse feluri de munca,
semnificatie si metode, preocuparea sa centrala

este cum ar putea fi utilizate personaje fictive sau
narative, printr-o metodologie a verosimilului, in
explorarea teritoriului moral si politic in care arta ar
trebui s& dea nastere unor probleme si propuneri ce
duc la interpretari schimbatoare si la feluri multiple de
abordare a hegemoniilor politice. Istorisirile create sunt
reflectarea unei fictiuni sociale. Astfel, ele chestioneaza
responsabilitatea imaginii si exprima nevoia de a
reactiona la starea actuala a lucrurilor.

— Exporzitii (selectie): Double feature #6, Sokol Peci

& Slobodan Stosi¢, Tirana Art Lab (2017); Focus:
Ex-Yugoslavia and Albania, Viennacontemporary

(2016); 15 years of Mangelos award, Muzeul de Arta
Contemporana, Belgrad (2016); Divigation, Y Gallery,
New York (2016); The One Who Became the Color

on a Flag, Galeria Anya and Andrew Shiwa, New York
(2015); Blasted, Beton7, Atena (2015); Several Circles,
EFA Project Space, New York (2014); Imaginary Friends,
Interstate Project, New York (2013); Close-Up&Blow-Up,
MSUV, Novi Sad (2013); The most beautiful building,
Mikser festival, Belgrad (2012).

The practice of Slobodan Stosi¢ (b. 1989) is context-
responsive. Connecting different tiles of labor, meanings
and methods, his interest lies in how the fictitious
persona or narrative, by methodology of verisimilitude,
could be used in exploring moral and political territory,
where art should establish questions and proposals
leading to changing interpretations and different ways
of approaching political hegemonies. Created narratives

are the reflection of a social fiction. Thus they question
the responsibility of an image and express the need to
react to the existing state.

— Selected exhibitions: Double feature #6, Sokol Pegi
& Slobodan Stosi¢, Tirana Art Lab (2017); Focus: Ex-
Yugoslavia and Albania, Viennacontemporary (2016); 15
years of Mangelos award, Museum of Contemporary Art,
Belgrade (2016); Divigation, Y Gallery, New York (2016);
The One Who Became the Color on a Flag, Anya and
Andrew Shiwa gallery, New York (2015); Blasted, Beton?7,
Athens (2015); Several Circles, EFA Project Space, New
York (2014); Imaginary friends, Interstate project, New
York (2013); Close-Up&Blow-Up, MSUV, Novi Sad (2013);
The most beautiful building, Mikser festival, Belgrade
(2012).

Aleksandra Stratimirovic

Aleksandra Stratimirovic (n. 1968) a absolvit Facultatea
de Arte Aplicate si Design la Universitatea de Arte

din Belgrad; si-a finalizat studiile in design de lumini

in Konstfack, Colegiul Universitar de Arte, Meserii

si Design si la KTH - Institutul Regal Tehnologic din
Stockholm. Aleksandra este cofondator al festivalului
LLighting Guerrilla” din Ljubljana, membru fondator al
JTransnational Lighting Detectives”, fondator si director
artistic al evenimentului ,Belgrade of Light” din Serbia.
— Instalatii de lumina temporare si permanente
(selectie): Northern Lights, iLight Marina Bay /
Amsterdam Light Festival / Jardin du Palais Royal,
Paris (2017 / 2015 / 2014); Heroes, the primary school
Lilla Alby (Stockholm, permanenta); Welcome Home,
Arstadal - cartier rezidential (Stockholm, permanenta).
In ultimii ani, lucrarile ei au fost incluse in cadrul unor
expozitii la Konstnarshuset (Stockholm), Guggenheim
Museum (New York), Muzeul de Arhitectura si Design
(Ljubljana) si in diverse institutii din Suedia, Germania,
Italia, Olanda, Japonia, Slovenia, Serbia, Albania,
Romania.

Aleksandra Stratimirovic (b. 1968) graduated in Applied
Arts and Design at the University of Arts in Belgrade
and completed her studies in specialized lighting design
at Konstfack, the University College of Arts, Crafts,
and Design and KTH - Royal Institute of Technology in
Stockholm. Aleksandra is co-founder of the “Lighting
Guerrilla” festival in Ljubljana, founding member of the
“Transnational Lighting Detectives”, founder and artistic
director of the event “Belgrade of Light” in Serbia.

—— Temporary or permanent light installations
(selection): Northern Lights, iLight Marina Bay /
Amsterdam Light Festival / Jardin du Palais Royal,
Paris (2017 / 2015 / 2014); Heroes, the primary

school Lilla Alby (Stockholm, permanent); Welcome
Home, residential neighborhood Arstadal (Stockholm,
permanent).

In recent years her artworks have been included

in exhibitions at the Konstnarshuset in Stockholm,
Guggenheim Museum, New York, Museum of
Architecture and Design, Ljubljana and various
institutions in Sweden, Germany, Italy, Holland, Japan,
Slovenia, Serbia, Albania, Romania.

Mircea Suciu

Mircea Suciu (n. 1978) combina diferite materiale in
tehnica monoprintului (cum ar fi acrilic si ulei). Lucrarile
sale s-au bazat multé vreme pe imagini pe care le-a
gasit in ziare, reviste si alte publicatii, la care a adaugat
recent elemente de recuzita, drapaje sau obiecte
incerte, nedezvaluite in totalitate. Abordand teme
psihologice si socio-politice precum pedeapsa si exilul,
lucrarile prezinta adeseori figuri singuratice si izolate.
— Expozitii (selectie): Proof of Life/Lebenszeichen,
Weserburg / Muzeul de Arta Moderna, Bremen (2017);
Beyond the Pleasure Principle, Galeria Nationala de Arta
Zacheta, Varsovia (2017); Ship of Fools, Galeria Zeno X,
Antwerp (2016, solo); Root and Branch, Galeria Zeno X,
Antwerp (2015, solo); Fractura, Muzeul National de Arta
Contemporana Bucuresti (2015, solo); Defaced, Muzeul
de Arta Contemporana Boulder, Colorado (2015); This
Side of Paradise, Sotheby S|2, Londra (2014); Nightfall

- Noi tendinte in pictura figurativa, Galerie Rudolfinum,
Praga (2013); Between the Lines, All Visual Arts, Londra
(2013); Black Milk, Galeria Aeroplastics, Bruxelles (2012,
solo); Metamorphosis: The Transformation of Being, All
Visual Arts, London (2012); European Travellers: Art from
Cluj Today, Muicsarnok/Kunsthalle Budapesta (2012);
The Fall, SLAG Gallery, New York City (2009, solo), How
Deep the Rabbit Hole Goes, SLAG Gallery, New York
City (2008, solo).

A participat la Bienala Internationala de Arta
Contemporana din Gwangju (editia a 10-a, 2014) si la
cea de-a 4-a editie a Bienalei de la Praga (2009).

Mircea Suciu (b. 1978) works with different materials
such as acrylic, oil and often combines them with
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monoprint techniques. For a long time his works were
based on images he found in newspapers, magazines
and other media, to which he recently added props,
curtains and unrevealed objects. Besides mainly socio-
political and psychological themes such as punishment
and exile, he often features lone and isolated figures.
— Selected exhibitions: Proof of Life/Lebenszeichen,
Weserburg / Museum Fur Moderne Kunst, Bremen
(2017); Beyond the Pleasure Principle, Zacheta National
Gallery, Warsaw (2017); Ship of Fools, Zeno X Gallery,
Antwerp (2016, solo); Root and Branch, Zeno X Gallery,
Antwerp (2015, solo); The Fracture, The National
Museum of Contemporary Art Bucharest (2015, solo);
Defaced, Boulder Museum of Contemporary Art,
Colorado (2015); This Side of Paradise, Sotheby S|2,
London (2014); Nightfall—New tendencies in figurative
painting, Galerie Rudolfinum, Prague (2013); Between
the Lines, All Visual Arts, Londra (2013); Black Milk,
AEROPLASTICS contemporary, Brussels (2012, solo);
Metamorphosis: The Transformation of Being, All Visual
Arts, London (2012); European Travellers: Art from Cluj
Today, MUcsarnok / Kunsthalle Budapest (2012); The
Fall, SLAG Gallery, New York City (2009, solo), How
Deep the Rabbit Hole Goes, SLAG Gallery, New York
City (2008, solo).

He participated in the 10th edition of the Gwangju
Biennale (2014) as well as in the Prague Biennale 4
(2009).

Florin $tefan

Florin Stefan (n. 1968) preda la Universitatea de Arta

si Design din Cluj-Napoca si este director al Spatiului
Intact din Centrul de Interes, Cluj-Napoca. Picturile sale
in ulei abordeaza atat scene de interior cat si peisaje,
artistul concentrandu-se indeosebi pe senzualitatea
nudului feminin, surprins in diferite posturi.

— Expozitii (selectie): La boite rouge, Iconoscope,
Montpellier (2017, solo); Face Time, galeria Anne-
Sarah Benichou, Paris (2016, solo); Bienala ArtCapital,
Budapesta (2016); From mere abstract to almost
figurative, galeria Zorzini (2015); Elegia, Le Plafond
Amsterdam (2014, solo); Dead Man. Supravietuirea

prin imagine, Muzeul de Arta Cluj-Napoca (2012, solo);
Roumanie Insolite, Festival Balkan Tranzit, Normandia
(2008); Florin S$tefan - Innere Landschaften [Peisaje
interioare], Kunststation Kleinsassen, Fulda (2005, solo);
Gradina Edenului, TRAFO, Budapesta / Galeria Mare
UAP, Cluj / Artexpo, Teatrul National etaj 34, Bucuresti /
Nantes (1999 / 1998, solo).

Florin Stefan (b. 1968) teaches at the Art and Design
University in Cluj-Napoca and is the director of Spatiu
Intact from Centrul de Interes in Cluj-Napoca. His oil
paintings are both interiors and landscapes, the artist
focusing especially on the sensuality of the femane
nude, presented in various postures.

— Selected exhibitions: La boite rouge, Iconoscope,
Montpellier (2017, solo); Face Time, Anne-Sarah
Benichou Gallery, Paris (2016, solo); ArtCapital Biennial,
Budapest (2016); From Mere Abstract to Aimost
Figurative, Zorzini Gallery (2015); Elegia, Le Plafond
Amsterdam (2014, solo); Dead Man. Supravietuirea
prin imagine, Art Museum, Cluj-Napoca (2012, solo);
Roumanie Insolite, Festival Balkan Tranzit, Normandy
(2008); Florin Stefan - Innere Landschaften [Interior
Landscapes], Kunststation Kleinsassen, Fulda (2005,
solo); Gradina Edenului, TRAFO, Budapest / Galeria
Mare UAP, Cluj / Artexpo, National Theatre etaj 34,
Bucharest / Nantes (1999 / 1998, solo).

lulia Toma

lulia Toma (n. 1974) este artista mixed-media, lucreaza
atat in mediile cu expresie estetica din jurul materialului
textil, ca prim studiu, céat si cu fotografie, pictura,
instalatie si text in fiecare lucrare. Se concentreaza

in ultima vreme pe temele sociale ale caror rezonanta
o regaseste in propriul parcurs: feminism, drepturile
omului, relatiile interpersonale din comunitatile inchise,
materialitatea urbana a locuirii, echitate sociala etc.
Preda in cadrul Departamentului Arte & Design Textil al
Universitatii Nationale de Arta Bucuresti.

— Expozitii (selectie): Ziua muncitorilor, MAGMA,
Spatiu de arta contemporana, Sfantu Gheorghe (2016);
ADEVARUL - atelier cu presa, Casa Tranzit, Cluj-Napoca
(2016); Buongiorno, Varvara Stepanova! (impreuna cu
Claudiu Cobilanschi), GALLLERIAPIU, Bologna (2016);
Dura-Europos, Galeria Ivan, Bucuresti (2016, solo);
Prima editie a bienalei Art Encounters - APARENTA

SI ESENTA, Timisoara (2015); Mapping Bucharest: Art,
Memory, and Revolution 1916-2016, parte a Bienalei de
la Viena, MAK Vienna (2015); Legaturi diagonal compus,
tranzit.ro, Bucharest (2015); Kinder. Ktiche. Kirche, Calina
- Spatiu de arta contemporana, Timisoara (2015, solo);
Untitled Fighter, Galeria lvan, Bucharest (2014, solo).
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lulia Toma (b. 1974) is a mixed-media artist who works
with the means of aesthetic expression through textile,
as well as with photography, painting, installation and
text in each work. Recently she has been focusing on
social issues that she expresses in her own individual
way: feminism, women'’s rights, interpersonal relations
of closed communities, the materiality of urban living,
social justice etc. She teaches in the Department of Art
& Design, Textile section at the National University of
Arts Bucharest.

— Selected exhibitions: Workers’ Day, MAGMA, Spatiu
de arta contemporana, Sfantu Gheorghe (2016); The
Truth - workshop with the press, Casa Tranzit, Cluj-
Napoca (2016); Buongiorno, Varvara Stepanova! (with
Claudiu Cobilanschi), GALLLERIAPIU, Bologna (2016);
Dura-Europos, Ilvan Gallery, Bucuresti (2016, solo); 1st
Timisoara Art Encounters Biennale - APPEARANCE

& ESSENCE (2015); Mapping Bucharest: Art, Memory,
and Revolution 1916-2016, part of Vienna Biennale, MAK
Vienna (2015); Twilled Connections, tranzit.ro, Bucharest
(2015); Kinder. Ktiche. Kirche, Calina Gallery, Timisoara
(2015, solo); Untitled Fighter, lvan Gallery, Bucharest
(2014, solo).

Tot Endre

Tét Endre (n. 1937) este una dintre figurile definitorii ale
artei conceptuale internationale. Dupa experimentele
sale din cadrul picturii in anii 1960, a inceput sa lucreze
cu de idei care nu se mai bazau pe imagine, ci pe text
si semnal. Munca sa a castigat atentie internationala in
parte gratie activitatilor sale multiple in cadrul mail art.
A trait si a lucrat in Ungaria pana in 1978. Lucrarile sale
au fost prezente in numeroase expozitii internationale
incepand cu 1971.

— Exporzitii (selectie): With the Eyes of Others:
Hungarian Artists of the Sixties and Seventies, Elizabeth
Dee, New York (2017); Early ZerO pieces (1971-78);
Rainproof ideas, Galeria acb, Budapesta (2014, solo);
Very Special Joys, MODEM, Debrecen (2012, solo);

Les Promesses du Passé, Centre Pompidou, Paris
(2010); Fluxus East, Berlin / Budapest / Copenhaga

/ Oslo / Tallinn (2007); Eye on Europe 1960 to now,
MOMA, New York (2006); Nothing ain’t Nothing,
Museum Fridericianum, Kassel (2006, solo); Arteast
2000+, Kunst aus Osteuropa. Eine Auswahl aus den
Sammlungen der Moderna Galerija Ljubljana, Karlsruhe
(2002); Who'’s Afraid of Nothing? Abwesende Bilder /
Absent Pictures, Museum Ludwig, KéIn (1999, solo);
Semmi sem semmi, MUicsarnok, Budapesta (1995, solo);
Galerie René Block, Berlinul de Vest (1979, solo).

Tét Endre (b. 1937) is one of the defining figures of
international conceptual art. Following his experiments
conducted in painting in the 1960s, he began working
with non-image-based, text and signal-centred idea
art. His work entered international public awareness,
partly as a result of his extensive mail art activities. He
lived and worked in Hungary until 1978. His artworks
were featured at numerous international exhibitions
from 1971.

— Selected exhibitions: With the Eyes of Others:
Hungarian Artists of the Sixties and Seventies, Elizabeth
Dee, New York (2017); Early ZerO pieces (1971-78);
Rainproof ideas, acb Gallery, Budapest (2014, solo);
Very Special Joys, MODEM, Debrecen (2012, solo);
Les Promesses du Passé, Centre Pompidou, Paris
(2010); Fluxus East, Berlin / Budapest / Copenhagen

/ Oslo / Tallinn (2007); Eye on Europe 1960 to now,
MOMA, New York (2006); Nothing ain’t Nothing,
Museum Fridericianum, Kassel (2006, solo); Arteast
2000+, Kunst aus Osteuropa. Eine Auswahl aus den
Sammlungen der Moderna Galerija Ljubljana, Karlsruhe
(2002); Who's Afraid of Nothing? Abwesende Bilder /
Absent Pictures, Museum Ludwig, Cologne (1999, solo);
Semmi sem semmi, MUcsarnok, Budapest (1995, solo);
Galerie René Block, West-Berlin (1979, solo).

Smaranda Ursuleanu

Smaranda Ursuleanu (n. 1995) este absolventa a
Facultétii de Arte Vizuale si Design din lasi, (UNAGE,
specializarea Arta Murald). In 2016, a beneficiat de

o bursa Erasmus + la Novia University of Applied
Sciences, Fine Arts Programme (Jakobstad, Finlanda).
Smaranda observa comportamentele cu tenta sexuala,
stereotipurile si tabuurile sociale si le transpune in
reprezentari vizuale subversive, de obicei feministe,
multiplicate si scenografiate prin diverse tehnici.

— Expozitii (selectie): The Second Deflowering / A
Doua Deflorare, Galeria MERU, lasi (2017, solo), micro-
NARATIUNI, 1 + 1 si tranzit.ro/lasi (2017); Libidoland,
Galeria Aparte, lasi (2017).

Smaranda Ursuleanu (b. 1995) is a graduate of the
Faculty of Visual Arts and Design in lasi (UNAGE,
specializing in Mural Art). In 2016, she was awarded

an Erasmus+ scholarship at Novia University of
Applied Sciences, Fine Arts Program (Jakobstad,
Finland). Smaranda renders stereotypes and social
taboos concerning identity and sexuality in subversive,
usually feminist visual representations, multiplied and
transposed in space through various techniques.

— Selected exhibitions: The Second Deflowering [A
Doua Deflorare], MERU Gallery, lasi (2017, solo), micro-
NARATIUNI [micro-NARRATIONS], 1 + 1 and tranzit.ro/
lasi (2017); Libidoland, Aparte Gallery, lasi (2017).

Andrei Ujica

Andrei Ujica (n. 1951) a studiat literatura la Timisoara,
Bucuresti si Heidelberg. Publica poezie, proza si eseu
la varii intervaluri, incepand din 1968. A emigrat in
Germania in 1981. In 1990, dupa un ocolis prin hatisurile
teoriei, se decide sa se concentreze pe film. Impreuna
cu Harun Farocki, Ujica a regizat Videograme dintr-o
Revolutie (1992), film care a fost recunoscut repede

ca un reper in ceea ce priveste relatia dintre puterea
politica si media, in Europa de la sfarsitul Razboiului
Rece. Al doilea sau film, Out of the Present [Rupt de
Prezent] (1995) spune povestea cosmonautului Sergei
Krikalev, care a petrecut zece luni pe statia spatiala
Mir, in timp ce inapoi pe Pamant, Uniunea Sovietica
inceta sa existe. Rupt de Prezent a fost comparat cu
titluri atat de emblematice in istoria filmului ca Odiseea
Spatiald: 2001 de Stanley Kubrik, si Solaris, de Andrei
Tarkovsky. Autobiografia lui Nicolae Ceausescu (2010),
o fresca ampla a istoriei Romaniei intre 1965 si 1989,
incheie trilogia sa, prin care exploreaza sfarsitul
comunismului. Acesta a fost primul film found-footage
care a fost inclus in selectia oficiala a Festivalului de
Film de la Cannes. Ujica numeste acest tip de filmare
cinematografie sintacticd: ,Incerc sa reconstruiesc filmul
istoriei din fragmente de timp conservat.” Investindu-

si intreaga energie creatoare in extinderea limitelor
filmului de montaj, asa cum fusese inventat de Esfir
Shub in anii ‘20, Andrei Ujica a devenit unul din cei mai
importanti inovatori ai limbajului filmic din cinematografia
contemporana.

Andrei Ujica (b. 1951) studied literature in Timisoara,
Bucharest, and Heidelberg. Published poetry, prose,
and essays at various intervals since 1968. Emigrated
to Germany in 1981. In 1990, after having made a detour
through theory, he decided to make films. Together
with Harun Farocki, Ujica co-directed Videograms of

a Revolution (1992), which was quickly recognized as

a landmark film on the relationship between political
power and the media in Europe at the end of the Cold
War. His second film, Out of the Present (1995), tells
the story of cosmonaut Sergei Krikalev, who spent

ten months aboard the space station Mir, while back

on earth the Soviet Union ceased to exist. Out of the
Present has been compared to such emblematic titles in
film history as Stanley Kubrick’s 2001: A Space Odyssey
and Andrei Tarkovsky's Solaris. The Autobiography of
Nicolae Ceausescu (2010), a wide fresco of Romanian
history between 1965 and 1989, concludes his trilogy
examining the end of communism. It was the first found
footage film ever included in the official selection of the
Cannes Film Festival. Ujica calls this kind of filmmaking
syntactic cinema: “l| try to reconstruct the film of history
with fragments of conserved time.” By investing all

his creative energy into expanding the boundaries of
the montage film, as it was invented by Esfir Shub in
the 1920s, Andrei Ujica has become one of the most
important innovators of film language in contemporary
cinema.

Mona Vatamanu & Florin Tudor

Mona Vatamanu (n. 1968) & Florin Tudor (n. 1974)
lucreaza impreuna din anul 2000. Utilizand tehnici
multiple (film, fotografie, pictura, performance, interventii
site-specifice), duo-ul artistic identifica si scoate in
evidenta trasaturi comune ale spatiului fost comunist,
concentrandu-se pe teme relevante in contextul

actual, de la fluxul capitalului si raporturile de putere in
economia globala, la resemnificarea utopiilor sociale.
— Expozitii (selectie): Prapadenia pamantului,

Salonul de proiecte, Bucuresti (2016, solo); (Still (the)
Barbarians, EVA Biennial, Limerick (2016); Flying Utopia,
tranzit.sk/Bratislava (2015, solo); Le monde et la dette,
D+T Project, Bruxelles (2015, solo); All Men Become
Sisters, Muzeum Sztuki ms2, £6dz (2015); A Luxury We
Cannot Afford, Para Site, Hong Kong (2015); / do not
know the real story which happens there, Argos Centre
for Arts and Media, Bruxelles (2014, solo); 46°1941“N
23°12'44"E Geamana, Andreas Huber Gallery, Viena
(2014, solo); Social Factory, 10th Shanghai Biennale,
Power Station of Art, Shanghai (2014); A History, Centre
Pompidou, Paris (2014); All That Is Solid Melts Into Air,
Extracity, Antwerp (2013, solo); | Dreamt the Work of
Another Artist, Kunsthalle Lisabona (2013, solo); The
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Order of Things, DAAD Galerie, Berlin (2012, solo);
Geometric Analogies, D+T Project, Bruxelles (2012);
Land Distribution, Lombard Freid Projects, New York
(2011, solo); All Power to the Imagination!, Secession,
Grafischess Kabinett, Viena (2009, solo); Mona
Vatamanu & Florin Tudor, Surplus Value, BAK, basis voor
actuele kunst, Utrecht (2009, solo).

Lucrarile lor au fost expuse in cadrul unor importante
expozitii internationale precum EVA Biennial (Limerick,
2016), a 10-a editie a bienalei de la Shanghai (2014), a
12-a editie a bienalei de la Istanbul (2011) precum si la
editiile 54 si 52 ale Bienalei de la Venetia (2011 / 2007).

Mona Vatamanu (b. 1968) & Florin Tudor (b. 1974)

have been working together since the year 2000.

Using multiple techniques (film, photography, painting,
performance, site-specific interventions), the artistic
duo identifies and highlights common traits of post-
communist space, focusing on themes such as the flow
of capital and the power relations in the global economy;,
to resignifying social utopia.

— Selected exhibitions: The Wretched of the Earts,
Salonul de proiecte, Bucharest (2016, solo); Still (the)
Barbarians, EVA Biennial, Limerick (2016); Flying Utopia,
tranzit.sk/Bratislava (2015, solo); Le monde et la dette,
D+T Project, Brussels (2015, solo); All Men Become
Sisters, Muzeum Sztuki ms2, £6dz (2015); A Luxury We
Cannot Afford, Para Site, Hong Kong (2015); | do not
know the real story which happens there, Argos Centre
for Arts and Media, Brussels (2014, solo); 46°19'41"'N
23°12'44"E Geamana, Andreas Huber Gallery, Vienna
(2014, solo); Social Factory, 10th Shanghai Biennale,
Power Station of Art, Shanghai (2014); A History, Centre
Pompidou, Paris (2014); All That Is Solid Melts Into Air,
Extracity, Antwerp (2013, solo); | Dreamt the Work of
Another Artist, Kunsthalle Lisbon (2013, solo); The Order
of Things, DAAD Galerie Berlin (2012, solo); Geometric
Analogies, D+T Project, Bruxelles (2012, solo); Land
Distribution, Lombard Freid Projects, New York

(2011, solo); All Power to the Imagination!, Secession,
Grafischess Kabinett, Vienna (2009, solo); Mona
Véatamanu & Florin Tudor, Surplus Value, BAK, basis voor
actuele kunst, Utrecht (2009, solo).

Their works have been exhibited at important
international exhibitions, including the EVA Biennial
(Limerick, 2016), the 10th Shanghai Biennial (2014), the
12th Istanbul Biennial (2011), as well as the 54th and
52nd editions of the Venice Biennial (2011/2007).

Sorin Vreme

Sorin Vreme (n. 1962) traieste la Timisoara. Membru al
Asociatiei Simultan din 2004, artistul este preocupat de
video, sunet, desen si instalatie, prelucrand in lucrarile
sale elemente din realitatea imediata, spatiile interstitiale
si momentele de tranzitie intre doua puncte.

— Expozitii (selectie): Alte incaperi, Galeria Plan B,
Fabrica de Pensule, Cluj-Napoca (2015); Printre randuri,
Galeria Plan B, Fabrica de Pensule, Cluj-Napoca
(2014); DESEN, Galeria Jecza, Timisoara (2013, solo);
TERMINAL, Galeria de Arta Contemporana a Muzeului
National Brukenthal, Sibiu (2012, solo); Posibil - nesigur,
Halele TIMCO, Timisoara (2011); When History Comes
Knocking: Romanian Art from the 80s and 90s, in Close
Up, Galeria Plan B, Berlin (2010); Video Installation,
Galeria Helios, Timisoara (1996, impreuna cu Tudor
Vreme); Inter(n), Arad (1995); Alba ca Zapada si cei
sapte pitici, AV.E., Arnhem (1995); EX ORIENTE LUX,
Galeria Dalles, Expozitia Anuala a Centrului Soros de
Arta Contemporana Bucuresti (1993).

A expus in cadrul Bienalei Internationale de Arta de la
Venetia, in 1997 si in 2001.

Sorin Vreme (b. 1962) lives in Timisoara. A member

of the Simultan Association since 2004, the artist

is preoccupied with video, sound, drawing and
installations, processing elements of immediate reality,
interstitial spaces and moments of transition between
two points into his works.

— Selected exhibitions: Alte incaperi [Other rooms],
Plan B Gallery, The Paintbrush Factory, Cluj-Napoca
(2015); Printre randuri [Between the lines], Plan B
Gallery, The Paintbrush Factory, Cluj-Napoca (2014);
DESEN, Jecza Gallery, Timisoara (2013, solo);
TERMINAL, Contemporary Art Gallery of the Brukenthal
National Museum, Sibiu (2012, solo); Posibil - nesigur
[Possible - uncertain], TIMCO Halls, Timisoara (2011);
When History Comes Knocking: Romanian Art from the
80s and 90s, in Close Up, Plan B Gallery, Berlin (2010);
Video Installation, Helios Gallery, Timisoara (1996, with
Tudor Vreme); Inter(n), Arad (1995); Alba ca Zdpada si
cei sapte pitici [Snow White and the seven dwarves],
AV.E., Arnhem (1995); EX ORIENTE LUX, Dalles Gallery,
Annual Exhibition of the Soros Contemporary Art
Center, Bucharest (1993).

He exhibited at the Venice International Art Biennial, in
1997 and 2001.

Mansarda
The Attic

Horia Bernea

Horia Bernea (1938-2000) a fost unul dintre cei mai
influenti artisti roméani incepand cu anii ‘60. Dupa

studii incomplete de matematica si arhitectura, Horia
Bernea absolva Institutul Pedagogic din Bucuresti,

cu specializare in desen. In anii ‘70 a participat

la numeroase expozitii personale sau de grup in
strainatate, la Galeria Richard Demarco (1970-1971),
Galeria Sigi Krauss (1971), Compass Gallery, Glasgow
(1971), Generative Art Gallery, Londra (1976), dar siin
Romania, in special cu seria de expozitii personale Deal.
n1971 obtine la Bienala de la Paris premiul ,Francois
Stahly”. In 1990 devine director al Muzeului Taranului
Roman. Intre expozitiile personale mai recente amintim:
retrospectiva Horia Bernea (Muzeul National de Arta,
1997) si Horia Bernea - Real Time (MNAC, 2010).

Horia Bernea (1938-2000) was one of the most
influential Romanian artists since the 1960s. After
incomplete studies of mathematics and architecture,
Horia Bernea graduated from the Pedagogical Institute
in Bucharest, with a specialization in drawing. In the
70s he participated in numerous exhibitions abroad at
the Richard Demarco Gallery (1970-1971), Sigi Krauss
Gallery (1971), Compass Gallery, Glasgow (1971),
Generative Art Gallery, London (1976), and in Romania
with the cycle of solo exhibitions Hill. In 1971 he receives
the prize ,Frangois Stahly” at the Paris Biennale. In
1990 he becomes director of the Museum of Romanian
Peasant. Among his more recent solo exhibitions: the
retrospective Horia Bernea (National Museum of Art,
Bucharest, 1997) and Horia Bernea - Real Time (MNAC,
2010).

Roman Cotosman

Roman Cotosman (1935-2006) a fost membru al
Grupului 111 din Timisoara in intervalul 1966-1969,
impreuna cu Constantin Flondor si Stefan Betalan.

In 1968 a luat parte la o expozitie importanta care a
prezentat o serie de artisti interesati de tendintele neo-
constructiviste in arta romaneasca, expozitie organizata
la Sala Kalinderu din Bucuresti. Dupa participarea sa la
Bienala Constructivista din Niirnberg in 1969 a emigrat
in SUA si s-a stabilit la Philadelphia in 1972. Printre
expozitiile sale recente: Roman Cotosman, Muzeul de
Artd, Timisoara (2008 si 1997), Artisti in exil, MNAC
Bucuresti (2006), Roman Cotosman — George Apostu,
Galeria Etaj 34, Bucuresti (2006), East-West Gallery,
New York (1996).

Roman Cotosman (1935-2006) was a member of the
Timisoara-based Group 111 (1966-1969) together with
Constantin Flondor and Stefan Betalan. He took part
in a landmark group exhibition showcasing the neo-
constructivist tendencies in Romanian contemporary
art, organized at the Kalinderu Hall in Bucharest in 1968.
After his participation in the Constructivist Biennale in
Niirnberg in 1969 he emigrated to the United States of
America and settled in Philadelphia in 1972. Among his
more recent exhibitions: Roman Cotosman, Museum of
Art, Timisoara (2008 and 1997), Artists in Exile, MNAC
Bucharest (2006), Roman Cotosman — George Apostu,
Etaj 3/ Gallery, Bucharest (2006), East-West Gallery,
New York (1996).

lon Grigorescu

lon Grigorescu s-a nascut in 1945 in Bucuresti, unde
traieste si lucreaza, find o figura emblematica a artei
contemporane din Romania. Intre expozitiile sale
personale amintim: Opera pictatd, MNAR, Bucuresti
(2017), Cortinele democratiei, in cadrul PHotoESPANA,
Istituto Europeo di Design, Madrid (2012), In the

Body of the Victim 1969-2008, Muzeul de Arta
Moderna, Varsovia (2009), On the Ground, Salzburger
Kunstverein, Austria (2006). Lucrérile lui lon Grigorescu
au fost prezentate in cadrul unor expozitii prestigioase
precum: Documenta 12 in Kassel (2007), Bienala de la
Berlin si Les Promesses du Passé, Centrul Pompidou,
Paris (2010), Out of Place, Tate Modern (2011),
Transmissions: Art in Eastern Europe and Latin America,
1960-1980, MoMA New York (2015).

lon Grigorescu, born in 1945 in Bucharest where he lives
and works, is an iconic figure of contemporary art in
Romania. His solo exhibitions include: The Painted Work,
National Museum of Art of Romania, Bucharest (2017),
The Curtains of Democracy, within PHotoESPANA,
Istituto Europeo di Design, Madrid, Spain (2012), In

the Body of the Victim 1969-2008, Museum of Modern

Art, Warsaw (2009), On the Ground, Salzburger
Kunstverein, Austria (2006). lon Grigorescu’s work

was also exhibited in important group exhibitions such
as Documenta 12 in Kassel (2007), the Berlin Biennale
and Les Promesses du Passé in Centre Pompidou,
Paris (2010), Out of Place at Tate Modern (2011),
Transmissions: Art in Eastern Europe and Latin America,
1960-1980 at MoMA New York (2015).

Pavel llie

Pavel llie (1927-1995) a absolvit Institutul de Arte
Plastice din Bucuresti in 1955 si a emigrat in Elvetia

in 1977. A expus impreuna cu grupul 111 din Timisoara
la Bienala Constructivista de la Nirnberg, in 1969.
Participa in expozitia de grup Romanian Art Today la
Galeria Richard Demarco, Edinburgh, in 1971, iar in
1973 deschide o expozitie personala la aceeasi galerie.
n 1974, Galeria Noua din Bucuresti i consacra prima
expozitie personala din Romania.

Pavel llie (1927-1995) graduated from the Institute

of Fine Arts, Bucharest, in 1955 and immigrated to
Switzerland 1977. In 1969, he takes part, together with
the 111 group from Timisoara, in the Constructivist
Biennale in Nirnberg. He participates in the group
exhibition Romanian Art Today at the Richard Demarco
Gallery in Edinburgh in 1971, and two year later he opens
a solo exhibition at the same gallery. In 1974, the New
Gallery in Bucharest organizes the first solo exhibition in
Romania with works by Pavel llie.

Julian Mereuta

Julian Mereuta (1943-2015) a fost un critic de arta si
artist vizual interesat de arta conceptuala, performance,
instalatie, pictur, video. In anii ‘60 a studiat istoria si
teoria artei la Institutul de Arte Plastice din Bucuresti,
iar mai tarziu a lucrat la revista Arta. In 1972 a expus

la CAYC Buenos Aires, iar in 1973 a deschis expozitia
Desenele lui J.A., la Galeria Galateea, Bucuresti,
impreuna cu lon Bitzan. In anii ‘70 a devenit apropiat de
poetul Gellu Naum, iar in 1978 a emigrat la Paris. In 2013
a lansat, impreuna cu Decebal Scriba, o galerie virtuala
cu participare internationald in care si-a prezentat mai
multe lucrari tarzii - http://frequentlynowhere.com.

Julian Mereuta (1943-2015) was an art critic and

visual artist interested in conceptual art, performance,
installation, painting, video. In the 60s he studied

art history and theory at the Institute of Fine Arts,
Bucharest, and later worked at the Arta magazine. In
1972 he exhibited at CAYC Buenos Aires and in 1973
he opened the exhibition The Drawings of J.A., together
with lon Bitzan, at the Galeria Galateea in Bucharest.
In the 70s he became very close to the surrealist poet
Gellu Naum and in 1978 he immigrated to Paris. In 2013
he launched, with Decebal Scriba, a virtual gallery with
an international participation, where several of his late
works were presented — http://frequentlynowhere.com.

Paul Neagu

Paul Neagu (1938-2004) a absolvit Institutul de Arte
Plastice din Bucuresti in 1965. in 1970 Neagu a parasit
Romaénia si dupa cateva luni petrecute la Edinburgh s-a
stabilit la Londra, devenind cetétean britanic in 1977. In
Londra a expus pentru prima oara la Sigi Krauss Gallery
n 1971, unde a prezentat happening-ul Cake Man. Au
urmat expozitii personale la Serpentine Gallery (1973) si
Modern Art Oxford (1975), fiecare expozitie fiind atent
construita de Neagu insusi. A inceput s& predea in 1973
la Hornsey School of Art si ulterior la Royal College of
Art. In 2015, Henry Moore Institute din Leeds i-a dedicat
o ampla expozitie personala intitulata Paul Neagu:
Palpable Sculpture.

Paul Neagu (1938-2004) graduated from the Institute
of Fine Arts, Bucharest in 1965. In 1970 Neagu left
Romania and after a few months in Edinburgh, he made
London his home, becoming a British citizen in 1977. In
London his work was first seen at Sigi Krauss Gallery in
1971 where he presented Cake Man, an edible sculpture
event. This was followed by solo exhibitions at the
Serpentine Gallery (1973) and Modern Art Oxford (1975),
with each exhibition carefully constructed by Neagu
himself. He began teaching in 1973, first at Hornsey
School of Art and then at the Royal College of Art. In
2015, The Henry Moore Institute in Leeds organized the
survey exhibition Paul Neagu: Palpable Sculpture.
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Eugenia Pop

Eugenia Pop s-a nascut in 1945, la Cugir; a trait si lucrat
la Cluj-Napoca pana in 2012. A absolvit Institutul de
Arte Vizuale Cluj-Napoca, Departamentul de Ceramica,
in 1971. Intre expozitiile ei recente amintim: MAPPING
BUCHAREST, ART, MEMORY, AND REVOLUTION
1916-2016, MAK, Viena (2015); Summer Salon, Plan B,
Cluj-Napoca (2012); When History Comes Knocking:
Romanian Art from the 80s and 90s in Close Up, Plan

B, Berlin (2011); There is Fire in the Kiln, expozitie
personala la Muzeul de Arta din Cluj-Napoca (2001).

Eugenia Pop, born 1945 in Cugir, Romania, lived in
Cluj-Napoca until 2012. She graduated from lon
Andreescu Visual Arts Institute from Cluj-Napoca, the
Department of Ceramics, in 1971. Selected exhibitions
include: MAPPING BUCHAREST, ART, MEMORY, AND
REVOLUTION 1916-2016, MAK, Vienna (2015); Salonul
de vard, Plan B, Cluj-Napoca (2012); When History
Comes Knocking: Romanian Art from the 80s and 90s
in Close Up, Plan B, Berlin (2011); There is Fire in the
Kiln, solo exhibition at the Museum of Art Cluj-Napoca
(2001).

Decebal Scriba

Decebal Scriba (n. 1944, Brasov) a absolvit Institutul de
Arte Plastice din Bucuresti in 1973; traieste si lucreaza in
Fontainebleau-Avon, Franta din 1991. Este un artist care
abordeaza medii diverse de lucru precum fotografia,
instalatia, performance-ul si arta video, fiind preocupat
de zona conceptuala. A coordonat in 1974 expozitia
Situatie si concept (Galeriile Orizont, Bucuresti). A
initiat impreuna cu Nadina Scriba proiectul video House
PARTYy, editiile I-Il, in anii 19871988 la Bucuresti. Intre
expozitiile recente: When History Comes Knocking:
Romanian Art from the 80s and 90s in Close Up,
curator Judit Angel, Galeria Plan B, Berlin (2012) si
expozitia personala la Victoria Art Center din Bucuresti,
curatoriata de Olivia Nitis (2015).

Decebal Scriba (b. 1944, Brasov, Romania) graduated
from the Institute of Fine Arts, Bucharest, in 1973; he
lives and works in Fontainebleau-Avon, France since
1991. He works in various media such as photography,
installation, performance and video-art. He coordinated
the exhibition Situation and Concept (Orizont Gallery,
Bucharest, 1974). Between 1987 and 1988, he initiated,
together with his wife, Nadina Scriba, the video project
House pARTy, 1st and 2nd editions, in Bucharest. Among
his recent exhibitions: When History Comes Knocking:
Romanian Art from the 80s and 90s in Close Up, curated
by Judit Angel, Plan B Gallery, Berlin (2012) and the solo
exhibition at Victoria Art Center in Bucharest, curated
by Olivia Nitis (2015).

Magda Radu

Magda Radu este curatoare si istoric de arta stabilita

la Bucuresti. Este fondatoare si co-curatoare a
programului Salonul de proiecte care s-a desfasurat
intre 2011 si 2015 la MNAC Anexa, functionand in
prezent ca initiativa independenta la Palatul Universul
din Bucuresti. A editat sau co-editat mai multe
cataloage de expozitii si carti, printre care: Arta in
Romaénia intre anii 1945-2000. O analiza din perspectiva
prezentului (2016), subREAL (2015), Dear Money (2014)
si André Cadere / Andrei Cadere (2011). In ultimii ani

a fost curator al unor expozitii organizate la MUSAC
(Leon), Spinnerei (Leipzig) si Photo Espafia (Madrid).

In calitate de colaborator la Universitatea Nationald de
Arte din Bucuresti a predat un curs ce analizeaza arta
romaneasca in context est-european, precum si un curs
axat pe studii curatoriale. Este curatoarea participarii
Romaniei la a 57-a editie a Bienalei de Arta de la Venetia
cu proiectul Geta Bratescu - Aparitii.

Magda Radu is a curator and art historian based in
Bucharest. She is one of the founders and co-curator
of the program Salonul de proiecte, which functioned
between 2011 and 2015 at MNAC Anexa and is now

an independent initiative located in the Universul
Palace in Bucharest. She edited (or co-edited) several
exhibitions catalogues and books, among which: Art in
Romania Between 1945-2000. An Analysis from Today’s
Perspective (2016), subREAL (2015), Dear Money (2014)
and André Cadere / Andrei Cadere (2011). In the last
few years she also curated exhibitions at institutions
including MUSAC, Leon; Spinnerei, Leipzig; and Photo
Esparia, Madrid. At the National University of Arts in
Bucharest, she taught a course about the history and
theory of conceptual art in Eastern Europe, as well as

a Curatorial Studies course. She curated the Romanian
participation at the 57th edition of the Venice Biennale
in 2017 with the project Geta Bratescu - Apparitions.
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Mara Ambrozi¢

Mara Ambrozi¢ este cercetatoare doctorald in cadrul
Universitatii John Moores din Liverpool (LJMU),

critic cultural si specialista in strategii de cooperare
transnationala. Din 2007 pana in 2012 a predat la
Universitatea IUAV din Venetia, sectia de arhitectura, in
calitate de profesor onorific pe langa Marta Kuzma, si a
fost lector invitat in 2013 al Facultatii de $tiinte Politice
(Sciences Po) din Paris. A curatoriat expozitii ale unor
artisti prolifici (Giorgio Andreotta Calo, Tobias Putrih,
Kiluanji Kia Henda), a condus un program cu o durata
de cinci ani dedicat artistilor africani, Art Enclosures /
Incinte artistice (Fondazione di Venezia, 2008-2012) si
s-a implicat in proiecte de cercetare (ex. reconstructia
Section des Figures a lui Marcel Broodthaers, la
Monnaie de Paris, in 2015). A organizat conferinte,
printre care si Art as a Thinking Process: Visual Forms
of Knowledge Production / Arta ca proces de reflectie:
forme vizuale ale productiei de cunoastere (lucréarile

din cadrul acestei conferinte au fost publicate de cétre
Sternberg Press, in 2012) si States of Opacity/ Stéri de
opacitate cu E. Dyagani Ose la cea de-a 12-a Bienala
Dak’Art (2016). A fondat Libraries of the Future, proiect
lansat la Centrul Pompidou, Paris, si conduce din 2015
Pavilionul statului NSK care s-a deschis pe parcursul
celei de-a 57-a editii a Bienalei de la Venetia. A co-editat
si participat in calitate de co-autor la mai multe proiecte
editoriale, printre care Divine Comedy (Kerber Verlag,
2013), Uchronia (Sternberg Press, 2017) si altele.

Mara Ambrozi¢ is a Ph.D researcher at Liverpool

John Moores University (LJMU), a cultural critic and

a transnational cooperation strategies specialist.

From 2007 to 2012, she lectured at IUAV University of
Architecture in Venice as a professorial fellow to Marta
Kuzma, and was a visiting lecturer in 2013 at Sciences
Po in Paris. She has curated exhibitions for prolific
artists (Giorgio Andreotta Calo, Tobias Putrih, Kiluanji
Kia Henda), directed a five-year program for African
artists, Art Enclosures (Fondazione di Venezia, 2008-
2012), and was engaged in various research missions
(such as the reconstruction of Marcel Broodthaers's
Section des Figures exhibition, Monnaie de Paris,
2015). Among other symposiums, she organized Art

as a Thinking Process: Visual Forms of Knowledge
Production, the proceedings of which were published
by Sternberg Press, in 2012 and States of Opacity with
E. Dyagani Ose at the 12th Dak’Art Biennale (2016). She
is founder of Libraries of the Future, launched at Centre
Pompidou, Paris, and she has been director of the

NSK State Pavilion since 2015, opening during the 57th
Venice Biennale (2017). She has co-edited and written
for several books, including Divine Comedy (Kerber
Verlag, 2013) and Uchronia (Sternberg Press, 2017) and
others.

Bogdan Ghiu

Bogdan Ghiu (n. 1958) este poet, critic si teoretician
(literatura, media, arta contemporana, arhitectura,
filosofie, traductologie), traducator de filosofie i
literatura franceza (Foucault, Derrida, Deleuze,
Bourdieu, Bataille, Barthes, Ranciére, Ricoeur, Artaud,
Baudelaire, Breton, Duras, Leiris, Sade, Sansal etc.), fost
elev al lui Jacques Derrida, membru al Generatiei 80,
curator al Trienalei de Arhitecturé East Centric si editor
al catalogului Performing History pentru participarea
Romaniei la Bienala de la Venetia (2011). Cele mai
recente aparitii sunt Opera poetica (2017), eseurile Totul
trebuie tradus. Noua paradigmé (un manifest) (2015) si
Linia de productie: lucrand cu arta (2014), si traducerile
Curajul adevarului. Guvernarea de sine si guvernarea
celorlalti Il. Cursuri la Collége de France (1983-1984) (M.
Foucault), Marges - de-ale filosofiei (J. Derrida), Obviu
si Obtuz (R. Barthes) si Nu am fost niciodata moderni (B.
Latour). Sustine rubricile saptamanale ,De-clic(k)/Atelier
deschis” (Observator cultural) si ,Evul Media” (LiterNet),
si rubrica zilnica ,Unde ne oprim in Bucuresti” (Radio
Romania Cultural). La Art Encounters 2015 a sustinut
conferinta ,Be East: intre indistinctie si intimidare,
Design & Desen. Arta in noile economii ale atentiei si
terorii”.

Bogdan Ghiu (b. 1958) is a poet, critic and theoretician
(literature, media, contemporary art, architecture,
philosophy, translation), translator of philosophy

and French literature (Foucault, Derrida, Deleuze,
Bourdieu, Bataille, Barthes, Ranciére, Ricoeur, Artaud,
Baudelaire, Breton, Duras, Leiris, Sade, Sansal etc.),
former student under Jacques Derrida, member

of the 80s Generation, curator of the East Centric
Architecture Triennial, and editor of the Performing

History catalogue, designed with the occasion of
Romania’s contribution to the Venice Biennial in 2011.
His most recent publications are Poetic works (2017),
the essays All must be translated. The new paradigm

(a manifesto) (2015) and The Production Line: working
with art (2014), as well as the translations The Courage
of Truth. Governing oneself and governing others II.
Lectures at the Collége de France (1983-1984) (M.
Foucault), Marges - philosophicals (J. Derrida), Obvious
and Obtuse (R. Barthes), and We were never modern
(B. Latour). He writes the weekly columns “De-clic(k)/
Open workshop” (Cultural Observer) and “Media Ages”
(LiterNet), as well as the daily column “Where do we
stop in Bucharest” (Radio Romania Cultural). At Art
Encounters 2015, he held the conference ,Be East:
between indistinguishableness and intimidation, Design
& Drawing. Art within the new economies of attention
and terror”.

Flavia Goian

Flavia Goian este psihanalista, membra a Asociatiei
Lacaniene Internationale si traducatoare literara la Paris.
Autoare a mai multor articole pe marginea literaturii,
psihanalizei si a teatrului, printre care: ,L'écriture de
Joyce, est-elle borroméenne ? (Le cercle et la croix)”,
L+Amorexie”, ,Nora le Sinthome” si ,Le Désabonné de
I'Inconscient” (La Célibataire, n° 27, Hiver 2013), ,Le
Ouii-dire de Joyce: Ulysse et Finnegans Wake », ,Je

suis, moi, Artaud” (La Célibataire, n° 29, Hiver 2014), ,La
trahison propre au poéte” (Michel Deguy, exercices de
contrariété, Hermann, Paris, 2017), ,Dedans dehors (sur
la poésie de Bernard Noél a partir des Extraits du corps,
La Chute des Temps et L'été langue morte)” (2018), “A
Commentary on the Twelfth Session of Lacan’s XXIVth
Seminar: L'Insu que sait de I'une-bévue s‘aile a mourre”
(THE LETTER, Irish Journal for Lacanian Psychoanalysis,
n° 62, Dublin, 2016); ,Nora il sinthomo” (Lacan, lettore di
Joyce, Portaparole, Roma, 2016), publicate in reviste sau
carti de specialitate, in Franta, Irlanda, Belgia si Italia.

A realizat noua transcriere adnotata a Seminarului

Le Sinthome (1975-1976) de Jacques Lacan (Editura
Asociatiei Lacaniene Internationale, Paris, 2012).

Flavia Goian is a psychoanalyst, member of the
International Lacanian Society, and a literary translator
based in Paris. She is the author of multiple articles at
the boundaries between psychoanalysis and literature
or theatre, including: “L'écriture de Joyce, est-elle
borroméenne? (Le cercle et la croix)”, “Amorexie”, “Nora
le Sinthome” and “Le Désabonné de I'lnconscient” (La
Célibataire, n° 27, Winter 2013), “Le Oui-dire de Joyce:
Ulysse et Finnegans Wake”, “Je suis, moi, Artaud” (La
Célibataire, n° 29, Winter 2014), “La trahison propre

au poéte” (Michel Deguy, exercices de contrariété,
Hermann, Paris, 2017), “Dedans dehors (sur la poésie
de Bernard Noél a partir des Extraits du corps, La
Chute des Temps et L'été langue morte)” (2018), “A
Commentary on the Twelfth Session of Lacan’s XXIVth
Seminar: LInsu que sait de I'une-bévue saile 8 mourre”
(THE LETTER, Irish Journal for Lacanian Psychoanalysis,
n° 62, Dublin, 2016); “Nora il sinthomo” (Lacan, lettore
di Joyce, Portaparole, Roma, 2016). Her writings have
been published in specialized magazines and books in
France, Ireland, Belgium and Italy.

She has completed a new annotated translation of
Jaques Lacan’'s Seminar Le Sinthome (1975-1976) (The
Publishing House of the International Lacanian Society,
Paris, 2012).
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