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Cand, la sfarsitul anului 2014, a prins contur ideea organizarii unui amplu eveniment de arta contem-
porana la Timisoara, aceastd intentie parea, pentru multi dintre noi, improbabila. In citeva luni, insi,
Art Encounters a devenit o realitate vie, un organism complex, ce a reusit sa coaguleze entuziasmul si
energiile comunitatii locale si ale celei artistice nationale.

Fundatia Art Encounters si-a asumat rolul de ferment al acestei stari, reusind sa creeze punti: spre
trecut—amintind vocatia Timisoarei pentru miscarea novatoare, de avangardd, a anilor '60-"70, si a ince-
putului anilor '9o-2000; spre prezent, aducind arta de valoare in apropierea fieciruia dintre noi; spre
viitor, oferind tinerilor creatori sansa de a-si investiga propriile mijloace de exprimare, de a experimenta
noi practici artistice; in spatiu, aducand Aradul mai aproape de Timisoara, pe harta artei, dar si, ceea ce
este cel mai important, punti spre ceilati, spre public, ca principal destinatar al artei.

Implicatd puternic in social, arta contemporana inregistreaza pulsatiile vremii. Este deschisa spre lume,
iese pe stradd, coboara in spatii nepretentioase. Provoaca reactie si participare. De aceea, una dintre tin-
tele evenimentului Art Encounters este sa ofere publicului oportunitatea de a se intdlni cu arta, de a
experimenta, de a participa la o comunicare activa cu artisti, curatori, directori de muzee si critici de
artd, in punctul de intersectie al scenei artistice romanesti cu cea internationald. Limbajul vizual are,
insd, nevoie sa fie mediat. Evenimentul va fi, de aceea, mereu insotit de un program educational flexibil,
capabil sd se adreseze tuturor generatiilor si tuturor categoriilor de public, de la cel foarte cultivat, pana
la cel ce se intalneste pentru intaia oard acum cu acest limbaj.

De la bun inceput, Art Encounters si-a dorit sa cartografieze locul si evolutia artei romanesti contempo-
rane in contextul generos al artei internationale si in perspectiva propriei sale deveniri. Acum, se afld la
inceputul acestui drum, pe care ni-l propunem lung si ascendent in editiile viitoare. Pentru aceasta, tre-
buie doar sd ldsdm ca drumul numit Art Encounters sd se aseze, atent, in realitatea noastra prezenta.

Ovidiu Sandor



When, at the end of 2014, the idea of organising a major contemporary art event in Timisoara took shape, such
an aim seemed improbable to many of us. But in just a few months, Art Encounters has become a living reality,

a complex organism, which has succeeded in crystallising the enthusiasm and energies of both the local commu-
nity and the national arts community.

The Art Encounters Foundation has harnessed the ebullience of this mood and has built bridges: to the past,
recalling Timisoara’s innovative and avant-garde vocation in the 1960’s and 70’s and the early 1990’s; bridges
to the present, bringing art of value close to all of us; to the future, providing young artists with the opportunity
to investigate their own media of expression, to experiment with new artistic practices; bridges in space, bring-
ing Arad closer to Timisoara on the arts map; and, most importantly of all, bridges to others, to the public, as
art’s principal addressee.

With a strong involvement in the social, contemporary art records the pulse of the times. It is open to the world,
it goes out into the street, it descends into unpretentious spaces. It provokes reaction and participation. For this
reason, one of the goals of the Art Encounters event is to provide the public with the opportunity to encounter art,
to experience, to participate in an active communication with artists, curators, museum directors, and art critics,
at the point where the Romanian arts scene intersects with the international one. But the visual language needs
to be mediated. This is why the event will always be accompanied by a flexible educational programme, capa-
ble of addressing every generation and every category of public, from the highly cultivated to those who are now
encountering this language for the first time.

From the outset, Art Encounters aimed to map Romanian art’s place in the wider context of international art
and from the perspective of its own evolution. The event is now at the beginning of its journey, a journey which
we intend to be long and upward in the years to come. For this, we need only to allow the journey we have called
Art Encounters to settle carefully into our present reality.

Ovidiu Sandor
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EXPOZITIILE A ENCOUNTERS

Reald pereste forma externa a lucrurilor, ci esenta lor. Plecand de lg aeest adevdr, va fiimposibil,
pentru oricine, sd exprime ceva in mod esential prin imitar, Drafetei externe.

Catalogul Expozitiei Brancusi, Brummer Gallery, New York, 1926
Aparenta si esentd, tema-cadru a €i editii Art Encounters, descrie un spatiu al controversei care
determing, relevant, atat reftectia filozofica asupra realitatii, cat si reprezentarea artistica a acesteia.
Ceea ce noi percepem ca formad exterioara si consistenta a lucrurilor nu corespunde cu ceea ce simtim si
resimtim la nivel emotional. Indiratul aparentei perceptibile a fenomenelor se dezvolti, prin interme-
diul gandirii si al cunostintelor asociative de care dispunem, o altd dimensiune.

Plecam de la ideea cad arta vizuala nu creeaza o replica fideld sau o imitatie a realitatii exterioare, ci ca
are valenta de a crea o alta, care, la randul ei, are acel potential de a ne transmite esentialul. Operele de
artd sunt comentarii la adresa realititii noastre sociale si a existentei noastre obiective. In acelasi timp,
ele documenteza un proces analitic ce tinde sd inteleagd complexitatea realului, sa o descompuna si sa
ne semnaleze concepte alternative ale comprehensiunii.

In calitate de curatori ai primei editii Art Encounters, am fost nevoiti si circulim, in decursul ultime-
lor luni, pe un teren vast, necunoscut noud. Am decis sa proceddm precum arheologii care fac sapaturi
intr-un sit a carui importanta istorica si artistica se va revela doar odata cu descoperirea si etalarea fie-
cdrui artefact in parte. Ne-am straduit, strat cu strat, s3 determinam obiecte si grupuri artistice. Tot asa,
am apelat la experienta si cunostintele altor echipe de , recuperatori de artefacte”, am facut recurs la alte
colectii deja alcatuite. Aparentd si esentd prezintd, in locatii diferite ale urbei, colectia de artefacte rezul-
tate in urma acestor cercetari multistratificate. De ea tine proiectul expozitional al Alexandrei Croitoru
(Salonul de proiecte), expozitia curatoarei independente Ioana Mandeal, prezentarea grupului artis-
tic Avantpost din Timisoara si o serie de exponate in custodie, din colectiile particulare ale lui Roger
Akoury, Razvan Banescu, Mircea Pinte, Ovidiu Sandor, din Colectia Regald de Arta Contemporana si, nu
in ultimul rand, prezentarile unor galerii comerciale gazduite in Guesthouse-ul Cazarmei Franz Josef.

Tuturor acestor implicati le adresam multumirile noastre. Pentru increderea pe care a aratat-o deciziilor
noastre curatoriale, 1i multumim lui Ovidiu Sandor, presedintele Fundatiei Art Encounters. Fara abnega-
tia Sorinei Jecza si a Suzanei Vasilescu, a Oanei Romocea si a Georgiei Bacinschi, a tuturor sustindtorilor
pe care, aici, nu ii putem nominaliza, dar care sprijina si contribuie la acest proiect timisorean, realiza-
rea acestei structuri expozitionale atat de complexe nu ar fi fost posibila. Vizavi de directorul Muzeului
de Arta Timisoara, Victor Neumann, ne exprimam tot respectul, dat fiind cd ne-a pus la dispozitie pen-
tru expozitia Sequential Strings minunatele sdli baroce de la etajul intai al cladirii muzeului. La fel de
generosi si cu larga viziune au fost Alina Cristescu (Halele Timco), Calin Petcana de la Galeria Calpe,
Traian Orban de la Muzeul Revolutiei, Sorin Predescu, directorul Directiei Judetene pentru Cultura
(Galeria Pygmalion), Uniunea Artistilor Plastici Timisoara (Galeria Helios) si Comunitatea evreiasca
(Sinagoga din Cetate). Lor, tuturor celor care ne-au pus la dispozitie spatii pentru interventii artistice si
pentru expozitiile noastre, le multumim din inima!

Fara lucrdrile artistilor, insd, activitatea noastra curatoriald n-ar fi avut niciun fel de fundament.
Calitatea exceptionald a lucrdrilor, a operelor artistice este cea care certificd succesul unei expozitii.
Faptul ca acest succes le este la indemana artistilor expozanti, chiar si in conditiile dificile din Romania,
ne obliga la o mare admiratie fata de ei.

Nathalie Hoyos / Rainald Schumacher
Curatori



Whatis real is not the external form, but the essence of things. Starting from this truth it is
impossible for anyone to express anything essentially real by imitating its exterior surface.

Appearance and essence provide the narrative framework behind Art Encounters. Together, these words describe
a tension that has largely defined philosophical reflection on reality and is a central concern of artistic rep-
resentation. The outward forms and conditions that we perceive do not necessarily correspond with what we feel
and sense emotionally. Our associations and knowledge of the world create another dimension behind the realm
of sensory appearance.

We proceed from the assumption that visual art does not simply replicate or imitate the external features of real-
ity, but rather has the potential to convey the essence of reality. Works of art are comments on our social and
existential realities. At the same time, they document an analytical process, seeking to understand, question, and
suggest alternative models for conceiving reality.

As curators of Art Encounters, we have crossed into unfamiliar terrain over the course of the past several months.
We decided to proceed like archaeologists, working on an excavation site in a field whose historical and artis-
tic significance can only be discovered by uncovering the objects buried below the surface. Layer by layer, we
sought to identify individual objects and groups of works. At the same time, we also drew from the experience
and the knowledge of additional ‘excavation teams’ and made use of existing collections. Appearance and
Essence presents the artefacts unearthed by this research at different sites throughout the city. This includes an
exhibition project by Alexandra Croitoru, from the Salonul de proiecte in Bucharest. It further includes an exhi-
bition by independent curator loana Mandeal, a presentation by the artists’ group Avantpost from Timisoara, a
series of loans from the private collections of Razvan Banescu, Mircea Pinte, Ovidiu Sandor, the Royal Collection,
as well as the presentation of a series of commercial galleries that have come together in the Franz Josef
Barracks Guesthouse.

All of these participants have earned our deep gratitude. We would like to thank Ovidiu Sandor, the president of
the Art Encounters Foundation, for the confidence he has placed in our curatorial work. Such a complex exhibi-
tion structure would not have been possible without the persistent efforts of Sorina Jecza and Suzana Vasilescu,
who—with help from Oana Romocea, Georgia Bacinschi and many assistants who we cannot list here individu-
ally—all supported the project in Timisoara. We would like to convey our thanks to the director of the Timisoara
Art Museum, Victor Neumann, for granting us access to the beautiful baroque rooms on the first floor of the
museum for the Sequential Strings part of the exhibition. With great generosity and farsightedness, Alina
Cristescu, owner of the Halele Timco, Cdlin Petcana of the Calpe Gallery, Traian Orban of the Museum of the
Revolution, Sorin Predescu at Pygmalion Gallery, the Artists’ Union Timisoara, Helios Gallery, and the Jewish
Community, all prepared the spaces for artistic installations and exhibitions. We would like to extend a warm
thanks to all of them! However, without the artists’ work, we would have had no basis for our curatorial project.

The outstanding quality of the artwork is the only thing that can truly ensure an exhibition’s success. The fact

that the artists succeeded in creating such powerful works under the difficult conditions in Romania gives us
cause for great admiration. It has been our leading motivation in the months before the opening.

Nathalie Hoyos / Rainald Schumacher
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Diversitatea de etnii, culturi si confesiuni ne obliga sa cream
evenimente pentru publicul cosmopolit al Timisoarei, mixuri
culturale care fac deliciul vizitatorilor—fie ei romani sau stra-
ini. Pentru ca Timisoara, datoritd interesantelor si numeroase-
lor interferente culturale, are un brand pe care trebuie sa-1 res-
pecte, acela de oras multicultural.

In anul 2015, am pus piatra de temelie a ceea ce poate fi unul
dintre cele mai importante evenimente culturale din aceasta
parte a Europei, parte a efortului de a obtine titlul de Capitala
Europeana a Culturii 2021.

Aflat la prima editie, Art Encounters si-a propus promova-
rea educatiei prin artd si culturd pentru un public cat mai larg,

Nicolae Robu

constientizarea diversitatii culturale si intdrirea dialogului
intercultural prin oportunitatea unica de a experimenta arta
contemporana si de a dezvolta intelegerea fata de importanta
artelor vizuale.

Art Encounters creeazd, consolideaza si promoveaza diversita-
tea in cultura si arta, dialogul intre artisti, curatori si publicul
general si, nu in ultimul rand, creeaza premisele unei viitoare
platforme privind evolutia artei romanesti contemporane in
contextul artei internationale.

Sunt increzator cd acest eveniment adresat tuturor generatiilor
va deveni un spatiu de manifestare si recunoastere a adevarate-
lor valori, un eveniment de marca al Timisoarei.

Primarul Municipiului Timisoara
Mayor of the City of Timisoara



Ethnic, cultural and religious diversity requires us to create events
for Timisoara’s cosmopolitan public, cultural mixes to delight visi-
tors, be they Romanian or foreign. Because Timisoara, thanks to its
interesting and numerous cultural influences, has a brand that must
be respected: that of a multicultural city.

In 2015 we have laid the foundation stone of what could be one of
the most important cultural events in this region of Europe, part of
the drive to obtain the title of European Capital of Culture 2021.

The first Art Encounters aimed to promote education through art
and culture for as wide a public as possible, to foster awareness of
cultural diversity, and to strengthen intercultural dialogue through

the unique opportunity to experience contemporary art and develop
an understanding of the importance of the visual arts.

Art Encounters creates, consolidates and promotes diversity in
culture and the arts, dialogue between artists, curators and the
general public, and, last but not least, the premises for a future plat-
form for the development of contemporary Romanian art in an
international context.

Iam confident that this event aimed at all generations will become
a space for the manifestation and recognition of genuine values, a
brand name event for Timisoara.
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De putine cladiri sunt mai atasati oamenii locurilor decat de Palatul Baroc. Pentru destul de multi
dintre ei, emblema Timisoarei acolo este—intre zidurile care au devenit resedinta primului presedinte al
administratiei civile, contele de Villas Perlas.

A fost odata 1751, cand in Banat se producea separarea administratiei camerale de cea militara.

Asa incepe povestea Palatului Baroc. in 1752, cladirea era cunoscuti drept ,,Casa Camerald Veche”.

Era perioada in care se cduta un spatiu pentru resedinta guvernatorului. Un loc sigur si fastuos. Aflat in
interiorul cetatii si cu irizari arhitecturale in afara ei. Stralucirea barocului vienez trebuia adusa, macar
in parte, la marginea Imperiului. Iar model a fost, de acea data, ,Palatul Kinsky” din Viena.

Fatada in stil baroc a fost realizatd in 1774, Insd, dupd numai un secol (intre 1885-1886), arhitectul Jaques
Klein a scos, in parte, decoratiile baroce de pe ceea ce devenise intre timp ,,Casa Comitatului” si le-a
inlocuit cu decoratii de feronerie, specifice arhitecturii 1900. Pana in 1944, Palatul Baroc a fost sediul
Prefecturii judetului Timis-Torontal, iar mai apoi a gdzduit un institut zootehnic si o facultate de agro-
nomie. Povestea Palatului a continuat. Cu sincope. In anii ’8o, clidirea isi rasfira in Piata Unirii zidurile

degradate. Ca sd respire din nou, istoria vizibila a Timisoarei avea nevoie de un miracol.

Cel care a redat fatadei ornamentatia din secolul xvi11 si a refdcut, in acest fel, unitatea pietii (cu
precidere) baroce a fost arhitectul Serban Sturdza. In anii 9o, vechiul Palat a constituit fundalul
primelor festivaluri libere de arta din Romania postcomunista. Stare fard titlu, Pdmant si Zona 1 au
condus la (re)cucerirea de catre public a spatiului abandonat. Natura lor experimentald urmeaza
directia impusa de grupul artistic SIGM4, care a activat in anii 7o, pana la inceputul anilor '80, si ale
cdrui lucrdri se afld in colectia permanenta a muzeului.

Palatul Baroc adaposteste astdzi Muzeul de Arta al orasului. E un spatiu privilegiat: si-a recdpatat stralu-
cirea, respird in euritmii vizuale si desfdsoara simbolizari sugestive. Cu alte cuvinte, miracolul s-a pro-
dus. lar povestea continua.



There are few buildings to which local people are more attached than the Baroque Palace. For a good number of
them, the essence of Timisoara is to be found here within these walls that became the residence of the first head
of the civil administration, the Count of Villas Perlas.

The date in question was 1751, when the conciliar administration of Banat was separated from its military
branch. Thus began the story of the Baroque Palace. In 1752 the building was known as the Old Council House.
This was the time at which a need was felt for a building to serve as the Governor’s residence. A secure, refined
place. Situated within the fortress but with architectural allusions that pointed beyond it. The splendour of
Viennese Baroque would have to be brought, at least in part, to the margins of the Empire. And on this occasion
the model used was the Kinsky Palace.

The building’s Baroque fagade was created in 1774. However, only a hundred years later (in 1885-1886) the
architect Jacques Klein removed part of the Baroque-style ornamentation from what had meanwhile become
County Hall and replaced it with typical nineteenth century decorative ironwork. Until 1944, the Baroque
Palace was the seat of the Timis-Torontal County Prefecture, and later it housed a zootechnical institute and
an agronomy faculty. The story of the Palace continued. But it was barely half alive. In the 1980s, the building’s
dilapidated walls were crumbling on to Unity Square. For it to breathe once again, a miracle needed to happen
in the visible history of Timisoara.

The architect responsible for replacing the facade’s eighteenth-century ornamentation and thus restoring
the predominantly Baroque unity of the square was Serban Sturdza. In the 1990s, the old Palace formed the
backdrop to the first free art festivals to be held in post-Communist Romania. Untitled State of Mind, Earth
and Zone 1 led to the (re)conquering by the public of this abandoned space. Their experimental character
followed the direction set by the sIGMA art group active in the seventies and beginning of the eighties. Today,
their works form part of the Museum’s permanent collection.

Today the Baroque Palace is home to the city’s Art Museum. It is a privileged space: it has recovered its splendour,
breathes an air of visual eurythms and projects an atmosphere of creative symbolism. In other words, the miracle
has happened. And the story continues.



« Constantin Brancusi, Schitd in cerneala
a Coloanei fard sfarsit / Ink sketch for The
Endless Column, 1937

SIRURI SECVENTIALE

Muzeul de Arta Timisoara / Timisoara Art Museum

Nathalie Hoyos / Rainald Schumacher

Constantin Brancusi Mircea Cantor Calin Man & Dan Perjovschi

A Kassen Constantin Flondor kinema ikon Lia Perjovschi
Rosa Barba Teodor Graur Florin Maxa Gert & Uwe Tobias
Stefan Bertalan llona Kalnoky Paul Neagu Gabriela Vanga
Geta Bratescu Gabriel Kelemen loana Nemes

Art Encounters



Expozitia Siruri secventiale din cadrul Muzeului de Arta
Timisoara este un omagiu adus lui Constantin Brancusi si un
element important in structura Art Encounters. Cu exceptia
unei mici fotografii in care Constantin Brancusi a redat pozitia
coloanei pentru Stefan Georgescu-Gorjan, inginerul care coor-
dona lucrarile de instalare (si prietenul sau, deopotriva), artis-
tul nu este deloc prezent in expozitie.

Manifestarea are ca punct de plecare forma estetica si princi-
piul care stau la baza Coloanei infinite, realizate la Targu Jiu, in
1938. Coloana, nalta de 29,3 metri, alcatuita din 15 elemente
romboidale, cu un semiromboid in varf, serveste ca referinta
directi pentru unele dintre exponate. In plus, Coloana infinitd
este, pentru noi, un criteriu de selectie in functie de care am
ales lucradrile ce urmau si fie expuse.

Expozitia insdsi este parte a unor astfel de siruri secventiale.

Ea urmareste ideea infinitului, cea pe care, prin repetarea unor
elemente similare, Brancusi a dus-o, concret, pana la o inal-
time considerabild, pentru ca, prin injumatatirea ultimului ele-
ment romboidal, s-o lase, abstract, nesfarsitului. Expozitia con-
tine proiecte artistice care, (macar) formal si conceptual, i se
aseamanad. Investigatiile noastre de teren, imprumutate din
arheologie, presupun o metoda prin care lucrari din diverse
contexte tematice sunt dispuse in asa fel incat sa se confrunte
liber, pe baza unor puncte comune (comparabile), pe care,
totusi, le au. Pe 1ang3d infinitul linear care patrunde in lumea
noastrd, din infinit venind, si apoi o paraseste tot spre infinit

The exhibition Sequential Strings in the Timisoara Art Museum
is a homage to Constantin Brancusi and an important feature of
Art Encounters.

The exhibition revolves around the aesthetic and intellectual impact
of Endless Column, constructed in 1938 in Targu Jiu. Brancusi is
not represented in the exhibition aside from one small photograph,
on which he drew, indicating the position of the column for Stefan
Georgescu-Gorjan, his friend and the chief engineer of the pro-

ject. The column itself is 29.3 metres high and built of 15 rhomboid
shapes, crowned by a half-rhomboid at the top. It is directly referred
to in several of the artworks on display. In fact, the Endless Column
became a criterion that we used in our selection of works.

As such, the exhibition itself forms part of a sequential string.
Brancusi’s conception of endlessness was articulated in structures
that repeated similar elements to create a larger sculptural form,
which ended at the top in a half-form, suggesting its continuation
into infinity. The exhibition traces this idea by presenting a variety of
formally and conceptually similar artistic projects. Our archaeolog-
ical field research takes an associative approach, via different the-
matic arrangements rather than with reference to purely formal or
aesthetic considerations. In addition to Brancusi’s vision of linear
infinity—suggested by the column’s emergence from one infinity and

indreptandu-se (tot asa cum o face si Coloana), prim-planul
apartine fenomenelor ciclice. Sau intdmplarilor recurente, care
se insird ca margelele si, precum acestea, nu au nici inceput,
nici sfarsit. Multe dintre fenomenele naturale tin de astfel de
intamplari repetitive. Timpul care trece are, pe langa nesfarsi-
rea lui lineard, si trasdtura unei repetitii ciclice.

O meditatie care 1si cautd structuri poate lega fenomene si
intamplari disparate, transformandu-le in succesiuni cauzale si
temporale. Iau nastere, astfel, naratiuni structurate care dezva-
luie, cronologic, o istorie. Dar si care isi fac din faptul petrecut
o premisa a ceea ce e pe cale sa urmeze.

Atat timp cat aceastd procedura pe care am adoptat-o pare

sd fie una rationald, dorim, prin intermediul expozitiei Siruri
secventiale, sa propunem si o altd abordare, una paralela.
Sustinem, astfel, simultaneitatea: aceea a deruldrii istorice a
operelor artistice cu prezenta lor actuala. Pledam pentru un
aici si acum al fiecarei opere de artd. Prezenta aceasta rezidd in
forta estetica pe care opera o desfdsoara in momentul percepe-
rii ei si pe care, rezonand cu impresia ei senzoriald, o radiaza
in reflectie. Important pentru noi nu este, asadar, sa stabilim

o legdtura cauzald intre lucrarile expuse, ci sd indicam asupra
faptului ca toate lucrdrile au fost create dintr-unul si acelasi
interes, dintr-o fascinatie comuna. Prin urmare, Siruri secven-
tiale ridica si problema perenitatii existentei umane, a arcului
temporal in care este cuprinsa viata unui om. Adica una dintre
problemele fundamentale ale artei.

disappearance into the same infinity—cyclical phenomena became
of great interest to us. Recurring, repetitive events, which do not
have a beginning or end, like a string of pearls. Many natural pro-
cesses take this form. The passage of time can appear to take place
in a linear fashion, but can also appear as a circular repetition.

Our thought processes seek structure, connecting and linking indi-
vidual phenomena and events into temporal and causal rela-
tionships. This is how structured narratives form, chronologi-

cal histories that conceive of certain events as pre-conditions for
subsequent ones.

In so far as this process still seems reasonable, we would like
Sequential Strings to illuminate another, parallel line of thought.
We argue that there is both a contemporary presence or a “here and
now” that runs parallel to each work of art’s historical development.
This presence is based on the work’s aesthetic power, which unfolds
at the moment of perception, and continues to expand afterwards via
reflection on our sensory impressions of it. As such, we are not con-
cerned with organising works in a temporal, causal manner. Instead,
we seek to show that all works have developed out of a comparable
interest and a similar fascination. Sequential Strings is therefore
also concerned with questions of human existence, the duration of a
human life. It is one of the fundamental questions of art.

Nathalie Hoyos / Rainald Schumacher



1 Rosa Barba, Only Revolutions

(...less abstract symbols...), 2015

> Gertand Uwe Tobias, Untitled, 2015
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Vedere din expozitie/Exhibition view

llona Kalnoky, Column, 2009, Vedere din expozitie/Exhibition view
Mircea Cantor, Epic Fountain, 2012






4 Paul Neagu, Unnamed, 1990

- Gabriela Vanga, Mirare / Wonder 2015
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INSTALATIE UMEDA
HUMID INSTALLATION

Galeria Geam MAT / Geam MAT Gallery
Muzeul de Arta Timisoara / Timisoara Art Museum

1970, Mdrgdu, Transilvania

Cca. 20.000 m*

Material textil, stalpi, sérma si 15 canale sapate in pamant
PROIECT DE ARTIST |/ ARTIST PROJECT: Ana Lupas

Adaptare pentru ,Europa, Europa”. Das Jahrhundert der

Avantgarde in Mittel- und Osteuropa

1994, Ausstellungshalle Bonn, Germania

2,90 mx4,50mx4,50m

Material textil, acrilic si 20 recipiente (echivalentul canalelor

sapate in pamant)

Martori pentru ,Art Encounters”

2015, Geam MAT, Muzeul de Artd, Timisoara

2,62mx1,65mx1,52m

- Video ,Europa, Europa”. Das Jahrhundert der Avantgarde
in Mittel- und Osteuropa

- Recipiente, Bonn, 1994

- Material textil, Mdrgdu, 1970



Instalatia umedd dateaza din 1970, propusa ca actiune vasta,
amplificand o opera anterioara, Covor zburdtor din 1966.
Anvergura actiunii a fost data de limbajul cantitatii si parti-
ciparea a peste 100 S (subiecti). Conceptul s-a verificat a fi nu
numai suficient pentru a produce o oper4, dar apt de a pro-
grama o vasta actiune fundamental novatoare. Situatia artis-
ticd programata necesita o exprimare explicativa cu efecte for-
mative, dand raspuns nu numai la intrebarile: cine (artistul cu
noul sdu statut)?, dar si pentru cine?. Individul (S) in acest caz
nu este el insusi decat cu conditia de a fi In acelasi timp si cela-
lalt. Sub acest aspect, el este unul si mai multi deodats, vali-
dand caracterul unei asemenea cooperari.

Gesturi care tin de o anumita traditie, consacrata de milenii,
sanctionata ca atare de constiinta comunitatii umane, sunt
transfigurate si convertite in act artistic, capatand valoare sim-
bolica ca fundament al insesi conditiei specifice particulare
omului. Percepute de constiinta subiectilor (S/100) in noua lor
ipostazd (opera de artd), aceste gesturi ale obiceiului omenesc
castigd prin simplitatea lor esentializatd, semnificatia etern si
universal umana, totodata profund etica, care pune in valoare
permanenta actului uman al muncii in succesiunea genera-
tiilor care se recunosc in propriul simbol. Destinatia inalta

Humid Installation dates back to 1970. I conceived it as a vast
action, covering large expanses of space, for Margdu village in
Transylvania. The work represents the extension of an older action,
entitled The Flying Carpet, which took place in the Grigorescu dis-
trict of Cluj in 1966.

To achieve Humid Installation, I worked both with a participatory
model (over 100 persons were involved) and the principle of “re-con-
textualization”: the domestic gesture of hanging out the laundry
was invested with new functions and meanings. The installation
was predicated on the idea that based on two stable coordinates—
space and time—it could keep on developing, virtually to infinity.

I assigned myself the role of an initiator—during the action, the par-
ticipants held this position, under the aegis of a social practice that
consisted of an aesthetic model. Humid Installation rallied an
entire community together in one action and in a particular place,
focusing on aspects that acquired a unique value, both historically
and socially.

The amplitude (volume) of the action was given by the dimensions
the work acquired through the participation of over 100 subjects.
The concept proved to be correct for producing an “oeuvre” and it
also proved to be suitable for planning a massive action, theoreti-
cally innovating. The programmatic artistic situation provides us
with an answer to two questions: Who (the artist in her new status)
and for whom?

In this context, the individual (S) can no longer be himself or herself
without concomitantly also being the others. From this perspective,
he/she is simultaneously one and many, attesting to the specificity of
such a cooperation. Behavioural patterns, engendered by a tradition
that has been validated for several millennia by being kept alive in
the community’s consciousness, acquire a new form and turn into an
artistic act; thus, they gain a symbolic value representing the basis
of the peculiar conditioning of human existence.

a purificarii, prin spalat, se implineste astfel ca act estetic de
catre fiecare individ, care prin acest simbol se simte integrat in
comunitatea umana.

Rezultatul demersului din 1970 a fost un moment unic, repe-
tabil ca intentionalitate, irepetabil ca aspect final; in 1994
Instalatia umeda a suportat o operatie de ,restaurare”, de
punere ,in conserva”. Declarata ca formuld rezultata din con-
strangere (expunerea in interior) si restrangere (suprafata

25 m*) pistreazd mobilitatea si efemeritatea, protejeazi valoa-
rea identificarii acelei activitati cu destinatie, in primul raind
practicd, inscrisd in circuitul banal al operatiilor cotidiene

si anume intinderea panzei la uscat, investitd in acest caz cu
putere de simbol. Echivaleaza canalele sapate in pimant cu
recipientele care primesc si ultima picdtura de umezeala subli-
niatd in aceastd noud situatie cu un adaus de sangeriu.
Instalatia umeda se cere cititd raportat la modul meu de per-
cepere in aceastd perioada a perimetrului artistic mondial ca
static (nedeclarat ca atare) stabilizat in concept. Am abordat
ca solutie proprie in ultimul deceniu si jumatate, pentru a nu
veni in conflict cu mine insdmi, numai interventia, aici inca-
drandu-se ,restaurarile” sau ,,conservele”.

As this new status (as a work of art) is consciously perceived by the
subjects (100 S), these traditional behavioural patterns acquire, by
virtue of the simplicity of their basic structures, a timeless and uni-
versal significance, as well as a profoundly ethical importance; they
represent a form of expressing human labour, as it is handed down
across generations, allowing the latter to recognize, again, them-
selves in their own symbol. Thus, the ultimate goal of linen washing
is achieved, for each individual, through an aesthetic act, enabling
these subjects to identify themselves, through this symbol, as mem-
bers of the community.

The result of the concept launched in 1970 was a special moment
which proved to be repeatable in terms of its intentionality and
unrepeatable in terms of its finality; in 1994, Humid Installation
underwent a conservation process (in the sense of a “tin” enclos-
ing things as they were). As a formula that is entailed by a limita-
tion (indoor exhibition) and a condensation (an area of 25 m®), the
installation maintains its mobility and its ephemeral character; it
also acknowledges the value of this peculiar activity, primarily as

a practical gesture that pertains to the rhythm of daily chores, such
as hanging out the laundry—which, however, is endowed here with
the force of a symbol. The installation also transforms the trenches
dug in the ground during the action of 1970. Vessels become the con-
tainers of the very last drop of humidity, which, in the new situation,
becomes visible through a drop of blood—red (crimson).

Humid Installation should be read in conjunction with the vision I
have had, during this period of the 1990s (as well as in 1985), about
art and its universal borders, namely, that it was static. That is why,
over the course of the past decade and a half, I have consistently
adopted this kind of intervention, as a personal solution, for avoid-
ing to get into conflict with myself, in this of all places, where I agree
with “restorations”.

(1994)

Ana Lupas



SINAGOGA
CETATE

Din Cartierul Cetate a pulsat, secole de-a rdndul, inima Timisoarei. Cladiri baroce elegante, monumen-
tale palate Secession, dar si Sinagoga de pe strada Mardsti au fixat reperele unei cartografii privilegiate.
Ridicata intre 1863 si 1865 dupa planurile arhitectului vienez Ignaz Schumann, Sinagoga din Cetate a
avut parte de doua inaugurari: prima, in 1865, a doua, in 1872—aceasta din urma fiind facuta de impara-
tul Franz Josef.

Cu o arhitectura eclectica, specifica ultimelor decenii ale secolului x1x, Sinagoga imbina armonios ele-

mente maure cu un simbolism emblematic pentru cultul mozaic. Impresionanta (si) ca dimensiune, cu
o fatada din care se ivesc doua turnuri mari (si construitd din caramida aparenta ce alterneaza cu cera-

micd smaltuita), Sinagoga reflectd puterea economica a comunitatii evreiesti din Timisoara celui de-al

XIX-lea veac.

Fiindca astdzi nu mai este folosita ca lacas de cult, cladirea este deschisa publicului, oferind acestuia, cu
generozitate, concerte de camera, spectacole de teatru sau conferinte. Din 2009, a fost gazda Festivalului
International de artd media, muzicd experimentald si electronicd ,,Simultan”.



It was in the Citadel district that the heart of Timisoara beat for several centuries. The elegant Baroque
buildings, the monumental Secession palaces, and not least the Synagogue on Mdrdsti Street set the tone of

a privileged area. Erected in 18631865 after a design by the Viennese architect Ignaz Schumann, the Citadel
Synagogue enjoyed two official openings, the first, in 1865 and the second, at which the Emperor Franz Josef pre-
sided, in 1872.

Built in an eclectic architectural style characteristic of the later decades of the nineteenth century, the
Synagogue is a felicitous combination of Moorish features with standard Jewish symbols. Impressive (also)
in its dimensions, and with a facade from which rise two large towers (and constructed of plain bricks alter-
nating with glazed tiles), the Synagogue reflects the economic power of Timisoara’s Jewish community in the
nineteenth century.

Since it is no longer used as a place of worship, the building generously welcomes the public in for chamber con-
certs, plays and lectures. Since 2009 it has every year hosted the Simultan International Festival of media arts
and experimental and electronic music.



P E R E —|_ E |_ E Scenariu pentru proiectul Peretele: Audio cp,
produs in cadrul expozitiei green box, Galeria

Trafé, Budapest, 13 mai-13 iunie 2004,

curator Livia Paldi.
Script for The Wall Project: Audio cp,
produced for green box exhibition, Trafo

Sinagoga Cetate / Cetate Sinagogue Gallery, Budapest, May 13-June 13, 2004,
curator Livia Paldi.

loana Nemes

Art Encounters

R*: Let’s see... an interview with the Romanian artist Ioana beginning... you've practiced sport... high performance
Nemes, on 24 April 2004. It’s 12:35 pm. How old are you? sport actually...
IN*:In March, on 23, I've made 25. IN: Yeah, Idid handball for almost g years. It took me all my child-
R: 25... You are at the beginning of your career... hood, but it was extremely fun... things got more serious when
IN: You could say so... I'was selected in the senior team, the big one, from the local
R: So,well... we're both going to speak a horrible English, the sport club Rapid, and then at the Romanian junior national
European one... team. From then on, every game was becoming serious, there
IN: Yeah... neither British nor American... were a lot of money involved in it, and I could no longer play
R: Isaw one photo with your Wall Project and it made me freely and irresponsibly as I used to do.
curious to find more about it; why would someone do that R: You experienced somehow the passing from innocent
on his wall at home, and all that... but let’s start with the playing, to the more responsible, professional one...
*  R=Reporter

IN =loana Nemes
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Yes, but I couldn’t say that I was suddenly more responsible on

the sport field... actually I never was... I never understood how

one could play after some over-rehearsed scheme... these are

things invented by the coach, because he is frustrated that he R:
cannot participate directly into the game... and he wants to
control somehow what is going on the field... that’s why, when
Iwas playing I didn’t care at all what the people who were out- R:
side the field were saying... because it’s such a difference being
outside or inside the field...

How come that you turned on to art?

Because I had a serious knee accident, and I had to do an opera-
tion, and then an exhausting physical training for recovery, that R:
at the end didn’t turn out to be a success... So, instead of trying
to play a mediocre handball, I decided to stop altogether and
start something else... something that had nothing to do any-
more with the handball game. I remember that everybody was
shocked at my radical decision... but I just did it, you know...
without thinking too much...

And why ART?

Well, it wasn’t such an alien decision as one may think...

after all; I used to draw a lot before starting the Art University.
Tused to draw hundreds of faces, trying to make it as beauti-
ful as possible... and then with my brother we would arrange

a sort of a beauty contest, and give marks, and finally after
hours and hours of serious deliberations, we would choose

Miss Whatever, from whatever country and with whatever R:
hobbies, and so on... and then, later, I started the music boys

band phase... IN:
The boys’ band phase? R:

Yeah... in which Iwould pretend that I'm the manager of a
boy’s band, and invent them from the scratch... giving names,
ages, and hobbies... And make a lot of drawings with them in a
concert, with them at the restaurant taking a dinner, with them
in a teenager magazine... Hundreds of drawings with my band R:
having success after success... I was completely mad about it...
Wow... it’s like trying to control the mass-media power...
of manipulating...

Yeah... I didn’t like to be manipulated, so, to defend myself I
tried in turn to manipulate an invisible audience that would
consume in a way my drawings... It’s a great pity that I don’t
have them anymore... I've lost them...

Did you use to make only drawings?

No, when I grew up, I started to experiment with the oil
painting... It was fun, because I had no training at all, no
artistic background...

And what kind of paintings were you doing?

Tused to cut out small details from the magazines... and then
to stick them on a paper, to make a collage... I loved to take out
an object from its original context, and by replacing its context,
to change its initial meaning... things like that...

But how did they look?

They were big oil paintings, either black and white, or
extremely colorful... and with an expressionism touch... R:
Do you still have them?

No, I gave them to my best then friend, Kate who now is some-
where on a cruise ship teaching fitness... I've lost track of her...
Hmm... thinking about these two apparently incompat-
ible worlds, do you find any similarities between sport
and art?

Between sport and art? Probably the schedule... the fact that
you have to work hours and hours to be able to do something R:
valuable in the final act, being game... or exhibition... then, the

fact that you travel a lot... all this routine... But, what makes
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things different now, is that when you come back from such an
expedition, you don’t know anymore if you lost or won... so the
confrontation is not so direct as in sport...

Yes, but here the public becomes in a way your

main opponent...

Yeah... and the public is usually very cozy...

And then you entered into the Art School...

Yes, a lot of big frustrations of not having money to buy films...
so, [ used to draw the photos that Iwould like to make it... a lot
of day-dreaming... till my professor, losif Kirdly gave me some
films and so, I started to seriously think about doing pictures...
What was the influence that Ioji, your teacher, and one of
the most important Romanian contemporary artists, had
upon you... and upon your generation?

Well, he was actually the one who showed us that photogra-
phy meant something more than image, something more

than shapes and color... he introduced the terms “philosophy”
and “conceptual photography” in our vocabulary... thus we
started to think before we would push the button... also I bor-
rowed a lot of nice books from his library... I think we were
quite lucky to have him... because, apart from that, the school
system is bullshit from the bottom up... you have to ask your-
self why some of the best students never finished their studies...
because the system prefers only mediocrity... that’s why... it’s
not flexible for those who deserve it...

I know that you've been expelled in your turn, from

the University...

Yes... it was a stupid thing...

Why did they do that?

It was just before finishing my last year and my university
degree... and I had an artistic residency in Vienna, and I wasn’t
careful enough with the rules of the system, and so I underesti-
mated its seriousness... something like that...

Iwould like to talk with you, about the phases you passed
through, in discovering photography... you wrote that you
perceived it somehow, organically...

At the beginning I felt that the photographs could be “tasted”
through the gustative analyzer... that you can feel its taste in a
way or another... I really thought that, similar to the perfumed
small trees that you have in the car in order for the air to be
fresh all the time, photographs could be consumed... and I did,
perceived it organically... And then, later, I started to ask myself
a lot of questions, and was thinking of what I was doing... So

I began to make some stupid series, like for example, a chew-
ing gum stuck on different materials, that would play the role
of a small, frustrated fluff... or, the “dead objects” series, in
which I draw with a chalk on the street—pavement, the con-
tour of different objects that were supposed to be a sort of vIP’s
in Romania, you know, pretzels, cell phones, bingo tickets, plat-
form shoes... that kind of stuff... and then, taking pictures

of these drawings in a manner of a criminal police report...
pretty naive...

And after all those experiments...

After all those experiments, I asked myself why Iwas doing

it? Why ART? I mean, thinking of my different background...
Isaw art as a slippery domain, with no clear rules or borders,

a domain that one cannot grasp totally its meaning... being

so diverse and chaotic. I perceived art as a battlefield of ideas
and shapes and colors, where everyone is the winner and at the
same time the looser...

Were there are any simple classifications as in the

soccer newspaper?
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No, there are, but they are not made based on the artistic (con-
ceptual) value of the artwork, they rely on its packaging qual-
ity, its marketing support...

But aren’t these part of the capitalist art market?

Yes... and I'm angry, because it is supposed that a Romanian
(or East-European) artist doesn’t have the financial courage,
so to speak... to produce... a huge pink sheep... or a lamb...
imagine! A 12 meters pink sheep in the middle of Bucharest, in
front of the National Theatre!

Yes... but this sounds like a disappointment of purely not
having the money to make such a giant sculpture.

No, but it’s also about Western expectations of the East’s
resources... about the limitations that we have in producing
such a, financially demanding sculpture... or anything else.

It was just an example.

Yeah... but those limitations brought the creativity at its
utmost level...

I'would say that the system in which I live is highly crea-

tive, that political corruption and bureaucracy are in their
own sense, highly creative... that the insecurity of tomorrow

is extremely creative... all this stuff makes others and me as
well, creative...

But now, McDonald and its system has a lot of admirers

in Romania...

It’s true... we have to enjoy the freedom till we have it!

Back to your Wall Project... How did it appear?

Iwas looking for an answer to the question: “What am I doing
here?” and I began to observe and analyze my efficiency in pro-
ducing whatever I was producing... I started to look at myself
as a kind of a utopian, unhelpful machine that needs gasoline
in order to function, to produce inefficient art works.

Why do you call it inefficient?

For the simple fact that on a basic level, in a normal working
day, people don’t need art... only at weekends, you know, when
they finish their jobs and are looking for picnic... even then,
people can easily dispense with art and go to a picknick or to a
soccer game...or worse, watching Tv programs... In fact, ART is
the first one, to be cut off, if in a Tv schedule, something has to
be cut off. Imean it’s reality... So, I call my products inefficient
and utopian because, even if there is no clearly demand from
the public, I still produce it...

Why do you produce it? Why are you making ART?

First of all, because I hate to be in a rigid system... I hate to be
only a machine that functions in a previously definite environ-
ment. And then, I dislike expectations of any kind... when I'm
faced with expectations I just play against them... And also
because, my imagination is so impractical, that I feel that I can-
not fit easily into some fixed directions.

But you also managed to work after some directions... the
last Christmas tree that you made for the Save the Children
contest, was called Shopping Mountain, right? And it was a
powerful visual object, a shopping bag transformed into a
luxuriant mountain, where fashion addicts and glamour
consumers tried to survive in an aseptic, yet rich world...
I'loved a lot that tree, because, even if it looked very stylish and
beautiful, I managed to bring a critique towards consumer-
ism... towards the spectators... that were very much alike those
shopping addictive characters from my mountain... And that’s
why they didn’t like it... but I was happy that I could break the
routine, and as a Trojan horse, enter in the middle and deliver
my message... But coming back at what you said about work-
ing in accordance with outside directions, a creative brief, so to
speak... depends a lot on how flexible things are... and, most
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important, “Who is making the rules?” and “For whom?”.
Anyway I had to have the freedom to interpret those rules, to
change their meanings. If I feel like it...

Do you enjoy strict rules? Those limitations...

Yes, I do... but they need to be logical, to have a common

sense, [ mean, to give creativity space to breathe... Limitations,
for an overly creative person, could help, in focusing on one
point only... in concentrating the energy, in order to become
more powerful...

We have to start talking about The Wall Project...

Of course...

Can you briefly describe it?

Physically, The Wall is my wall from where I live, a normal
wall that I use as a huge bulletin board similar to the one used
in offices, in order to discipline my activities... So, I decided

to divide my wall in two parts: the right side represents the
entries, notes pointing at “To Do” projects, and the left side,
showing the “Exit,” done projects. The idea is to move the notes
that represents unrealized projects, ideas that exist only on
paper as sketches, from the right part of the wall to the left one,
means realized projects that met the public in galleries, mag-
azines, net articles and so on... And then I take photographs
every time when something is changing onto the wall. Thus,
document this difficult process of turning ideas into reality...
Why do you name it difficult?

Because it’s so difficult to transform ideas into reality.
Sometimes,  wonder why the human brain is so equipped with
such a fruitful imagination, if the reality can’t deal with it.

To put it simply, the society in whitch we live doesn’t need so
much creativity, or is not able to fully profit from it... I feel that
it’s an enormous waste of human creativity because the capi-
talist structures love only to package their products with it, but
not to use it... you know, efficiency, calculability, predictability
and... control, these four words that describe any business and
its economical success, have nothing to do with creativity...
Think of those ideas that were never written on paper...
and thus, are lost...

No, great ideas have the quality of coming back, in one way

or another...

So, in your Wall Project you try to push yourself, to force
impalpable ideas to become real, to materialize them into
projects, that further meet the public. How many pro-
jects succeed in shifting from the left side of the wall and
becoming reality?

Not many... there are one, two or maximum three projects per
month, but that depends a lot on their size, complexity and
budget required... Totally, there are around four or five impor-
tant things per year...

You started The Wall Project three years ago, right?

Yes.

I've seen some old photos of it and it looks so chaotic...
and so primitive...

Yes, I love those pictures in which everything was so untidy, dis-
ordered and chaotic... I love to watch how the process is going
on, how things got disciplined and how, the small notes on the
wall become standardized and systematized. How, by adding
certain colors in accordance with the features of the projects, yel-
low for books that I read, blue for projects realized together with
somebody else, red color for exhibitions, green one for mass-me-
dia appearances, and so on... Also for the fetus-like-projects
from the right part of the wall, now they are displayed in accord-
ance with their characteristics: big, small or medium in size, and
urgent or long-term projects, important or less important.
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Looks like history is happening really fast onto your wall...
Yes, it’s a home made fast-history...
What you are doing on the wall, the fact that you try all

the time to rationalize the process, to make it more effi- R:
cient... Aren’t you afraid that by introducing this counting IN:
process of your daily artistic activities, you could diminish R:

their quality? I mean... by trying to make many projects,
fast, and superficial, only in order to have activities onto
the wall?

Yes. You're right. The Wall entails that risk... but this is the ten-
dency of any system that is multiplied, and as you see, I do have
no intention of exporting the wall...

But you do export it... when you show it to the pub-

lic, when you print hundred of copies with its pictures.
Why did you choose to multiply this cp in 500 copies? R
Why not present only the original, in the gallery space?

I did it because I wanted the public to take it home with them...
to listen to it relaxed on a sofa, in their familiar environment,
and not in the noisy context of an opening. You know that at
the opening, it is relatively difficult to concentrate on some-
one’s works, so usually you just come back the next day to take
a closer look at the works. It’s like this... in openings people
socialize, drink wine and eat cookies. I hate that, because there
is a general tendency towards entertainment, and art galleries
run this risk too...

What you underline here is the lack of seriousness in
today’s society...

Yes... even the most dramatic, revolutionary and extrem-

ist opinions will be homogenized by this entertainment ten-
dency, generated by the entertainment culture of our century. R:
Look into history, how conceptual anti-system statements have
been classified, labeled and finally sold as a fancy commodity.
Because there is a predilection in nature towards equilibrium R:
and horizontality... towards acceptance...

But aren’t you looking for stability also? In your Looking for
stability photographic series, I felt this urge towards nor-
mality and stability...

Yes, because of my family context...Igrew up in a disturbing
both physical and psychological environment, taking in consid-
eration the fact that my mum was suffering from the mental
illness schizophrenia... and now, also my twin brother, Bob has
it... due probably to the context in which we grew up, but also
to the inheritance issue of this disease.

And your father?

Wow... he was more than invisible, and when he wasn’t, he
could not understand what was his role in the family, and used R:
to destroy everything... especially the communication between
us... But anyway, we inherited his prolific imagination; you
know... he is an engine inventor...

Mom, that’s sound like a Hollywood story...

Yeah... Hollywood, but mother fucking real...

So, you look all the time for stability, also in your

Wall Project... R:
I'm looking for dreams that can be can be turned into reality... I IN:
need to count realities that were made of dreams... R:

lIoana, aren’t you afraid that, because of the family back-
ground with schizophrenia, you could also not be able to
figure out what is reality and what is not? R:
Yeah... I'm scared to death of not being able to make the dis-
tinction between virtual, imaginary life, and the real one... But
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somehow, with The Wall Project in front of me everyday I'm
assured that I do live in reality... that 'm able to make things
happen, and enjoy the process of ideas “becoming reality”...
What are your dreams?

My dreams?

Yes, your dreams...

My dreams related to reality, those that concern my real life
are pretty naive, and consist in realizing a legal platform (it
can be an art magazine, an art gallery or whatever) in which,
I could invest further dreams... But if by “dreams” you meant
hallucinations, dreams that come from my black box,  mean
the ungovernable subconscious, then I do have a place, a vir-
tual one in which I hide when I'm facing a problem bigger
than me...

Can you describe this place?

: It’s a perfect hospital room... It’s a beautiful super white room

with fresh air and green sparkling from the outside land-
scape. Next to my bed, there is a table, a white one with metal
legs, and with a transparent, perfectly hygienic glass of min-
eral water on top of it... and some red flowers, or better some
purple flowers... In this room the temperature is always per-
fect, not too cold and not too hot... And here I am, on the bed,
breathing the fresh, mentholated air that comes from the oxy-
gen mask, which is made from a special transparent rubber
with some small, geometrically arranged holes... And outside,
through a big window I can see the green leaves, the olive and
the bright yellow ones and the sparkling sunbeam that passes
through them... and touches my face... stuff like that... it’s a
normal happy environment... I think...

But aren’t you afraid to be alone?

But if you look deeper, we always are alone in a way or
another... especially in a physical suffering...

I'saw that in your project you started to mark the notes
on the wall with colors, in accordance with their fea-
tures. What do you think about colors, and, which is
your favorite?

Colors are useful to signalize the difference between distinct
categories at least; this is their function in The Wall Project.
But colors are more important and valuable than that... defi-
nitely, I see colors as some, letters from an alphabet which can
be used in a special language... and, to research on that lan-
guage, could be more than fascinating, since it has to deal not
only with systems that form a language, but also with psychol-
ogy, and the human subjective attitude towards color. 'm fasci-
nated by colors.

And your favorite color?

Tusually, have a group of colors that is changing simultane-
ously with my growing, and life experiences... for example the
last year’s colors were purple, olive green, silver, white and per-
haps dark pink... but I don’t know what colors I would have
in mind this year... maybe silver, grey, black, white and some
others colors...

Your colors look black and white this year...

I'love black and white... they give space to the concepts...

I think that the end of our interview is coming closer, so...
Iwould just let you finish...

Why me? I don’t like the endings... being so pathetic...

Yes... but any beginning has its ending...

Yes... you’re right...



BASTIONUL
THERESIA

Istorii alternative se pot imagina cu usurinta. Dar nimeni nu poate sti cu certitudine care ar fi fost poves-
tea Timisoarei dacd, in 1716, armata habsburgica (aflatd sub conducerea printului Eugeniu de Savoya)
nu ar fi invins trupele otomane care ocupau urbea de 164 de ani. Asa a intrat vechea Timisoara intr-o
zodie mai prielnica. Si tot asa a Inceput sa se clddeasca istoria ei aparenta: cetatea in stil Vauban, cu
noud colturi, construitd de habsburgi pe proaspatul domeniu al Coroanei. Din vechea cetate au mai
ramas cateva portiuni care au infruntat marete veacurile, fiindc3, incepand din 1907, sub pretextul dez-
voltdrii urbane, autoritatile au distrus trainicele-i ziduri. Cea mai mare portiune ramasa in picioare este
cunoscutd sub numele de Bastionul Theresia. Este un spatiu care freamata neistovit: trecutul civilizator
si creativitatea perend se intalnesc la adapostul unei fortificatii menite acum nu sa arate intrari ferecate,
ci sd se deschidad, increzatoare, spre umanitatea calda.




Counterfactual histories are easy to imagine. But no one can know for certain what the story of Timisoara
would have been if in 1716 the Hapsburg army, under Prince Eugene of Savoy, had not defetead the forces of the
Ottomans who had been occupying the city for 164 years. Thus it was that the Timisoard of those days came
under a happier star. And thus too its visible history began to be built: the nine-pointed Vauban-style fortress,
constructed by the Hapsburgs in the Austrian Crown’s new domain. Of the old fortress only a few sections have
withstood the centuries to survive to the present day, since, from 1907 onwards, on the pretext of urban develop-
ment, the authorities destroyed its mighty walls. The largest section to be still standing is known as the Theresia
Bastion. It is a space forever humming with activity: the civilising past meets constant creativity in the shelter of
a fortification whose role is now not to present barred entranceways but rather to open its doors trustfully to a
living public.



MOMENTE COTIDIENE

Galeria Calpe, Bastion / Calpe Gallery, Bastion

Nathalie Hoyos / Rainald Schumacher

Joakim Eskildsen
Bogdan Girbovan
Alwin Lay

Andrei Pandele

Art Encounters

1 Andrei Pandele, Plimband oglinda
prin Dorobanti / Carrying the mirror
through Dorobanti, 1984



Cu o precizie chirurgicald, aparatul foto excizeaza, in momen-
tul declansarii, un instantaneu din fluviul neintrerupt al eveni-
mentelor. Fotografia transpune privitorul in locul si in timpul
intamplarii captate. Acestuia 1i e permis sa vada cu ochiul foto-
grafului, sa se uite prin vizor, sd regleze vizarea. Fiecare foto-
grafie este un decupaj din suprafata nesfarsita a realitatii si
selectia unuia dintre o suta de alte evenimente. Momentul de
dinainte sau de dupa nu mai au nicio importanta. Chiar daca,
ulterior, artistul fotograf isi prelucreaza fotografia, intensifica
umbrele sau uniformizeaza luminile, modificd nuantele culorii
sau sterge unele amanunte. Chiar dacd intreaga scena se infati-
seazd penibil si acribic. Chiar daca e prelucrata digital si, astfel,
i se manipuleaza esenta. Tindem sa credem, cu toate acestea, ca,
intr-o fotografie, realitatea este cea care este si raimane vizibila.

O incursiune in realitati diferite este ceea ce ne transmit foto-
grafiile din expozitia Momente cotidiene. Ni se prezinta, aici,
seria 10/1 a lui Bogdan Girbovan din anul 2008. Cele zece foto-
grafii color ne dezvaluie garsonierele suprapuse ale unui bloc
cu zece etaje din Bucuresti. Aceste locuinte alcatuiesc una
dintre masinile de locuit tipice anilor 1960 si 1970, asa cum
corespundeau ele, pe atunci, conceptului de sistematizare

si modernizare urband, menite sd dea un acoperis deasupra
capului fiecarui membru al unei paturi sociale tot mai extinse.
Vizat este unul dintre multele blocuri triste si reci, in care
oamenii rareori se simt ca acasd, intr-un camin al lor. Vizat este
unul dintre multele vise ale sistematizdrii urbane in care, opti-
mist, ca in toate utopiile sociale, omul este una dintre nenuma-
ratele spite de la marea roata pe care hopurile realitatii o rup.
Dar care constituie si acum, la fel ca inainte, realitatea raportu-
rilor locative ale societdtii romanesti.

O incursiune intr-un cotidian care, in aceastd forma nici micar
n-ar trebui captat, ne oferd, in schimb, selectia de fotografii

al lui Andrei Pandele. De la mijlocul anilor 1970, tanarul arhi-
tect a urmadrit, prin obiectivul sdu, viata, asa cum se defasura ea
in Bucurestii acelor ani. Printre altele, fotografiile lui ne arata si
ranile deschise pe care orasul le purta din cauza demolarii unui
cartier intreg in locul cdruia urma sa se ridice Casa Poporului.
Andrei Pandele nu si-a putut oficializa fotografiile in timpul
dictaturii comuniste. Astazi, ele constituie adevarate docu-
mente istorice in amintirea unor vremuri triste si intunecate
care, altminteri, ar risca s cada in uitare.

Nascut in 1984 In Romania, Alwin Lay a trait realitatea dicta-
turii ceausiste doar in primii ani ai copilariei. In lucrarile al
cdror specific concorda cu profilul Art Encounters, artistul se
bazeaza pe relatdri conform cdrora, cu ocazia unei vizite a dic-
tatorului, intr-un mar s-au mai agatat si alte fructe aseme-
nea, pe langa cele care deja atarnau, pentru a crea iluzia unei
opulente inexistente.

Din anul 2000 panad in 2006, fotograful finlandez Joakim
Eskildsen, insotit de scriitoarea Cia Rinne viziteaza comunitati
de rromi de pe cuprinsul Ungariei, Indiei, Greciei, Romaniei,
Frantei, Rusiei si Finlandei. Au locuit si au trdit in mijlocul aces-
tora, au avut si au cultivat cu ei relatii de incredere reciproca,
oferind publicului o incursiune intr-o lume pe care noi, ceilalti,
o cunoastem doar prin intermediul unei traditii orale vechi de
sute de ani, dar si prin prisma zvonurilor si a prejudecatilor
legate de ,tigani”.

Cei patru fotografi care expun sub titlul de mai sus au un punct
comun. Lucrdrile lor nu sunt subiective sau partinitoare, ei nu
vor sd releve sau sd demonstreze ceva. Rolul fotografiilor lor
este al unor documente vizuale care au luat nastere datorita
unei empatii, dar si a unui mare respect fata de absurditatile si
cdile fard de intoarcere ale vietii.

Nathalie Hoyos / Rainald Schumacher



With surgical precision, the camera isolates one moment from the
endless river of events. The photo positions the viewer at the place
and time of the captured event. Through the eye of the photogra-
pher, the viewer finds a rectangular box in which event and set-
ting have been frozen. Each photo is an excerpt from the otherwise
infinite surface of reality, a single selection from hundreds of similar
events. It is neither the moment just before, nor just after. The pho-
tographer may also have manually altered light and shadow dur-
ing the exposure process, changed the colour, or cut out entire ele-
ments. The entire scene may have been staged, precisely and with
the utmost care. It may even be the case that the entire photo was
later manipulated digitally. We are inclined to believe that reality
remains visible within photographs.

The photographs in the exhibition Everyday Moments offer insight
into highly diverse realities. One example is the conceptual 10-part
series 10[1 by Bogdan Girbovan from 2008. Each of the ten colour
photographs shows one floor of a 10-storey apartment building in
Bucharest. The building is one of the anonymous apartment towers
that were built all over the world throughout the 1960s and 1970s
to make modern standards of living accessible to a broader social
class. It is one of these sad and mercilessly functional apartment
complexes in which humans rarely feel at home. They represent one
of the many optimistic dreams of utopian planning, which regards
humans as cogs and always fails in practice. Today, as yesterday
however, they are still an important part of everyday life for hun-
dreds of thousands of people living in Romania.

1 Vedere din expozitie/Exhibition view

The selection of photographs by Andrei Pandele offers an insight
into an entirely different reality. Beginning in the mid-1970s, the
young architect recorded his life in Bucharest. His work reveals the
wounds inflicted on the cityscape: the levelling of a whole quar-

ter of a city for the later construction of the Casa Poporului (House
of the People). Andrei Pandele was not able to publish the photo-
graphs during the dictatorship. Today, his images are important his-
torical documents recalling a dark time. It would have been easy for
these little-documented events to have disappeared into the abyss
of oblivion.

Born in Romania in 1984, Alwin Lay only experienced the dictator-
ship of the Ceausescu regime as an infant. In his work, produced spe-
cifically for Art Encounters, he draws from reports that on one of the
dictator’s tours, apple trees were embellished with artificial fruit in
order to achieve the impression of healthy growth.

From 2000 to 2006 the Finnish photographer Joakim Eskildsen,
accompanied by the writer Cia Rinne, visited members of the Roma
and Sinti in Hungary, India, Greece, Romania, France, Russia, and
Finland. He lived with them and was taken into their confidence.
His images now provide insight into a world built from centuries of
stories and rumours about the “gypsy life”.

All four artists in the exhibition share a common trait. Their work

is not ironic or mean, they are not seeking to expose or uncover any-

thing. Rather, they have created visual documents that contain a tre-
mendous amount of pathos. These documents communicate a great
respect for the absurdities and inevitabilities of life.

Nathalie Hoyos / Rainald Schumacher



- Alwin Lay, Craiova. lonatan, 2015

> Joachim Eskildsen, In cautarea rromilor
(Romania), Coditele lungj, Tarndveni /
The Roma Journey (Romania), The Long
Plaits, Térndveni, 2000-2006




DINCOLO DE CORTINA DE FIER.
FESTIVALUL ZONA EUROPA DE EST

Muzeul Temporar de Arta Contemporanad, Bastionul Theresia /
Temporary Museum of Contemporary Art, Theresia Bastion

lleana Pintilie

Alexandru Antik Nenad Dancuo Dan Mihaltianu
Stefan Bertalan Oskar Dawicki Dan Perjovschi
Rudolf Bone lon Grigorescu Lia Perjovschi
Geta Bratescu Teodor Graur Eugenia Pop
Imre Bukta Istvan Kovacs Artur Tajber

Art Encounters

~

Avdei Ter-Oganian
Gusztav Uto
Sorin Vreme

Zone 3, N. Dancuo, Dracula cel groaznic /

Dracula the Horrible, 1996



Dupa aproape un sfert de secol, privind retrospectiv, eferves-
centa artistica si culturala a Timisoarei pare uimitoare in con-
textul precaritatii mijloacelor de atunci. Dar speranta renas-
cuta si gustul proaspat, frust al libertatii au dat un elan
nesperat initiativelor artistice si curatoriale.

Din punctul meu de vedere, tot ceea ce ramasese neexprimat
ani In sir trebuia acum sd devina vizibil, sd primeasca o voce si
sd fie dezbatut deschis; cum altfel, decat prin actiuni stradale
sau 1n spatii mai mult sau mai putin improvizate, in fata oame-
nilor avizi de dorinta de a recupera spatiul public.

Intuitia ca si alti estici semdnau cu noi, ca se aflau in situa-

tii mai mult sau mai putin similare, a condus la imaginarea
unui spatiu virtual—Zona, toposul unui fost lagar, in care locu-
itorii Impartaseau aceeasi istorie distorsionata. Corpul artis-
tului devenea mijlocul cel mai simplu si la Indemana pen-

tru a exprima angoasele, sperantele, ideile noastre despre arta
sau despre societate, poate chiar despre spatiul public, ocu-
pat tot mai mult de dezbaterile politice. Dar corpul era doar
un ,vehicul” al ideilor, un mediator intre concept, expresie

si tehnologie.

Zona Europa de Est a devenit un festival de performance art, des-
fasurat in patru editii, Intre 1993 si 2002, dar in acelasi timp o
platforma pentru dezbateri de tot felul si pentru recuperari
culturale si artistice. De aceea, cataloagele editiilor succesive au
fost incdrcate de informatii, de interviuri, comentarii, de texte
critice. Din acelasi motiv, in afara de programul artistic curent
au fost organizate conferinte, discutii, expozitii retrospective,

In retrospect, nearly a quarter of a century after the fall of com-
munism, Timisoara’s cultural and artistic exuberance seems unex-
pected, given the period’s scarcity of artistic means. However, the
renewed hope and the fresh but raw taste of freedom have surpris-
ingly boosted the initiatives of artists and curators.

From my point of view, everything that had been left unsaid for
decades was now to be voiced, to be made visible and to be discussed
in the open; what better way to do this than through street events, in
more or less conventional venues, for an audience who was eager to
reconquer the public space.

The belief that, like us, other Eastern Europeans were probably fac-
ing a similar situation, has led to the creation of a virtual space—the
Zone, imagined as a former concentration camp, whose inhabitants
shared the same distorted version of history. The body of the artist
became the easiest means at hand to express our anxieties, hopes,
ideas about art and society, perhaps even about the public space
that was mostly occupied by political debates. Yet, the body was

just a “vehicle” for ideas, a mediator between concept, expression
and technology.

The Eastern European Zone has become a performance art festi-
val, organized four times between 1993 and 2002. At the same time,
it has also served as a platform for various debates and for an artis-
tic and cultural reawakening. Thus, the catalogues corresponding
to the four consecutive events are rich in information, interviews,
comments and critical reviews. In addition to the current artis-

tic program, various conferences, debates and retrospectives were

pana ce totul a devenit mai dens si mai incarcat cultural, a
putut crea referinte.

Tatonadrile curatoriale, ideile si proiectele in curs au condus la
aparitia unui eveniment multimedia, Pdmdntul (1992), care a
pregatit de fapt terenul pentru aparitia festivalului. Luand ca
referinta acest material—familiar, dar si ostil—un grup de
artisti au lucrat izolati pe durata a trei zile in spatiul fabulos al
viitorului Muzeu de Artd, o glorioasa ruind in acel moment.

Ineditul conceptului, provocator pentru toti participan-

tii, raspunsul neasteptat al artistilor si modul lor de a lucra,
dar si deschiderea evenimentului si contactul direct al publi-
cului cu instalatiile neobisnuite si actiunile, ce se succedau
unele dupa altele, au adus o noutate absoluta in spatiul artis-
tic si curatorial romanesc. In egald misuri frapant a fost si
prezenta/absenta maretei institutii—ruina unui fost palat al
guvernatorului austriac, in curs de transformare in muzeu.
Cadrul acesta institutional doar enuntat—in fapt un imens
schelet—a pus pentru prima datd problema institutiilor cultu-
rale si artistice si totala lor absenta de facto din peisajul artei
contemporane romanesti.

Festivalul Zona a creat o platforma pentru arta contemporana
si a contribuit la reinventarea unui mediu artistic, sterilizat de
stereotipurile gandirii comuniste. A fost, in anii 1990, printre
putinele ,institutii” de acest tip din Romania si s-a bucurat de o
considerabild audientd, fidelizand un public tanar, in cdutarea
unor pozitii critice si a unor dezbateri teoretice pline de sens.

organized, until everything became culturally diverse and more
intense, thus creating points of reference.

The curatorial ventures, the constantly developing ideas and the
ongoing projects have led to the appearance of a multimedia event—
The Earth (1992), which actually laid the foundation for the emer-
gence of the festival. Taking their cue from this familiar but hos-

tile material, a group of artists had worked for three days, isolated
in the fabulous space of the future Art Museum, a glorious ruin at
the time.

The novelty of the concept (a challenge for all participants), the
unexpected response from artists and their working methods, as
well as the openness of the event and the public’s direct contact with
the unexpected art installations and the successive performances
have all refashioned the Romanian curatorial and artistic space.
Equally striking was the presence / absence of the impressive build-
ing—the ruin of the former palace of the Austrian Governor, soon
to become the Art Museum. This apparent institutional context—in
reality an immense skeleton-like structure—first raised the issue of
cultural and artistic institutions and their total de facto absence in
the context of contemporary Romanian art.

The Zone festival has created a platform for contemporary art
and has contributed to reinventing an artistic means of expres-
sion turned sterile by the stereotypes of communist thinking. In the
1990s, this event was among the few “institutions” of its kind in
Romania, being widely appreciated by a young audience in its
search of critical stances and meaningful debates.

lleana Pintilie



1 Zone 2, A. Ter-Oganian, The Forward
Gallery, 1996

> Zone1,|. Bukta, Untitled, 1993






GALERIA
PYGMALION

De Timisoara secolului xviiI aminteste Casa Artelor, cu ornamentatia ei baroca. Primul ei proprietar

a fost Johann Lechner, un curelar civil. In 15 martie 1815, la initiativa lui Josef Klapka, a luat fiint3 aici
prima biblioteci dotati cu o sald de lectura din Imperiul habsburgic. In 1888, Uhrmann Heinrich a tipa-
rit, tot in aceasta cladire, saptamanalul in limba romana Foaia de duminicd. Redeschisa publicului in
2006, dupa restaurarea facutd de arhitectul Serban Sturdza, cladirea de patrimoniu este astazi gazda
Galeriei Pygmalion si a Casei Artelor (centru cultural multidisciplinar, cu spatii pentru expozitii si spec-
tacole). Totodatd, addposteste Ordinul Arhitectilor din Romania, de parca ar vrea sd sugereze, prin
expresivitatea ei individualizatd, ca arhitectura se intersecteazd, nu o data, cu arta.



Eighteenth-century Timisoara is recalled when we contemplate the House of the Arts and its Baroque ornamen-
tation. Its first owner was Johann Lechner, a local master leatherworker. On March 15, 1815, on the initiative

of Josef Klapka, it was here that the Hapsburg Empire’s first library with a reading room came into existence.

In 1888, still in this building, Heinrich Uhrmann typed the Romanian weekly Foaia de duminica [The Sunday
News-sheet]. Reopened to the public in 2006 after a programme of restoration carried out by the architect
Serban Sturdza, the building, part of Romania’s national heritage, today houses the Pygmalion Gallery and the
House of the Arts (a multi-disciplinary cultural centre that has rooms used for exhibitions and performances).
It is likewise home to the Romanian Order of Architects, as if it wished to suggest, through its very individual
form of expressiveness, how frequently architecture and art intersect.

1 Vedere din expozitie/Exhibition view



40 EXPOZI]’IE/EXHIBITION

CERCETARE DE BAZA: DE UNDE VENIM? CINE SUNTEM?
UNDE NE INDREPTAM?

BASIC RESEARCH: D'OU VENONS-NOUS?
QUE SOMMES-NOUS? OU ALLONS-NOUS?

Galeria Pygmalion / Pygmalion Gallery

CURATORI | CURATORS: Nathalie Hoyos / Rainald Schumacher
ARTISTI [ ARTISTS: lon Grigorescu
Mihai Olos

oreanizator [orcanizer: Art Encounters

A Mihai Olos, Fara titlu / Untitled
2004-2007



De unde venim, cine suntem, incotro ne indreptdm sunt intrebari
existentiale la care cotidianul, asa cum noud ne este cunos-
cut, nu poate raspunde. Astfel de intrebari metafizice nu mai
erau, la sfarsitul secolului XIX, atunci cand Paul Gauguin picta
in Tahiti, in perioada 1897-1898, tabloul D’ott venons-nous?...
din cele pe care doar arta sd le mai poata formula. Ele aparti-
neau, deja, filozofiei, in forma ei speculativa sau prezumtii-
lor de natura teologica. Arta vizuala a renuntat, intre timp si
in mare masurd, la chestiuni pe care religia si le aroga tot mai
mult, deoarece se afla deja pe drumul sdu, acela de a reflecta la
sine si asupra propriilor sale posibilitati de expresie. Se vroia,
deja, un instrument de sine statator al gandirii si al modului in
care realitatea se reflecti. Isi dorea o comprehensiune diferen-
tiatd a perceptiei realului.

Cercetare de bazd, expozitia de la Galeria Pygmalion, pune fata
in fatd creatiile a doi artisti care nu se feresc, nicicare, de intre-
barile existentiale. De Ion Grigorescu gasim o serie de desene
pe marginea textelor biblice. De Mihai Olos gasim o serie

de ,sculpturi-nod” din ultima parte a anilor 7o si prima parte
a celor '8o.

Expozitia ridicd intrebari in vizorul cdrora stau identitatea
individuala si cea culturald. De unde provin pietrele de teme-
lie pe care se construieste, mai apoi, identitatea si constiinta

de sine? Evenimentul ne indica sistemele de referinta care,

cel putin pentru acesti doi artisti, sunt extrem de importante.
Pentru Ion Grigorescu, sunt povestirile, istorisirile si relata-

rile din cartea ce std la baza celor mai influente religii ale lumii,
crestinismul, islamul si iudaismul—adica Biblia. Artistul intra
in lumea fascinanta a acestor texte, cdrora le adaugd forta pro-
priei imaginatii, carora le tintuieste locului imaginile pe care

le citeste din varful creionului. In obiectele lui Mihai Olos rega-
sim, in schimb, mestesugurile si legendele tinuturilor mara-
muresene. Artistul ne trimite la tehnicile traditionale dupa
care se ridicd in acea zona casele din lemn, fara a se utiliza

cuie. ,Vedem, aici, o structura a imbinarilor pe cat de simpld, pe
atat de ingenioasa, tipica artei noastre populare care intelege
sd producd intregul prin contopirea unor elemente singulare.

Sase elemente se imbind, aici, In asa fel, incat, conform coor-
donatelor spatiale carteziene, doud cite douad se leagd intr-un
nod pe care eu il consider ca fiind un modul. Dupa acest princi-
piu se poate construi, la fel de bine, o casd, o locuintd, ba chiar
un oras. ... Acesta este principiul dupa care, bunioard, s-a con-
struit intreaga lume, plecand din interiorul cel mai ascuns al
materiei si pAnd la galaxii...!

in tehnicile, formele si structurile traditiei folclorice, Mihai
Olos a vazut un potential de integrare a acesteia In proiec-
tele urbane ale viitorului. Obiectele ce insotesc traiul zilnic
al taranului ,,nu sunt si nici nu au fost niste simple obiecte
functionale, ci si instrumente ale gandirii, expresii ale spi-
ritului. Casele noastre din lemn, covoarele, panza tesutd in
casd, oudle incondeiate nu se fac ca atare de mii de ani doar
ca si se piarda. In ele triiesc si acum conceptele unor mari
constructii ale viitorului, unele sunt, nici mai mult, nici mai
putin, modele ce asteapta sa fie translate In raporturile unor
dimensiuni extinse.”

Expozitia Cercetare de bazd ne indicd doua sisteme de referinta
ale identitatii culturale: constructele credintei religioase si tra-
ditiile folclorice ale unei anumite zone. Ambele sfere au o influ-
entd puternica asupra (auto)repartizdrii si apartenentei cul-
turale. Tocmai acest sentiment al artistului in genere a fost cel
care, in istoria Romaniei, a indeplinit intrarea in arta moderna,
dar si un rol catartic in fata golurilor sufletesti, a industriali-
zarii fortate, a comunismului si a dictaturii. Vizavi de tot mai
extinsa globalizare a pietei artistice din zilele noastre, aceste
sisteme de referinta pe care le descriem sunt, in arta contempo-
rand, tot mai des date uitdrii. Religia si folclorul, insa, nu ofera
pietei artistice globalizate temele care sa confere marca luxului
cu care s-a obisnuit. Cercetare de bazd devine, astfel, un model
de reflectie asupra calitatilor comunicationale ale artelor vizu-
ale, ale schimbului de idei si a reflectiei vizavi de intrebdrile
existentiale care ne vizeazd, a potentialului utopic, si totusi
precis, al viziunilor artistice—chiar si in sensul plasticii sociale
alui Joseph Beuys.

Rainald Schumacher



1 Vedere din expozitie/Exhibition view

1 lon Grigorescu, llustrarea Bibliei / lllustration to Gospel
Prima saptamana dupa Paste / The first week after Easter




Questions such as, “Where do we come from?”, “Who are we?”,
and “Where are we going?” are existential questions. They can-
not be answered with simple replies based on everyday experience.
At the time when Paul Gauguin created the painting titled D’ou
venons-nous?... in Tahiti in 1897-1898, such metaphysical ques-
tions were not normally posed by visual art. Instead, they belonged
to the field of speculative philosophy or to the world of theology.
Visual art generally tended to avoid this terrain. At that point in
time, art reflected on itself and its own possibilities. It wanted to
establish itself as an independent tool for thinking about reality.

It also wanted to offer its own complex understanding of how we
perceive the world.

Basic Research, the exhibition in Pygmalion Gallery, presents
works by two artists who confront such existential questions.

By Ion Grigorescu, the exhibition features a series of his drawings
illustrating biblical texts. By Mihai Olos the exhibition presents a
series of his Knot Sculptures from the late 1970s and early 1980s.

The exhibition poses questions about cultural identity and the indi-
vidual. Where do the building blocks of identity and our under-
standing of the self come from? It highlights the points of reference
that are of fundamental importance in understanding these particu-
lar artists. Ion Grigorescu’s work references narratives, stories, and
accounts from the Bible, the book that serves as an important textual
source for three world religions—Judaism, Christianity, and Islam.
Armed with his powers of imagination he delves into these fasci-
nating worlds of text. He identifies the central images for the stories
and draws them out in pencil. Mihai Olos’ objects reference a tradi-
tion of skilled craftsmanship that has been passed down over centu-
ries as well as the legends of village communities in the Maramures
area. For example, his work recalls traditional timber construc-

tion methods that do not use nails. “This is about joint structures
that are common to our folk art. They are extremely simple and

inventive ways of joining individual elements to form a whole.

Six pieces interlock in such a way that each two create a joint on the
Cartesian coordinates, which I think of as a module. A house can be
built according to this principle, or an apartment, even a whole city.
(...) This principle further illustrates how the whole world is con-
structed, from the innermost workings of physical matter to entire
galaxies...”*

In his investigation of the techniques, forms, and structures of the
folkloric tradition, Mihai Olos saw potential for integrating them
into future city projects. The objects of everyday rural life “are not
and were never purely functional objects, but were also instru-
ments of thought and expressions of the people’s spirit. Our tim-
ber constructions, carpets, fabrics, and hand-painted ornamental
eggs were not preserved for thousands of years only to disappear
now. They contain concepts that are adaptable to future con-
structions; some are small models just waiting to be made into
larger-scale versions.”?

The exhibition Basic Research highlights two central systems of
reference for shaping cultural identity: religious formulations of
faith and local, folkloric traditions. Both systems create strong
feelings of cultural attachment and affiliation. They played an
important, almost cathartic role in the history of Romania with
regard to the emotional emptiness that followed the dawn of the
modern era, communism, and dictatorship. In light of today’s
increasingly globalised art market, religion and folk culture are less
and less relevant to understanding contemporary art. They generally
do not offer a suitable marketing image for the global art market’s
luxury items. Therefore, Basic Research also serves as a reminder
of visual art’s essential communicative properties: exchange and
reflection on existential questions, on the nature of our existence,
and—in the sense of Joseph Beuys’ social sculptures—the specific
utopian potential of artistic visions.

Rainald Schumacher
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Art Encounters

Intri printr-o poarta bogat sculptatd, cu casete din lemn, ce abia se urnesc din balamalele vechi si
aproape imobile... Cladirea—masiva, cu o puternicd amprenta a Renasterii germane in a carui stil a fost
construitd, te Intdmpina cu un coridor lung ce inainteaza spre curtea interioara. Pe margine, un perete
din lemn cu geamuri pe toatd lungimea se deschide spre corpul cladirii. Intrarea are o inaltime de cel
putin sase metri, luminatd generos cu candelabre din fier forjat, cu brate largi. Sigurantd a unor vremuri
de bogatie si grandoare: sfarsitul secolului x1x. Cladirea, construita in anul 1891 si donatd orasului de
cdtre Ormoés Zsigmond, comite de Timis, alaturi de intreaga sa colectie de artd, a gazduit primul nucleu
al viitorului Muzeu de Arta. Dupa nationalizare, clidirea a fost datd in folosinta Academiei Romane
care, in 1953, a facut-o biblioteca.

De o parte si de alta a coridorului, stive cit un stat de om, cu carti clasate. Un miros de hartie te
pitrunde, o atmosfera de vechime te insoteste. In curtea din fata intririi, o frumusete defuncti inunda
bazinul gol, al cdrui sistem din metal se arata dezgolit si stingher printre buruienile ce-1 cotropesc.
Salbatica decadere prelinsa printre pietre.

Te strecori in istorie. Totul in jur naste poezie: paianjenii, scartditul scarilor din lemn, podul cu barne...
O experienta tulburatoare: carte si timp, entitati pe care le simti fizic, pregatite sd se lase convertite
in arta.



2 Anca Munteanu Rimnic, Lament, 2013

You enter through a richly sculpted gate with wooden mechanisms that struggle to turn on their ancient and
almost seized up hinges... The building—huge, bearing the evident imprint of the German Renaissance after
whose style it is built—greets you with a long corridor leading to an inner courtyard. On one side, a wooden wall
with windows along its entire length gives onto the main body of the building. The entrance hall is at least six
metres in height and is generously lit by cast iron candelabra with spreading arms. Everything exudes the con-
fidence of a period of wealth and grandeur—the late nineteenth century. This building, erected in 1891 and
donated to the city by Ormés Zsigmond, Count of Timis, together with his entire art collection, was home to the
initial nucleus of the future Art Museum. After nationalisation, the building was allocated to the Romanian

Academy, which in 1953 turned it into a library.

On either side of the corridor, stacks the height of a man, holding books arranged by category. The smell of
paper enters your every pore and an atmosphere of olden days keeps you company. In the courtyard in front of
the entrance, an atmosphere of faded elegance pervades the dry pond, whose metal works show bare and out of
place among the weeds that have invaded them. Wild decay flowing among the stones.

The place immerses you in history. Everything around you engenders poetry: the spiders, the creaking of the
wooden stairs, the roof with its exposed beams... A disturbing experience: books and time, entities that you feel
with your physical senses, ready to allow themselves to be converted into art.
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Memorialul Revolutiei din Decembrie 1989 este adadpostit intr-o cladire ce face parte dintr-un com-
plex militar construit in timpul administratiei austriece, inainte de 1860, pe locul fostelor bastioane
ale cetdtii. Ansamblul este dominat de Cazarma Ferdinand, denumita de-a lungul timpului si Cazarma
Néndor, Cazarma Regimentului 5 vanatori si Cazarma Oituz, in prezent fiind sediul Facultatii de Arte.
El cuprinde si actuala cladire a Memorialului, dispusa in oglinda fatd de un corp identic. Cladirea, des-
fasurata pe parter si un etaj, cu ornamentatie redusa si fenestratie cu pas egal, adapostea trupele garni-
zoanei, fiind construitd probabil in 1890. Dupad 1989, zona a fost demilitarizatd, iar clidirea a fost aban-
donata. Ironie a sortii, pe locul unde erau adapostite trupele militare care au participat la incercarea de
indbusire a revolutiei isi are astazi sediul Memorialul Revolutiei.

Asociatia Memorialul Revolutiei din 16-22 Decembrie 1989 isi propune sa inteleaga si sd aduca la cunos-
tinta publicului larg desfasurarea Revolutiei de la Timisoara, expunand intr-un cadru muzeal cauzele
declansarii evenimentelor, atat din perspectiva contextului general al Blocului Estic, cat si din cea a con-
textului particular al societatii comuniste romanesti.

A~ Sorin Oncu, The Wall, 2015
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The Memorial to the December 1989 Revolution is housed in a building that is part of a military complex con-
structed under Austrian rule, dating to before 1860, on the site of the city’s old bastions. The complex is domi-
nated by the Ferdinand Barracks, which over the course of history has also been known as the Nandor Barracks,
the Fifth Hunters Regiment Barracks, and the Oituz Barracks, and which is now the Arts Faculty building. It also
includes the Memorial’s current building, which stands opposite a corpus that is its mirror image. Consisting of
a ground floor and upper storey, with muted ornamentation and equally spaced windows, the building housed
the troops of the garrison and was probably constructed in 1890. After 1989, the zone was demilitarised and
the building was abandoned. It is an irony of fate that the building that housed the troops who took part in the
attempt to crush the Revolution is today the premises of the Memorial to the Revolution.

The Memorial to the 16-22 December 1989 Revolution Association aims to understand and to bring to wider
public knowledge the course of the Timisoara Revolution, exhibiting in a museum setting the causes that trig-
gered the events, not only from the perspective of the general context of the Eastern Bloc, but also from that of
the particular context of communist society in Romania.

1 Alexandru Boca, The Order of the Day, 2015
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Memorialul Revolutiei / Memorial of the Revolution
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1 Liliana Mercioiu Popa, Cultura recentd / Recent Culture, 2015



Sapte zile in sapte orase—desi sund ca un mit al creatiei, este,
de fapt, povestea adevaratd a Revolutiei care, in decembrie
1989, a Indepartat de la putere dictatura lui Nicolae si a Elenei
Ceausescu. Orasul Timisoara si locuitorii sai sunt, pe buna
dreptate, mandri s fi fost cei care au pornit scanteia care a
aprins o tard intreagd. Memorialul Revolutiei este un loc unde
privitorul poate face o apreciere a evenimentelor, a furiei si
curajului protestatarilor care au sfidat moartea, dar este, toto-
datd, si un monument comemorativ al celor morti si raniti in
acele zile.

Cladirea Memorialului si expozitia de fotografii si
obiecte-document nu se afli, la ora actuald, intr-o stare din-

tre cele mai bune. Este cit se poate de clar ca finantarea aces-
tui proiect lasa de dorit, iar resursele necesare unei conser-

vari corespunzatoare a exponatelor nu sunt, nici ele, suficiente.
Organizatia care fiinteaza in spatele muzeului este Asociatia
Memorialul Revolutiei de la Timisoara, a cirei misiune este de a
coordona si sprijini cercetarile stiintifice despre evenimentele
Revolutiei, cu scopul intelegerii acestora, a regimului comu-
nist si a evolutiei faptelor care au dus la rasturnarea acestuia.
Asociatia este cea sub a cdrei egidd s-au ridicat o serie de monu-
mente care comemoreaza eroii Revolutiei. Intregul muzeu res-
pird si expird aerul greu al unui trecut problematic, al memo-
riilor reprimate si al traumelor emotionale. Sa fie o simpla
coincidenta faptul cd incinta in care se afld gazduia, odata,
sediul Comandamentului Militar Sovietic?

Seven Days in Seven Cities, though it sounds like a creation myth,

is in fact a true story about the Revolution which in December

1989 swept away the Romanian dictatorship of Nicolae and

Elena Ceausescu. The city and citizens of Timisoara are justifia-

bly proud to have struck the spark that set a whole country ablaze.
The Memorial of the Revolution is both a site where one can
appreciate the events, the anger and courage of those death-defy-
ing protesters, and a monument commemorating and mourning the
wounded and the dead.

The Memorial building itself and its display of documentary pho-
tographs and objects are not in the best condition. It is clear that
funding must be poor and resources for proper conservation insuffi-
cient. The organisation behind the museum is the Memorial of the
Timisoara Revolution Association, whose mission is to conduct
and support scientific research into the events of the Revolution with
the goal of understanding the communist regime and the develop-
ments which led to its successful overthrow. The Foundation is also
responsible for a number of monuments which commemorate the
heroes of the Revolution. The whole museum breathes the heavy air
of a problematical past, of repressed memories and traumatic emo-
tions. Is it a coincidence that it was once the headquarters of the
Russian military commander?

Locatia in sine aminteste de un anume moment al istoriei
de care unii membri ai societatii romanesti s-ar putea sd nu
doreasca sd isi aminteasca, fard sa mai mentiondm umbra
incd persistentd a omniprezentei institutii numite Securitate.
In prezent, clidirea este pe cale de a deveni parte a unui
dialog artistic.

Interventii ale artistilor membri ai grupului Avantpost, dintre
care majoritatea traiesc si activeaza in Timisoara, nu vor modi-
fica niciun element al expozitiei existente, ci vor incerca sa sta-
bileascd o conexiune cu evenimentele care au avut loc si pe care
muzeul le relateaza. Unii dintre membrii Avantpost nici macar
nu se nascusera in 1989. Multi erau incd, pe atunci, niste copii
sau, cel mult, adolescenti. Dialogul acesta va fi unul sensibil si
dificil, caci va incerca sd stearga praful uitarii care s-a asezat pe
exponatele-document. Va fi o confruntare care va ridica intre-
bari pentru care nu se vor gasi raspunsuri dinainte fabricate.
Prin aceastd addugare a unui nou strat al perceptiei vizuale si
estetice, muzeul are sansa de a se transforma intr-o institutie
indreptata spre ambele directii, adica spre trecut, dar la fel de
bine si spre viitor. Acesti artisti, insd, nu sunt primii care si-au
adus lucrdrile in contextul complicat si controversat pe care

il creeaza aceastd perioada intunecatd din istoria Romaniei.

De indata ce arunca o privire in jurul muzeului, vizitatorul

va gasi lucrari ale unor artisti ce apartin si unei alte generatii.
Conexiunea cu trecutul si cu istoria, oricat de dureroasa, con-
stituie piatra de temelie a unei societdti democratice si increza-
toare in fortele proprii. Grupul Avantpost adauga unei astfel de
evolutii un nou nivel, pe cat de important, pe atat de stimulant.

This site, which recalls a particular moment in history that some
members of Romanian society may not be able to face, not to men-
tion the long and still unresolved shadow of the omnipresent
Securitate, is about to become part of an artistic dialogue.

Interventions by artists from the Avantpost Group, most of whom
live and work in Timisoara, will not change the existing exhibition
displays but will try to become connected with these events from the
past. Some of the members of the Avantpost Group were not even
born in 1989. Most of them were children or young adults. This is a
difficult and cautious dialogue which attempts to remove the dust of
oblivion from the documents. It is a confrontation which may raise
many questions without offering prepared answers. Through this
addition of a new layer of visual and aesthetic perception, the
Museum has the potential to be transformed into something which
looks in both directions, both into the past and into the future.

But these artists are not the first to have brought their works into the
complex situation and controversial issues that surround this dark
period in Romanian history. As he looks around the museum, the
visitor will also find works by a number of artists belonging to an
older generation. Becoming connected with the past and with his-
tory, painful as it may be, is an essential cornerstone for a demo-
cratic and self-confident civil society. The Avantpost Group are add-
ing to this development an important and stimulating next level.

Nathalie Hoyos / Rainald Schumacher



CITY
BUSINESS
CENTRE

Se stie cd zona artistica nu se poate dezvolta autarhic. Respira intr-o lume complexd, de care se leaga
prin noduri si fire de retea in continud expansiune. O reflecta, o imbogateste, 1i ofera alternative.
Legdtura dintre arta si mediul corporatist al Timisoarei este marcata (si intdritd) printr-un anumit nod:
City Business Centre, centrul regional de afaceri al zonei de Vest a Romaniei. Complex de birouri de
clasd A, situat in zona centrald a orasului, City Business Centre isi insufleteste—prin expresivitatea inno-
itoare a artei—amplele spatii deschise, aflate atat in interiorul cladirilor, cat si in piatetele publice for-
mate intre ele.



It is a commonplace that the artistic dimension of life cannot develop in splendid isolation. It lives and

breathes in a complex world to which it is linked by nodes and network connections that are constantly extend-
ing. It reflects this world, it enriches it, it offers it alternatives. The connection between art and Timisoara’s
corporatist environment is demonstrated (and strengthened) by one hub in particular: City Business Centre, the
regional business centre for the western area of Romania. A cutting-edge office complex with a downtown loca-
tion, City Business Centre makes use of the renewing expressivity of art to breathe life into the large open spaces
situated both within its buildings and in the public squares that have been created between them.

4 Constantin Flondor, Trigona, 1974 / 2015
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SIGMA: CARTOGRAFIA INVATARI|
1969-1983

City Business Centre

Alina Serban, Andreea Palade Flondor, Space Caviar (Tamar Shafrir, Martina Muzi, Giulia Finazzi)

SIGMA: Stefan Bertalan Doru Tulcan loan Gaita
Constantin Flondor Elisei Rusu Lucian Codreanu

Ordinul Arhitectilor din Romania, filiala Timis / Romanian Chamber of Architects, Timis Branch
Art Encounters

Muzeul de Arta Timisoara / Museum of Art Timisoara

Fundatia Triade / Triade Foundation

Galeria Jecza / Jecza Gallery

Asociatia de la Patru si Facultatea de Arhitectura si Urbanism din Timisoara

www.sigmaexperiment.com

1 Vedere din expozitie/Exhibition view



Expozitia sicma: Cartografia invatdrii 1969-1983 reprezinta

o prima incercare de a descrie ambitiosul proiect de experi-
mentare pedagogica in artd, design si arhitecturd, initiat de
grupul siGMA. Fondat in 1969 in Timisoara de catre artistii
Stefan Bertalan, Constantin Flondor, Ioan Gaita, Elisei Rusu,
Doru Tulcan si matematicianul Lucian Codreanu, conceptul
artistic al grupului stGMA se baza pe interesul membrilor sai
in gandirea sistemicd, tehnologiile avansate si comunicarea
vizuala, asociate cu reinterpretarile extinse ale constructivis-
mului de la inceputul secolului XX si cu afilierea la concep-
tualism si la tendintele radicale din educatie. Ca platforma
comprehensivd, practica artisticd a grupului SIGMA a repre-
zentat un model pentru diferiti practicieni din arta, design

si arhitectura.

Expozitia reconstituie modul procesual de intelegere al artei
de cdtre grupul siGMA in relatie cu teoriile invatarii aplicate
in cadrul Liceului de Arte Plastice din Timisoara (1969-1983),
extinse la Facultatea de Arhitectura (1970-1981) prin interme-
diul lui Bertalan si Flondor si la Facultatea de Electrotehnica
(1971-1972) de catre Codreanu si Gaita. Caracterul puternic
interdisciplinar al activitatii SIGMA, ce presupunea juxtapune-
rea eterogend a mai multor referinte teoretice—din construc-
tivism, cibernetica, bionicd, matematica, structuralism, semi-
oticd, psihanaliza si fizici—a produs o deturnare semnificativa
a perspectivei traditionale fata de invatare in institutiile din
Romania din acea perioada. Grupul promova mai degraba o
programa de tip interpretativ si experiential in artd, design-ul
de produs si arhitecturd, rezonand cu pedagogia vizionara a
Bauhaus-ului, a lui Paul Klee si Buckminster Fuller.

The exhibition siGMA: Cartography of Learning 1969-1983 is

the first attempt to describe the ambitious project of pedagogi-

cal experimentation in art, design and architecture by the SIGMA
group. Founded in 1969 in Timisoara by artists Stefan Bertalan,
Constantin Flondor, Ioan Gaita, Elisei Rusu, Doru Tulcan and
mathematician Lucian Codreanu, SIGMA’s artistic concept was
driven by their interests in systemic thinking, visual communica-
tion, and advanced technology, combined with an extended reinter-
pretation of early 2oth-century constructivism and an alliance with
conceptualism and radical education. As a comprehensive platform,
SIGMA’s artistic practice became an influential model for a diverse
array of practitioners in art, design and architecture.

The exhibition retraces SIGMA’s process-based approach to art in
relationship to the theories of learning they tested at Timisoara
High School of Arts from 1969 to 1983, extended to the School

of Architecture (1970-1981) by Bertalan and Flondor and to the
Electrotechnical Faculty (1971-1972) by Codreanu and Gaita.

The strong interdisciplinary character of siGma’s work, which rad-
ically juxtaposed diverse theoretical references—constructivism,
cybernetics, bionics, mathematics, structuralism, semiotics, psy-
choanalysis, and physics—marked a significant detour in the insti-
tutional stance towards learning that was traditional in Romania
at the time. They fostered, rather, a more nuanced and experien-
tial type of curriculum in art, product design and architecture,
echoing the visionary pedagogy of the Bauhaus, Paul Klee, and
Buckminster Fuller.

Avand in vedere interesul profund al grupului siGMA pentru
domeniul stiintelor si conexiunea sa organica cu propriul pro-
gram pedagogic, expozitia de fatd urmareste sd expuna o carto-
grafie a naratiunilor raimase neexplorate, a surselor si punctelor
de vedere menite sd releve publicului o noud lectura, precum

si aspecte mai putin cunoscute ale grupului. Scopul expozitiei
este de a reafirma actualitatea principiilor pedagogice ale gru-
pului siGMa, prin prisma flexibilitatii raportului instituit intre
pedagog si artist, profesor si elev | student, intre spatiul institu-
tional si natura, obiectul de arta si contextul sdu.

s1GMA: Cartografia invdtdrii 1969-1983 reuneste o selectie de
lucrari si materiale de arhiva care documenteaza activita-

tea sIGMA ca grup de artisti si profesori, prezentand publicu-
lui fotografii, filme si desene, obiecte, reconstructii, caiete de
notite si scrieri ale artistilor, dar si lucrari ale elevilor si studen-
tilor. Expozitia se dezvoltd in jurul a trei concepte prezentate
cu ajutorul unor structuri modulare: Obiecte algoritmice: de la
structuri spatiale la design-ul de proces, Arhitecturi ale spatiului:
joc, actiune, experiment si Acte sensibile de perceptie.

Cele trei directii de expunere alcatuiesc un montaj vizual

ce continud in formatul unui atelier si simpozion, intitu-

lat ALPHA BETA SIGMA, In care participantii aplica si exer-
seaza diverse teme si formate ale practicii si pedagogiei cre-
ative a grupului sigma, in scopul studiului contemporan al
acestora. Cautand sa contextualizeze si sd repozitioneze mos-
tenirea siGMa prin prisma realitatilor culturale si educatio-
nale de astazi, atelierul genereaza un manual colectiv, o posi-
bild reinterpretare contemporana a fenomenului siGMA ca
program colaborativ, educational si artistic ce pune accent

pe interdisciplinaritate.

Given sSIGMA’s deep interest in science and its profound connec-
tion to their unique teaching program, the exhibition aims to expose
a cartography of unmapped narratives, sources and viewpoints
which unfold new readings and lesser known aspects of the group.
It also asserts that sicmA’s pedagogical principles still hold rel-
evance today, considering the flexible boundaries they developed
between educator and artist, teacher and student, between institu-
tional space and nature, art object and its context.

s1GMA: Cartography of Learning 1969-1983 brings together a
selection of works and archival material related to sSIGMA as an
artistic group and as teachers, ranging from photographs, films
and drawings to original objects, reconstructions, (note)books and
writings by artists, along with student works. The exhibition devel-
ops along three concept-lines displayed in modular structures:
Algorithmic Objects: From Spatial Structures to Process Design,
Architectures of Space: Game, Action, Experiment and Sensible
Acts of Perception.

The three exhibition-lines construct a visual montage that

finds continuation in a workshop and symposium, entitled

ALPHA BETA SIGMA, where the participants enact different formats
and themes of s1IGMA practice and creative pedagogy for contempo-
rary study. Seeking to contextualize and reread siGMA legacy from
today’s educational and cultural realities, the workshop generates a
collective manual, a possible contemporary reinterpretation of the
phenomenon of siGMa as collaborators, educators, and interdisci-
plinary artistic practitioners.

Alina Serban
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Constantin Flondor, Imbinare bare prismatice triunghiulare /
Joining of Prismatic Triangular Bars, 1971/ 2015

Constantin Flondor, Imbinare bare prismatice triunghiulare /
Joining of Prismatic Triangular Bars, 1971 / 2015

Sigma, Ansamblu mobil / Mobile Ensemble, 1970 / 2015



1 Stefan Bertalan, Raul Timis cu retele spatiale / Timis River with Spatial Nets, 1978
1 Sigma, Actiune pe malurile raului Timis / Action at Timis River, 1976



PE TERENURI PLUTITOARE.
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1 Stefan Botez, On the Dematerialization of
Prophecies, 2013



De-a lungul timpului, au fost multe drumuri: calatorii, cdutari,
expeditii, zboruri—toate incercari de a vedea ceea ce privirea
nu poate (incd) sd cuprinda, de a distinge ceea ce simturile nu
pot (inca) divulga, de a concepe ceea ce mintea nu poate (inca)
decela. A vedea inseamna a crede, asa se spune. In deplasarile
terestre, apa a ramas probabil frontiera cea din urmd; prin
insasi esenta sa deconcertantd, o referinta absoluta in domi-
narea instabilitatii si infruntarea legilor fizicii, totodata. De la
manifestari ale extra-ordinarului la dispozitive tehnice sau
practici iluzioniste, istoria a demonstrat ca levitatia nu este o
conditie indispensabila pentru a-i traversa suprafata. Si totusi,
odata iesiti din eficienta orizontului stiintei sau al iluziei optice
si patrunsi in natura tulburatoare a inexplicabilului, certitu-
dinile se dizolva in ipoteze, iar previzibilul in necunoscute.
Acela este momentul precis al nebuloasei cognitive, cand rati-
unea intrd in alertd pentru ca masindria invizibild a dorintei si
reprezentarii sa se afirme—un spatiu al artificiului, un peisaj al
potentialitdtilor impunand o (altd) ordine asupra lumii.

Paradoxul constitutiv ce std la baza terenurilor plutitoare*, regi-
site In titlul expozitiei, exploreaza notiunea acelor teritorii iti-
nerante ale mintii umane, pentru care este necesara o sus-
pendare temporard a ratiunii. Asemeni procesului complex,
fizic imposibil, al mersului pe apd, aceste spatii ale imaginatiei
depind de un exercitiu de extrema finete: un act de echilibris-
tica plasat la granita dintre miscare si inertie, precizie (control)
si sperantd (credintd), determindrile prezentului si proiectia
unui viitor ilizibil—o viziune. A sta, astfel, la marginea impon-
derabilitdtii devine o modalitate de a ilustra dualitatea fortelor
de gandire ce configureaza eforturile umane de-a lungul isto-
riei culturale, acolo unde tensiunea dintre ratiune si imaginar,
constient si inconstient, realitate si iluzie, ori abilitatea de a

dezvalui sau a disimula ofera o posibila lectura asupra esentei si
aparentei, tema curatoriald a Art Encounters.

Proiectul confruntd o parte din macro-naratiunile rationalului
cu varii micro-istorii ale irationalului, punand in luminad acele
compartimente secrete ale cunoasterii, credintelor, percep-

tiei si aspiratiilor, care se nasc atunci cand judecata se afla in
stare de cumpana. Subiecte ce sfideaza logica cauzalitdtii natu-
rale si abordari care 1si propun sd expuna si sa discute mecanis-
mele ce stau la baza acestora sunt surse de reflectie, pentru care
incertitudinea si contradictia raiman in egald masura definito-
rii. In aceste intinderi de coordonate ambigue, problematicile
locuri comune ale identitatii colective se intrepatrund cu ana-
tomia fragild a sfintilor anonimi si absurditatea blanda a mito-
logiei personale, formuland golurile si pliurile, interstitiile si
oscilatiile inerente conditiei umane. De la puterea productiva a
superstitiilor sau a divinatiei si interventia profetica a hazardu-
lui, la potentialul gandirii analitice si instanta transformativa

a privirii interioare, lucrarile prezentate sondeaza extremita-
tile intelegerii si examineaza moduri de a imblanzi continutul
difuz al realitatii, sprijinindu-se pe nevoia noastra de a circum-
scrie inimaginabilul in limitele inteligibilului.

in vremuri ale dubiului si inconsistentei, o imagine
a imponderabilitatii.

* Dificil de tradus in toatd intentionalitatea sa, sintagma ,floating grounds”
(,terenuri plutitoare”) mizeaza pe ambiguitatea rezultatd din polisemia
termenului englez ground (1. sol/pdmant; 2. motiv intemeiat pe o
argumentatie logicd). Plasticitatea intregului construct este adancita in
subtitlu, unde sensul figurativ al ,imponderabilitatii” (ca ,imponderabila”)
castiga teren.

loana Mandeal






Throughout time there have been many walks: voyages, quests,
expeditions, flights—all attempts for man to see what the eye can-
not (yet) encompass, to touch what the senses cannot (yet) reveal,
to comprehend what the mind cannot (yet) conceive. Seeing is
believing, so they say. Where earthly travel is concerned, water has
remained perhaps the last frontier; by its very essence disconcerting,
a touchstone for mastering imbalance and challenging the laws of
physics alike. From extra-ordinary acts to technical devices or illu-
sionistic performances, history has proven that one doesn’t neces-
sarily have to be weightless to cross its surface. Yet, once outside the
effective horizon of science or optical illusion and inside the unset-
tling nature of the inexplicable, verity crumbles into hypothesis and
predictability into the unknown. It is at that precise moment of cog-
nitive nebula when reason enters a state of alert, that the invisible
machinery of both desire and representation takes over—a space

of artifice, a mindscape of potentialities imposing (another) order
on the world.

The constitutive paradox that lies at the heart of the floating
grounds referred to in the title of the exhibition speculates on the
notion of those wandering territories of the human mind for which
a temporary suspension of reason is required. As with the complex,
physically impossible process of walking on water, these spaces

of imagination depend upon an exercise of utmost delicacy: a bal-
ancing act that is caught between movement and standstill, preci-
sion (control) and hope (faith), the determination of the present and
the projection of an unknown future—a vision. Standing thus on

the edge of imponderability is a form of illustrating the colliding
forces of thought that shape human endeavours throughout cultural
history, whereby the tension between reason and imaginarium, the
conscious and the unconscious, reality and illusion, and the abil-

ity to reveal or to conceal offer a possible reading on essence and
appearance, the curatorial theme of Art Encounters.

The project confronts some of the macro-histories of the rational
with various micro-stories of the irrational, unveiling the secret
compartments of knowledge, belief, perception and desire that
emerge when judgement is under assault. Issues that defy logics

of natural causality and approaches that strive to expose and dis-
cuss the mechanisms behind them are sources of reflection for which
incertitude and contradiction remain equally defining. In these
realms of ambiguous coordinates the misty lieux communs of col-
lective identity interlace with the fragile anatomy of unknown saints
and the gentle absurdity of personal mythology, mirroring the gaps
and the flows, the voids and the folds inherent to human condition.
From the productive power of superstition or divination and the pro-
phetic agency of chance, to the potential of analytic thinking and
the transformative stance of inner sight, the works on show forge
into the margins of comprehension and examine ways of taming the
shifting content of reality, building on our need to bring the incon-
ceivable within the bounds of intelligibility.

In times of doubt and inconsistency, an image of imponderability.

loana Mandeal



HALELE
TIMCO

Construitd pe structurd metalica si acoperita cu o invelitoare care se sprijina pe grinzi cu zdbrele inalte,
cladirea Halelor Timco este spatiul principal al evenimentelor organizate in cadrul Art Encounters.

Candva, la Halele Timco se produceau utilaje industriale. Aduceau satisfactia disimulata a infaptui-

rii planului de munca intr-o societate care traia din minciund. Pe 19 decembrie 1989, fabrica ,,6 Martie”
(aflatd pe atunci in acest perimetru) a fost unul dintre primele locuri in care s-a protestat impotriva
dictaturii comuniste.

Acum, Halele Timco oferad bucuria sincera a intalnirii cu arta, intr-o lume care e gata sa uite ca rostirea
adevarului a fost, nu cu multe decenii in urma, primejdioasa. Deschise publicului in anul 2010, Halele
Timco au propus atunci expozitia In miezul lucrurilor, curatoriati de lleana Pintilie. Au urmat Posibil—
Nesigurin 2011 (al aceluiasi curator) si The Vanishing Point, in 2014, toate expozitii de grup asociate
Centrului de Arta Contemporana Calina. Cu cateva imbunatatiri, prafosul spatiu industrial s-a reanimat.
Sis-a reorientat. Generos, strabatut de fluxurile unor energii fortifiante, da Timisoarei posibilitatea sa
gazduiascd evenimente de mari dimensiuni, in special expozitiile anuale ale absolventilor Facultatii de
Arta si Design. De-a lungul timpului, aici au avut loc expozitii din circuitul national, precum Sd nu ucizi
(curatoriata de Alexandra Titu) sau expozitia Invazie 68 Praga, care a prezentat lucrdrile fotografului
ceh Josef Koudelka despre cele 7 zile de invazie ruseasca a orasului Praga. La Halele Timco, istoria e vie.
Si se transcrie in arta.



The Timco Halls building, constructed on a metal framework and clad in an envelope supported by girders with
high trusses, is the major location for Art Encounters.

There was a time when the Timco Halls produced industrial machinery. This brought the fake satisfac-
tion of meeting production targets, in a society that lived by lies. On 19 December 1989, the Sixth of March
factory, then located on these premises, was one of the first places where there were protests against the
Communist dictatorship.

Nowadays, the Timco Halls provide the genuine pleasure of an encounter with art, in a world that is ready to
forget that speaking the truth was, not so many decades ago, a perilous thing. Opened to the public in 2010, the
Timco Halls on that occasion staged the At the Heart of Things exhibition, curated by Ileana Pintilie. There fol-
lowed Possible—Unsure (2011, with the same curator) and The Vanishing Point (2014), all group exhibitions
associated with the Calina Centre for Contemporary Art. The dusty old industrial building has taken on new life,
thanks to a few improvements. And it has found a new direction.

Welcoming in its atmosphere, coursed over by flows of stimulating energy, it gives Timisoara the opportunity

to host large-scale events, and in particular the yearly exhibition by students graduating from the Faculty of Art
and Design. Ever since it opened, national-level exhibitions have been held here, examples being Thou shalt not
kill (curated by Alexandra Titu) and Prague Invasion '68, showing the works of the Czech photographer Josef
Koudelka recording the seven days of the Russian invasion of the city of Prague. At the Timco Halls, history is
alive and is transposed into art.

Lia Perjovschi, Knowledge Museum mind map, 2015
Dan Perjovschi, Desen de hald/drawing on the hall, 2015
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Sub influenta diverselor proiecte expozitionale din cadrul Art
Encounters, prezentarea gazduitd de Halele Timco transmite

o viziune introspectiva a situatiei in care se afld arta contem-
porand a Romaniei. Etaland lucrari si grupari artistice a peste
30 de artisti ai generatiei tinere, expozitia se concentreaza asu-
pra celor care au ldsat cu mult in urma izolarea impusa poli-
tic si migratia interioara autoindusa, atat de raspandite timp
de decenii (cu cateva exceptii) in arta romaneasca. De aceea,
sunt artisti care contribuie, prin suveranitate ludica, la discur-
sul artistic global. Creatiilor acestora se mai adauga o serie de
lucrdri ale unei generatii anterioare, ale cdrei exponate creeaza
un cadru istoric si initiaza, astfel, calea spre emancipare menti-
onatd mai sus.

in eseul introductiv din cuprinzitorul studiu al ,,Soros Center
for Contemporary Art” (din anul 1997) despre arta si cul-

tura romaneasca incepand cu anii 1960, Alexandra Titu a defi-
nit actul experimentarii artistice ca pe un liant al principale-
lor abordari estetice si conceptuale. Inci din anii 1950, arta
romaneasca a fost izolata de evolutiile si dialogurile artistice
tot mai globalizatoare ale artei internationale. In schimb, a
stat sub influenta doctrinara a realismului socialist si a instru-
mentalizarii artei in vederea realizarii utopiei sociale comu-
niste. Aceastd claustrare a devenit si mai pronuntata in tim-
pul dictaturii lui Ceausescu. Odata cu revolutia din anul 1989,
intentia artisticd s-a reinsufletit. Mediul actului performativ,
cel care a insotit miscdrile politice ale anilor 1960 si 1970 din
Occident, si-a gasit o scend deschisa in multe festivaluri care au
avut loc in Romania anilor de dupa revolutie. Exersarea si expe-
rimentarea unor noi forme de expresie artistica erau adanc
ancorate in fenomenul generalizat de revitalizare sociala de
atunci. Spre sfarsitul anilor 1990, treptat, aceasta tendinta s-a
stins. Societatea romaneasca trebuia sa-si gaseasca un loc in

Complementing the various exhibition projects of Art Encounters,
the presentation in the Timco Halls explores the current state of
contemporary art in Romania. On view are works and groups of
works from a new generation of more than 30 artists. The exhibi-
tion focuses on this generation’s playful and free-thinking contribu-
tion to global artistic discourse. In doing so, it has transcended the
politically enforced isolation and self-imposed inner exile that char-
acterised Romanian art for decades. The work of this new genera-
tion is complemented by a set of works from an older generation,
creating a historical framework and hinting at the younger genera-
tion’s subsequent emancipation.

In her introduction to an extensive 1997 study by the Soros Center
for Contemporary Art, Alexandra Titu’s essay on Romanian art and
culture from the 1960s onwards defines artistic experimentation as
a unifying element in the country’s aesthetic and conceptual efforts
at the time. From the 1950s onwards, Romanian art was cut off from
the developments in and discussions surrounding the increasingly
international art scene. Romania’s art was subjected to the influence
of the doctrine of Socialist Realism, and was used for the purposes
of constructing a communist utopia. This isolation grew more pro-
nounced under the Ceausescu dictatorship. The revolution in 1989
also gave rise to a different set of artistic intentions. The medium of
performance was a steady companion to the large political move-
ments of the 1960s and 1970s in the West. In the years following the
revolution, performance became a common feature of many festi-
vals in Romania. Experimentation with new forms of artistic expres-
sion was strongly rooted within a general societal tendency towards

contextul politic si economic al comunitatii internationale,
sd se defineascd sau sd se delimiteze in raport cu statele balca-
nice, est-europene si cu cele membre in Uniunea Europeana.
Artistii s-au vazut siliti sd accepte faptul cd, pentru a supravie-
tui in capitalism, arta se supune si ea principiilor pietei libere,
cd depinde de institutii intermediare si ca poate influenta dis-
cursul gobal doar atunci cand reuseste sa depdseasca tematica
individuala si regionala.

Suntem tentati sd ne comparam cercetdrile de ordin curato-
rial cu cele intreprinse in cadrul sapaturilor arheologice, cele
care prin natura lor releva artefacte istorice, dar si actuale.
Fiecare strat acoperitor pe care l-am dat deoparte ne-a permis
sd descoperim caracteristici specifice si nuclee tematice care
corespund evolutiei pe care am schitat-o mai devreme. In stra-
turile timpurii, am gasit peisaje si studii abstracte, dar si refe-
riri la sfera privata. Ori pozitionadri artistice care eludau linia
oficiala impusa de partidul unic si care-si cdutau cdi alterna-
tive de expresie. Descoperim, aici, indicii ale formelor extrase
din arta populard si urme ale naratiunilor preluate din folclor.
Atentia cade, recurent, pe individ. Opera de arta devine porti-
unea meditativa a speculatiei filozofice. Este expresia spiritu-
alitatii profunde si a veneratiei religioase. De cele mai multe
ori, aceastd dimensiune existentiala reprezinta un aspect
principal al artei romanesti. In straturile actuale, ba chiar si
in cele timpurii, iIntalnim opere apartinand unei generatii
care a crescut odata cu explozia informationald a internetu-
lui. Lucrarile respective cauta s se sincronizeze cu discursul
global. De aceea, artistii care semneaza aceste lucrdri prefera
sd creeze la intersectia periferiei cu tematica sociald, a carei
actualitate trezeste un interes general. Expozitia de la Halele
Timco este dedicata tocmai acestei generatii de artisti.

upheaval. By the end of the 1990s however, this trend had slowly
come to an end. Romanian society was forced to determine its eco-
nomic and political position vis-a-vis the international community:
in the Balkans, Eastern Europe, and the European Union. Artists con-
fronted the sobering fact that to survive under capitalism, art is
dependent on the free market and intermediary institutions. It can
only make a contribution to the global discourse if it points beyond
regional and individual topics.

We conceive of our curatorial research as an archaeological excava-
tion, revealing historical and present-day artefacts. In each case, the
individual layers exhibit specific characteristics and thematic points
of emphasis, which correspond to the development outlined above.
In earlier layers, amidst landscapes and abstract studies, one also
discovers references to private life. These artistic works obviously cir-
cumvent the official party line and seek an escape from it. One also
finds references to Romania’s rich folkloric tradition, as well as its
regional arts and crafts. Again and again, the individual takes cen-
tre stage. Works of art become a meditative place for philosophi-

cal speculation. They are also the expressions of a deep spirituality
and a religious reverence. This existential dimension is a recurrent
aspect in Romanian art. In more recent, current layers, we encoun-
ter the work of a generation that grew up in the Information Age

of the Internet. Their works aspire to participate in a global dis-
course. Their work oscillates between the periphery and current
global social topics. The exhibition in the Timco Halls is dedicated to
this generation.

Nathalie Hoyos / Rainald Schumacher
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4 Geta Bratescu, K, 1975

- Florin Mitroi, 811.1997,1997
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Good afternoon Timisoara! This is 93,3 FM, the « Apparence &
Essence » Temporary Space On Air, broadcasting across our beauti-
ful and sad city. It is 2:30 p.m, Saturday the 3rd of October.1am DJ
Angel, your host for this very special program. It promises to be a
magical day of Fall. And I'm sure you’ll enjoy it, but first come under
my wings and lend me your ears ...

... Itis now 3:45 p.m. and I am your host, D] Angel. You've just
heard « Good Afternoon Timisoara », by Saddane Afif, part of his

contribution for the exhibition « Apparence & Essence » curated

by Rainald Schumacher & Nathalie Hoyos, taking place at Halele
Timco until October 31st. Hello to all visitors who are at the open-
ing right now, and welcome to those who will come later. Special
thanks to the authors & the musicians. Thank you for lending me
your ears and minds. This was Good Afternoon Timisoara, 93,3 FM,
« Apparence & Essence » Temporary Space On Air, Timisoara. Tune
in anytime until October 31st.

For the exhibition "Appearance and Essence" Sdadane Afif created a one hour radio show ,,Good Afternoon Timisoara" with songs written and
composed by friends and musicians he often collaborates with. Each song is related to one of his art works. The radio show is broadcasted
once life for the opening and runs on the radio 24/7 for the whole duration of the exhibition. Due to Romanian radio regulations the piece
could not be displayed this way - it was broadcasted twice: once live during the opening of "Appearance and Essence" and on the radio for the

last hour of the exhibition.

Saadane Afif
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GOOD AFTERNOON TIMISOARA! hosted by DJ Angel. Tuned on 100.0 FM, 24/7 from 3 to 31 October, 2015
Saiddane Afif for Appearance & Essence - Curated by Nathalie Hoyos & Rainald Shumacher - Art Encounters Foundation, Timisoara
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Ciprian Muresan, Untitled, 2013-2014 (up)

Vedere din expozitie/Exhibition view (center)

Marian Zidaru, Viziunea lui Ezekiel, Ezekiel's Vision, 1998-2011 (down)
Mircea Cantor, All the Zeros from a Neverending Haiku, 2015




1 lulia Toma, Untitled Fighters, 2014

- Mihut Boscu-Kafchin, The Alchemy of
the Alter-Body, 2013
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SUbREAL, Servind Arta 1/ Serving Art 1,1997-1999/2015, selection of 608 photographies, Vedere din expozitie/Exhibition view
Anca Munteanu Rimnic, Wild Worses, 2013 (up)

Mihai lepure-Gorski, Souvenir, 2014 (center)

Sofia Hultén, Statik Elastik, 2012 (down)
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GALERIA
HELIOS

Vechiul Corso timisorean: metafora a palatelor largi ale memoriei locurilor, dar si ale locurilor memo-
riei pastrate individual si resimtite ca avind dimensiunea unei spatialititi specifice. Triite. Intr-o plim-
bare pe Corsoul flancat de cladiri maiestuoase, memoria se incarca de emotie si e dublatd, totodata,

de reflectie. Acolo, in Piata Victoriei, corpul trecatorului si corpul unei cladiri intra intr-un lant al
vecindtatilor rezonante.

Fie cd pasul duce pe langa Palatul Merbl ori Palatul Neuhausz (combinatie de stil eclectic, secession vie-
nez si maghiar), fie ca se apropie de Palatul Dauerbach (care addpostea cindva cafeneaua si restauran-
tul Palace) ori de Palatul Lajos Hilt (Hilt&Vogel), se produce un miracol al re-cunoasterii prin care alteri-
tatea istoriei se lasa invaluitd de prezenta.

Sprijinit intr-o parte de Palatul Széchényi si in cealaltd parte de Palatul Dauerbach, Palatul Hilt-Vogel
se impune printr-o decoratie generala de profil drept si printr-o ornamentatie vegetalad punctuald, geo-
metrizatd, incadrandu-se consonant in arhitectura de ansamblu a vechiului Corso. Ridicat intre 1912 si
1913 de cdtre arhitectul Laszl6 Székely intr-un stil sobru de Art Nouveau maghiar (fara insertiile roman-
tice prezente, bundoard, la casa Briick a aceluiasi arhitect), Palatul Hilt-Vogel addposteste, la parter,
Galeria Helios.

Inaugurata in 1968, a fost prima galerie de arta din Timisoara a Uniunii Artistilor Plastici. Printre primii
expozanti s-au aflat Diodor Dure, Xenia Eraclide Vreme, Iulia Dinescu, Simion Lucaciu, Stefan Bertalan,
Romul Nutiu, Gabriel Popa, Péter Jecza, Zoltan Molnér, Adalbert Luca si Julius Podlipny. Galeria pre-
zintd mai ales expozitii de grup, dar spatiul ei este folosit si pentru galele anuale de premiere ale uap. in
Palatul Hilt-Vogel, memoria-imagine se intalneste, fericit, cu memoria-reprezentare.



The old Corso of Timisoara: a metaphor for spacious palaces holding the memory of places, but also of places of
memory preserved individually and felt as possessing the dimensions of a spatiality that is unique. Experienced.
During a walk along this Corso flanked by majestic buildings, the memory becomes freighted with sentiment,
accompanied at the same time by reflection. Here, in Victory Square, the materiality of the pedestrian and the
materiality of a building enter into a succession of resonant propinquities.

Whether your steps lead you past the Merbl Palace or the Neuhausz Palace (a combination of Eclectic, Viennese
Secession and Hungarian Secession ), or whether you approach the Dauerbach Palace (once home to the Palace
coffee-house and restaurant) or the Lajos Hilt Palace (Hilt&Vogel), what takes place is a miracle of re-cognition
by which the otherness of history allows itself to be swallowed up by present reality.

Sustained by the Széchényi Palace on one side and the Dauerbach Palace on the other, the Hilt Vogel Palace
stands out because of its generally straight-line exterior decorations and its precise, geometrical floral ornamen-
tation, features that cause it to blend in well with the architectural style of the old Corso. Erected in 1912-1913
by the architect Székely Ldszl6 in a sober Hungarian Art Nouveau style (without the romantic additions visi-

ble at many points in the same architect’s Briick House), the Hilt Vogel Palace is home, on its ground floor, to the
Helios Gallery.

Opened in 1968, this was Timisoara’s first art gallery run by Romanian Artists’ Union. Among the earliest artists
to exhibit there were Diodor Dure, Xenia Eraclide Vreme, Iulia Dinescu, Simion Lucaciu, Stefan Bertalan, Romul
Nutiu, Gabriel Popa, Péter Jecza, Zoltan Molndr, Adalbert Luca and Julius Podlipny. The gallery specialises in
hosting group exhibitions, but the space is also used for the annual gala premiéres of the Timisoara Union of
Fine Artists. In the Hilt Vogel Palace, image-memory has a happy conjunction with representation-memory.



FITESEFRITCELE LU BRANCL@
O INTRIGA DE FAMILIE (ACTUL I

Galeria HELIOS / HELIOS Gallery

Aceasta expozitie a fost organizata de Salonul de proiecte
Bucuresti, in conjunctie cu alte doud proiecte ale Alexandrei
Croitoru: proiectul expozitional de la Galeria Plan B Cluj si cel
editorial—Brdancusi. O viatd vesnicd—publicat in parteneriat cu
Editura DA Cluj si Archive Books Berlin.

(Bréncusi), 2010

Alexandra Croitoru

Dan Acostioaei

Vlad Cadar & Biserika & Tamtam
Simion Cernica

V. Leac & Stefan Tiron
Monotremu

Dan Perjovschi

Sergiu Sas

Salonul de proiecte Bucuresti / Bucharest

This exhibition was organized by Salonul de proiecte Bucuresti,
in conjunction with two other projects by Alexandra Croitoru:
an exhibition at Plan B Gallery Cluj and an artist-book entitled
Brancusi. An Afterlife, has been published in partnership with
Editura 1DEA Cluj and Archive Books Berlin.

< Simion Cernica, Theme Park



Proiectul se concentreaza asupra cultului lui Constantin
Brancusi in Romania si discutd modul in care performanta lui
Brancusi in contextul artistic international a fost investita cu
sensuri legate de discursul nationalist si transformata in per-
formanti a Romaniei. inci din perioada interbelicd, legiti-
marea externd apare ca motorul principal al transformarii lui
Brancusi intr-un erou national. Acest proces, care se regaseste
mai tarziu siin cadrul recuperarii brancusiene ,,umanist-soci-
aliste” a anilor '60-"70 si a celei protocroniste a anilor 70-'80,
se dezvolta si se rafineazd pana in contextul prezent al state-
lor competitive, cand, pe fundalul globalizarii si politicilor
identitare europene, Brancusi devine un pion important chiar
siin strategiile branding-ului de tara. Acest cult al sculptoru-
lui este intretinut de-a lungul timpului de supraproductia exe-
geticd a brancusiologilor romani care in final influenteaza si
modul in care Brancusi este apropriat in strategii guverna-
mentale si comerciale, in cultura populara sau in diverse dis-
cursuri cu tentd nationalistd, precum cele ale dacologilor si

Focusing on the cult of Constantin Brancusi in Romania, the project
discusses how his success on the international art scene has become
a Romanian high-performance, through connecting the artist pre-
dominantly with the nationalist discourse. As early as the inter-war
years, Brancusi’s international reputation played a major role in his
transformation into a national hero. This process, also observable
some time later in the context of the “socialist-humanist” rediscov-
ery of Brancusi during the ‘’60s-"70s and his protochronistic [that is,
involving an anachronistic assertion of priority in innovation| redis-
covery in the 70s-'80s, has continued to develop and be refined in
the contemporary context, that of competitive advantage of nations.
Nowadays, against a backdrop of globalisation and of European
identity policies, the Brancusi myth is tending to be significantly
exploited even in strategic planning for the branding of Romania.
The Brancusi cult has been kept alive over the years by an excessive
number of works by Romanian experts on the sculptor, who have
now even come to influence the attitude to the artist adopted in gov-
ernmental and commercial communication strategies, in popular
culture and in a range of forms of discourse, whether nationalistic,

ortodoxistilor, sau trans-nationale ca acelea ale yoghinilor sau
ale masonilor.

Ca artisti formati in Romania, am crescut cu modelul Brancusi
asezat pe treapta cea mai de sus a panteonului istoriei artei,
supraexpunerea la acest discurs omagial generandu-ne in final
o nevoie de deconstuctie a mitului Brancusi. (Chiar si titlul pro-
iectului a fost inspirat de o astfel de publicatie omagiala care
reafirma in mod evident si un anumit tip de patriarhat ,artis-
tic” local—Brancusi. Tatdl nostru de Paul Rezeanu, fost director
al Muzeului de Arta din Craiova.) Desenele lui Dan Perjovschi
sau lucrarile video ale lui Simion Cernica si Sergiu Sas ne amin-
tesc inca o datd ca o raportare pur estetica la opera lui Brancusi
a devenit imposibild in contexul romanesc. Raportarea noas-
trd, fiind mereu bruiatd de patosul nationalist ce inconjoara
subiectul Brancusi, iese din sfera specificd a artei vizuale si
devine politica.

such as that of the experts on the Dacians and of Orthodox special-
ists, or trans-national, such as that of yoga practitioners and of
the Freemasons.

As artists educated in Romania, we grew up with the image of
Brancusi as a paragon seated on the topmost step of the pantheon
of the history of art, and over-exposure to this kind of homage-laden
discourse eventually produced in us a need to deconstruct the
Brancusi myth. (Even the title of the project was inspired by a hag-
iographic work of this kind that also restates very clearly a cer-
tain type of local artistic “patriarchy”—Brancusi. Our Father by
Paul Rezeanu, former director of the Craiova Art Museum.) Dan
Perjovschi’s drawings and the video works of Simion Cernica and
Sergiu Sas remind us once again that a purely aesthetic response

to Brancusi’s work is no longer possible in the Romanian context.
Our own response—being as it is, subjected to disturbance from
the nationalist pathos that suffuses the subject of Brancusi—passes
beyond the realm of visual art to become political.

Alexandra Croitoru



Atelier de amenajari

si decoratiuni exterioare
cu Monotremu

Home Exterior Design
with Monotremu

ATELIERE DE CREATIVITATE BRANCU§IOLOGICA

Salonul de proiecte @ Galeria Helios

Programul expozitiei Fiii si fiicele lui Brancusi. O intrigd de fami-
lie (Actul II) este insotit de cateva ateliere care problematizeaza
»canonizarea” lui Brancusi, atat in sfera elitelor culturale roma-
nesti, cat siin cea a culturii populare. Atelierul de pictura sus-
tinut de Dan Acostioaei porneste de la portretul sculptorului

si se dezvoltd inspre canonul iconografic ortodox, cel imaginat
de V. Leac & Stefan Tiron se concentreaza pe exercitii de ,scriere

The exhibition programme of The Sons and Daughters of
Brancusi. A Family Saga (Actul II) is accompanied by a series of
workshops addressing the issue of the ‘canonisation’ of Brancusi,
both among the Romanian cultural elites and in popular culture:
Dan Acostioaei’s painting workshop takes the portrayal of the
sculptor as its starting-point and focuses on the orthodox icono-
graphic canon; the one devised by V. Leac and Stefan Tiron focuses

V. Leac, Stefan Tiron
Vlad Cadar si Biserika
Vlad Cadar si Biserika
Monotremu

Dan Acostioaei

xn

creativa” ce au ca punct de plecare aforismele brancusiene, cel
propus de duo-ul Monotremu pune in discutie mutatiile sufe-
rite de elementele creatiei lui Brancusi in arhitectura vernacu-
lard, iar in cadrul atelierului de ,,Jucru manual”, condus de Vlad
Cadar, motivele brancusiene sunt reciclate intr-o serie limitata
de suveniruri.

on ‘creative writing’ exercises that take the sayings of Brancusi as
their inspiration, the one suggested by the Monotremu duo will dis-
cuss the changes undergone by characteristics of Brancusi’s oeuvre
in their employment in vernacular architecture; the ‘arts and crafts’
workshop led by Vlad Cadar will feature Brancusian motifs being
recycled into a limited edition of souvenirs.



Alexandra Croitoru, The Cabbage Process, 2012
Vv Sergiu Sas, Cdutandu-I pe Brancusi, 2015

Dan Perjovschi, Infinite Bunjee-Jumping,

2010/2015




A SIGMA, Multivision 1,1978 / 2014 - 2015

MULTIVISION 1 1972-1978
RECONSTRUCTIE 2014-2015

Liceul Teologic Romano-Catolic Gerhardinum / The Gerhardinum Roman Catholic Theological High School

SIGMA 1969-1983

Jecza Gallery

Film S8mm pentru 2 proiectoare & 10 ecrane
de proiectie, 16 Min, Instalatie multimedia /
S8mm Film for 2 projectors & 10 screens, 16 Min

Instalatie produsa de catre Jecza Gallery /installation produced by Jecza Gallery. Multimedia installation



Prin 1960, Timisoara devenise unul dintre cele mai dinamice
centre ale artei contemporane romanesti, fapt datorat in buna
masura si stabilirii Tn oras a unui numar de tineri artisti ani-
mati de dorinta schimbarii vietii culturale prin promovarea
unor noi concepte vizuale. In acest context, aparitia celor doud
grupuri experimentale—grupul 111 si siGMA—trebuie pusa in
legdtura cu activitatea creatoare si dezvoltarea personald a doi
principali artisti, membri fondatori ai ambelor grupuri: Stefan
Bertalan si Constantin Flondor. Temele comune de cercetare

si problemele vizate de ei in acei ani au fost dezvoltarea unor
modalitdti de intelegere si de analizd, apoi de conceptuali-
zare a naturii si gasirea unor echivalente ale acestora in limba-
jul abstract. Interesul lor comun se indrepta, asadar, spre noile
probleme ale limbajului plastic, citre arta permutationald,
catre noile tehnologii sau cdtre domenii teoretice de cercetare
(implicand conceptul de algoritm, de bionicd, cibernetica sau
de logica matematica etc.).

Around 1960, Timisoara became one of the most dynamic centers of
the Romanian contemporary arts, mostly due to several young art-
ists settling in the city, artists enlivened by the desire to change its
cultural focus by promoting new visual concepts. In this context, the
appearance of the two experimental groups—111 and SIGMA—must
be linked to the creative activity and the personal development of
two main artists, founding members of both groups: Stefan Bertalan
and Constantin Flondor. They became professors during the same
year and were colleagues at the Art High School in Timisoara.

Their mutual research and the issues they analyzed through these
years were focused on developing an approach to the understand-
ing and analysis and conceptualization of their nature and finding
equivalents for all these in abstract language. Thus, their mutual
interest was focusing on new questions on plastic language, on
permutation art, on new technologies and on theoretical areas of
research (involving the algorithm concept, bionics, cybernetics or
mathematical logic etc.).

(...) Ultimul experiment de proportii al membrilor grupului
s1GMA (Stefan Bertalan, Constantin Flondor, Doru Tulcan) a
fost filmul Multivision I si I, precum si proiectia lui, o adevarata
instalatie-actiune, prezentata in 1978 la expozitia ,,Studiul” 1, la
Timisoara. Proiectia propriu-zisd, pentru doud aparate care-si
intersectau la un moment dat fasciculele de lumini, a avut loc
pe zece ecrane semitransparente colorate, avand o structurd
de tip raster. Ecranele au fost dispuse in sald in forma de tetra-
edru, iar cele doua proiectii simultane erau diferite, una a fil-
melor alb | negru, cealalta a filmelor color. Astfel, aceasta con-
ceptie cu totul aparte de amenajare a spatiului, ca si proiectia
in sine, un fel de happening in fata publicului, ne indrepta-
teste sa consideram Multivision ca fiind prima instalatie multi-
media din Romania. Filmul a fost considerat o lucrare de grup,
purtand semnatura celor trei artisti, pe buna dreptate privit ca
rezultatul anilor de cercetare din perioada sicMa. Dupa acest
moment distanta dintre cei trei membri ai grupului devine tot
mai evidentd, astfel incat se poate vorbi de o neta destramare.

(...) The last great experiment of SIGMA (Stefan Bertalan,
Constantin Flondor, Doru Tulcan) was the film Multivision I and

Il and its projection, true action-equipment, presented in 1978 at
the “Study 1” exhibition in Timisoara. The actual projection, on
devices that intersected their light beams at some point, took place
on ten colored semi-transparent screens, with a raster type struc-
ture. Screens were placed in a tetrahedron room, and the two simul-
taneous projections were different, one for the black and white mov-
ies, the other for the color ones. Thus, this totally different concept
for arranging space, as a projection in itself, a kind of happening in
front of an audience, makes us look at Multivision as the first mul-
timedia installation in Romania. The film was a group work, bear-
ing the signature of the three artists, and is rightly viewed as the
result of all the years of research from the siGma time. After this the
distance between the three members of the group is more and more
obvious, so we can say they parted ways.

lleana Pintilie
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Balamuc

Dan Perjovschi

Balamuc
Art Encounters

A Fanzine/Zines, 1992-2015



Balamuc este un generator de publicatii si gandire prin

desen. Adica un context perfect pentru retrospectiva de fan-
zine Dan Perjovschi’s Zines. 1992-2015. Tnceput ca un substi-

tut ieftin de catalog si continuat ca attachment la expozi-

tii, fanzinul lui Perjovschi s-a stabilizat in zona educationala.
Workshopurile de 1-7 zile, pe care le tine in cadrul expozitiilor
la care participa (Bienala de la Sao Paolo, Tate Liverpool) sau in
scolile de artd unde este invitat sd predea, au ca obiect final un

Balamuc is a generator of publications and thinking through draw-
ing. This makes for the perfect context of the fanzine retrospec-

tive Dan Perjovschi’s Zines. 1992-2015. Started as a cheap substi-
tute for a catalogue and continued as an attachment to his shows,
Perjovschi’s fanzine has settled in the educational area. The work-
shops he holds for 1 to 7 days, during exhibitions he’s attending (Sao
Paolo Biennale, Tate Liverpool) or in art schools where he’s invited
to teach, are finalized with a fanzine. The retrospective gathers in

fanzin. Retrospectiva aduna la un loc publicatii facute la indigo
in Cuba, tiparite la rezolutie mare cu studentii de la HEAD
Geneva, conceptuale cu artisti ca Enzo Cucchi si Daniel Knorr la
Roma, ca strategie de protest cu studentii din Leipzig, ca rezis-
tentd cu activistii din Iasi sau cei de la Accept din Bucuresti.

Expozitia prezinta aceste capsule ale timpului trase la xerox,
demonstrand cd avem toti o limba comuna: desenul.

one place publications copied with indigo paper in Cuba, printed in
large resolution with the students from HEAD Geneva, conceptual
with artists like Enzo Cucchi and Daniel Knorr in Rome, as a pro-
test strategy with the students from Leipzig, as a resistance with the
activists from Iasi or the ones from Accept Bucharest.

The show presents these xeroxed time capsules, demonstrating that
we all have a common language: drawing.

Balamuc



< André Cadere, New York, 1976

ANDRE|I CADERE. DOCUMENTE
CONCEPTUALE 1972-1978

Fundatia Triade / Triade Foundation

Lynda Morris
Roxana Gibescu
Andrei Cadere / André Cadere

Fundatia Triade / Triade Foundation



Expozitia Andrei Cddere. Documente conceptuale 1972-1978

este un proiect monografic de recuperare a unui artist roman
important, recunoscut in strainatate drept un exponent origi-
nal al artei conceptuale (1967-1978), dar foarte putin stiut sau
inteles in Romania.

Expozitia este rodul legaturii pe care curatoarea Lynda Morris
a avut-o cu artistul incepand inca din anul 1972, dezvoltata pe
diferite planuri in timp.

Expozitia prezentd are ca punct de pornire Documenting André
Cadere 1972-1978, expozitie pe care Lynda Morris a curatoriat-o
la Galeria Modern Art Oxford si pe care a itinerat-o ulterior la
Muzeul Mu.zeE din Oostende si la Galeria Artist Space din New
York, in perioada 2012-2013. O parte mult mai mica din aceste
documente a fost expusa in expozitia Genuine Conceptualism,
conceputd de curatoare la Herbert Foundation din Ghent

in 2014.

Expozitia Andrei Cddere. Documente conceptuale 1972-1978
ofera o cronologie a expozitiilor si plimbarilor-performative,

The exhibition André Cadere. Conceptual Documents 1972—

1978 is a monographic project which aims to recover an important
Romanian artist, internationally recognized as an original exponent
of conceptual art (1967-1978), but very little known by Romanian
scholars and the Romanian public.

The curator Lynda Morris met André Cadere in 1972 and developed
a close relationship with him that continued throughout the last
years of the artist’s life. This exhibition follows the exhibition Morris
curated at Modern Art Oxford, which toured to Mu.zEE Museum

in Oostende and to Artist Space Gallery in New York in 2012-

2013. A much smaller collection of these archival documents were
shown recently as part of Genuine Conceptualism at the Herbert
Foundation in Ghent in 2014.

André Cadere. Conceptual Documents 1972-1978 offers a chro-
nology of André Cadere’s exhibitions, appearances, walks and lec-
tures during the last six years of his life. This major piece of research

a insertiillor barelor de lemn in expozitiile altor artisti si a pre-
legerilor pe care artistul le-a sustinut in ultimii sase ani ai vie-
tii sale. Aceastd expozitie-arhivd mutd accentul de pe barele
sale de lemn ca obiecte si se focalizeazad pe semnificatiile gene-
rate de documentele tipdrite (invitatii trimise de galeriile care
l-au expus, anunturi ale prelegerilor pe care acesta le-a sustinut
in diverse universitati, corespondenta dintre Cddere si diferiti
alti artisti sau curatori din acea perioadd—printre care Harald
Szeemann, Gilbert and George, Daniel Buren), materialele audio
si filmdrile rare, toate acestea inregistrand actiunile-performa-
tive ale artistului, viziunea sa asupra lumii politice si relatiile
sociale ale acestuia in Europa si America.

Aceste aparitii ale artistului la cele mai importante vernisaje
din institutiile de arta europene sunt legendare si constituie o
parte la fel de semnificativa din mostenirea sa ca barele pen-
tru care este cunoscut. In toate se regiseste interesul lui Cdere
pentru politica spatiului, atat sociald, cat si institutionala,
manifestatd pe fondul crizei economice din anii '7o.

shifts the focus away from his Round Bars of Wood (1970-1978) as
objects, and instead focuses on the meanings evident in the printed
documents (gallery invitations, notices of lectures and mailings

to other artists or curators such as Harald Szeemann, Gilbert and
George and Daniel Buren, and personal notes), and a previously
unpublished audio interview conducted by Lynda Morris for Studio
International in 1976 and short films that record Cadere’s actions
and social relationships. The actions of Cadere centred on appear-
ances with his Barres de Bois Rond, which he presented in gal-
leries, museums, biennials, appearances at public sites and at the
openings of renowned Conceptual artists, constituted a provocative
approach towards art’s dependence on context. The correspondence
and documentation around these interventions and his interactions
with other artists, gallerists, collectors and critics serve as impor-
tant sites for Cadere’s ideas, providing particular insight into his
thinking around the politics of space, both social and institutional,
against the backdrop of the economic crisis of the 70s.

Roxana Gibescu



MEDIA ART FESTIVAL ARAD
R.E.M.X -- remix

MAGAZIN MIXT
FRANCHISE

Timisoara, Casa cu Lei (Piata Unirii 6)

Calin Man
loana Selejan

kinema ikon
:BARIL

Primaria Municipiului Arad / Arad City Hall
Centrul Municipal de Culturd Arad / Arad Cultural Centre
Art Encounters

Parte a / Part of Media Art Festival Arad R.E.M.X—Rapid Eye Movement 4 Célin Man, montaj foto / photo montage



Media Art Festival Arad isi vede de drum si isi cauta locul.

Pana sa ne aratam plictisiti de White Cube si sd ne ascundem
in Black Box, intervenim, parazitim, polemizam, demantelam,
empatizam cu expozitia permanenta de artd clasicd a muzeu-
lui arddean, sau ne infiltrdm, ocupam, ne jucam, infiintam un
Magazin Mixt in inima mallului.

The Arad Media Art Festival is continuing its journey and seeking a
place for itself.

Before we declare ourselves bored of the White Cube and hide in the
Black Box, we intervene, parasitise, dismantle, empathise with the
Arad Museum permanent exhibition of classic art, or else we infil-
trate, occupy, play with, establish a Grocery Shop at the heart of

the mall.

Daca la prima editie, In 2014, vizitatorii au venit, dar nu au dat
navald la Muzeul de Artd din Arad, la a doua editie, in 2015, am
mutat arta unde 1i este omului mai drag: la mall.

De asemenea, Magazinul Mixt prezinta o franciza in Timisoara
unde, sub masca unei agentii de voiaj, promoveaza artistii
inclusi in expozitia din Arad: R.E.M.X.—remixat.

If visitors came to the first annual event held at the Arad Art
Museum in 2014, but not in overwhelming numbers, for the second
annual event, in 2015, we were moving art to where people like best:
the mall.

Similarly, the Grocery Shop has a franchise in Timisoara, where,

disguised as a travel agency, it promotes the artists featured in the
Arad exhibition: R.E.M.X.—remixed.

Calin Man



EXPOZITIE / EXHIBITION

1 Vlad Nanca, Cerc / Circle, 2015

SOUVENIRS FROM EARTH

Galeria Calina Spatiu de Arta Contemporana / Calina Gallery Contemporary Art Space

CURATOR: Liviana Dan
ARTIST: Vlad Nanca

orcanizator [ orcanizer:  Galeria Calina Spatiu de Arta Contemporanad /
Calina Gallery Contemporary Art Space

Proiectul Souvenirs from Earth face parte din The exhibition Souvenirs from Earth is part of
platforma The Installation Projects care se va the Installation Projects platform, which will
desfasura la Galeria Calina intre septembrie be held at Calina Gallery between September
2015 si aprilie 2016. Artisti lulia Toma, 2015 and April 2016. Artists lulia Toma,

Vlad Nanca, Apparatus 22, Aurora Kiraly. Vlad Nancd, Apparatus 22, Aurora Kirdly.

Curator Liviana Dan. Curator Liviana Dan.



In istoria artei recente a existat mereu si frecvent un ,,moment
Vlad Nanca”. Despre Vlad Nanca se stie cd reprezinta arta con-
temporand in Romania, cd traiectoria lui stilistica oscileaza
intre modernismul pur si contracultura de tip D1Y, cd are o
relatie aparte cu minimalismul, cd manifesta o stranie atentie
pentru modificarea istoriei, pimantul alternativ, spatiul social
si confesiunea publica.

Existd o atitudine romantica certd pentru locuri reale, stil si
gust. Temele sunt actuale si inventate, concrete si teoretice.
Sunt noi, informative, mult mai importante, prezentate amu-
zant intr-un limbaj emergent.

Vlad Nanca prezinta intr-un mod conceptual lucrurile con-
ventionale. Fira scop definit aduce impreuna situatii aparent
fard legdturd. Natura este un set de recuzitd, constructiile sunt
manipulate de materiale, detaliile sunt selectate cu atentie—
sunt introduse parti pentru a indica intregul, deconectarile
sunt tematice.

In the history of recent art there have constantly been “Vlad Nancd
moments.” It is known that Vlad Nancd represents contemporary art
in Romania, that his stylistic trajectory oscillates between pure mod-
ernism and DIy-type counterculture, that he has a special relation-
ship with minimalism, that he manifests a strange interest in altered
history, alternative earths, the social space and public confession.

There is a definite romantic proclivity for real places, style and
taste. The themes are topical and invented, concrete and theoretical.
They are new, informative much more important, presented amus-
ingly in an emergent language.

Vlad Nancd presents conventional things in a conceptual way.
Without a definite aim he brings together apparently unconnected
situations. Nature is a set of props, constructions are manipu-
lated by means of materials, details are selected with care, parts
are introduced in order to point to the whole, the disconnections
are thematic.

Singuratice, blande, cu totul familiare, obiectele lui Vlad Nanca
devin usor nelinistitoare si bizare. Tiramurile sunt domestice
si urbane. Plantele, lucrurile par umane, dar exista si plante si
lucruri posibile. Esti aproape mereu prins intre iluzie si reali-
tate, Intre artificial si natural. Un sprijin substantial vine de la
loc/spatiu, lumind, atmosfera.

Interpretarea este intotdeauna dependentd de locul unde
lucrarea este plasata.

Senzatia este cd nu se Intdmpld nimic, ori se va intdmpla
curand, ori pare ca incepe, ori ca ai ajuns prea tarziu. O clari-
tate aspra examineaza modalitdtile de construire a narativului.
Detaliul impune o ordine drastica. Tehnica subliniaza expresia.
Sfarsiturile vizuale sunt libere.

Teoria ramane suspendatd intre flexibilitatea semiotica si
linistea existentiala.

Solitary, gentle, wholly familiar, Vlad Nancd’s objects become
slightly disturbing and bizarre. The realms are domestic and urban.
Plants and things seem human, but there are also possible plants
and things. You are always caught between illusion and reality,
between the artificial and the natural. Substantial support is pro-
vided by place/space, light, atmosphere.

The interpretation is always dependent on the site where the work
is placed.

The feeling is that nothing is happening, or that it is about to hap-
pen, or that it looks like it is beginning, or that you have arrived

too late. A harsh clarity examines the modalities whereby narra-

tive is constructed. The detail imposes a drastic order. The technique
emphasises the expression. The visual ends are free. The theory
remains suspended between semiotic flexibility and existential calm.

Liviana Dan



RECORDING TRACES 1970-1990
IOSIF KIRALY, DORU TULCAN

Galeria Jecza / Jecza Gallery

Ruxandra Demetrescu

losif Kiraly
Doru Tulcan

Jecza Gallery

2 Doru Tulcan, Vedere din expozitie/Exhibition view
> losif Kiraly, Vedere din expozitie/Exhibition view
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Expozitia ce-i reuneste in spatiile Galeriei Jecza pe losif Kiraly
si Doru Tulcan std in egald masura sub semnul recuperarii si al
unei revizitari critice. Este recuperata activitatea lor artistica
dintr-un interval cronologic ce std, la randul sdu, sub semnul
istoriei recente: anii 1970 si 1980 (cu cateva prelungiri semni-
ficative de la inceputul anilor 1990). Sunt prezentate fotografii
care au avut, in epocd, rolul de documentare a experimentelor
artistice realizate de cele mai multe ori in spatii neconventio-
nale: ,actiuni”, instalatii, performance-uri. Astfel, fotografia a
fost mijlocul privilegiat de ,inregistrare a urmelor”, devenind,
ulterior, un instrument eficace de a crea ,,straturile memo-
riei”. Revizitarea criticd consta in dialogul creat cu buna stiinta
intre imaginea-document de laborator (fotografii de dimen-
siuni mai degraba mici, uneori afectate de trecerea timpului,

This exhibition brings together losif Kiraly and Doru Tulcan at
Jecza Gallery aiming both at retrieval and a critical review. What’s
brought into focus is their artistic practice from a timespan pertain-
ing to recent history (Zeitgeschichte): the 7os and ’gos (alongside
a number of significant extensions reaching to the beginnings of
the 1990s). (Some of) The photographs shown had the the purpose
of documenting the artistic experiments which often took place in
unconventional spaces: actions, installations, performances. Thus,
photography was the privileged tool for “recording traces”, becom-
ing afterwards an effective instrument for creating the “layers of
memory”. Critical review consists of the assumed dialogue between
the image-document (rather small-size photographs, sometimes

instalate In grupaje tematice si cronologice) si imaginea de
mari dimensiuni, inrdmata, consacrata ca obiect artistic, ce
domind acum firesc spatiul expozitional.

Marturiile fotografice predominante in expozitie reprezintd, in
cele din urma, un mijloc de activare a memoriei acelor experi-
mente artistice frenetice, profund innoitoare si inevitabil mar-
ginalizate. Scopul lor este, asa cum afirma odinioara Georges
Bataille, de a provoca nelinistea si nu delectarea spectatoru-
lui; cdci substanta lor este cea a unei imagini critice, asa cum o
definea Didi-Huberman: o imagine ce critica felul nostru de a
vedea, pentru ca, atunci cand ne priveste, sd ne determine sd o
vedem cu adevarat.

showing signs of decay, displayed in thematic and chronologi-
cal groupings) and the big-size image—framed, consecrated as art
object—nowadays naturally dominating the exhibition space.

The prevalent photographic evidences in the exhibition represent,

in the end, a means of activating the remembrance of those frenetic
artistic experiments, deeply innovative and inevitably marginalized.
Their purpose is—as Georges Bataille once stated—to induce dis-
quiet and not delectation in the viewer; their substance is, after all,
that of a critical image, such as Didi-Huberman defined it: an image
criticizing our way of seeing in order to determine us, by looking at
us, to really see it.



CAZARMA
FRANZ JOSEF

Din vechea cetate a Timisoarei, calatorul pleca spre miazanoapte prin Poarta Vienei, care ducea spre
Szeged, Budapesta si Viena. Chiar in fata Portii, la marginea de nord a cetdtii, se afla Cazarma Viena.
Construitd in 1752 in forma de careu inchis, cladirea a fost grav avariata la asediul din anul 1849. n ace-
lasi loc, a fost ridicatd in 1851 0 noud cazarma, cu parter si doua etaje, in forma de U deschis spre Piata
Marasti. Acest nou edificiu a fost numit Cazarma Franz Josef. Iar daca in secolul XX a fost folosita ca spa-
tiu de depozitare, in cel de-al XXI-lea veac Cazarma Franz Josef (dupa cum este cunoscutd) urmeaza
exemplul Palatului Baroc, incercand sd se reinventeze, cel putin temporar, prin arta.

Pe durata Art Encounters, Cazarma Franz Josef a devenit Guesthouse pentru galeriile de arta
contemporand invitate.

Mensing Timofticiuc, Berlin
Monica Sache, Bucuresti
Vitali Stanila, Bucuresti

Transformarea Cazarmei U intr-o expozitie temporara a echivalat cu un adevarat exercitiu de regenerare
urband. Nu s-a urmadrit un singur concept singular, incdpatanat, nici o “infrumusetare” a spatiului, ci
producerea unui tumult de senzatii: s-a incercat un gest clar si radical, integru, menit sa imbogateasca
experienta arhitecturald si sa nu concureze cu operele artistice ale galeriilor.

Un spatiu fard complexe, fard pretentii si fara prejudecati, ce nu incearca sa-si acopere trecutul recent
cu reputatie patatd: spatiu redundant, zona insalubra. Transformata, cel putin temporar, intr-un focar al
creativitatii si tineretii curajoase, al nebunilor frumosi, cladirea are sansa de a se retipdri pe harta men-
tald a locuitorilor sub un alt nume. Anonima si discreta, asemeni cladirii care o adaposteste, lipsita de
»semndturd” si gesturi pretentios grandilocvente, interventia este reusitd atita vreme cat este subtild si
nu incearca sd se facd remarcata, ci doar sa augmenteze importanta spatiului primit intr-o maniera dis-
tincta. (Monica Sache)



From the old fortress of Timisoara the traveller set off northwards through the Vienna Gate, from where the road
led towards Szeged, Budapest and Vienna. Inmediately in front of the Gate, on the northern edge of the fortress,
stood the Vienna Barracks. This building, constructed in 1752 in the shape of an enclosed square, was badly
damaged in the siege of 1849. A new, three-storey barracks was built on the same site in 1852, this time in the
shape of a letter U with the opening facing Mdrdasti Square. This new edifice was christened Franz Josef Barracks.
Although during the twentieth century it was used for storage, in the twenty-first the Franz Josef Barracks

(as it is commonly called) is following the example of the Baroque Palace by endeavouring to reinvent itself,

temporarily at any rate, via art.

During the period of Art Encounters, Franz Josef Barracks became the Guest House for the invited contemporary
art galleries.

Turning Cazarma U(the U Barracks) into a temporary exposition was the equivalent of a veritable exercise of
urban regeneration. This was not the pursuit of one singular, stubborn concept, nor an ,embellishment" of the
space, but the arousal of a wave of sensations: it was an attempt of a clear, radical, wholesome gesture, meant to
enrich the architectural experience, not to compete with the works of art in the gallery.

A space devoid of complexes, of strict requirements and prejudice, which surpasses its recent past and its marred
reputation: redundant space, unwholesome area. Transformed, at least temporarily, into an outbreak of creativ-
ity and courageous youth, of the beautifully mad, the building has the chance of re-etching itself upon the mental
map of the inhabitants, under a different name. Anonymous and discreet, as the building which houses it, lack-
ing a ,signature" and pretentious-ridiculous gestures, the intervention is successful as long as it is subtle and
does not attempt to make itself remarked, but to augment the importance of the space it has received in a distin-
guished manner (Monica Sache).



INNER OBJECTS IN OUTER SPACES/
INNER SPACES IN OUTER OBJECTS

Aiurart Contemporary Art Space Bucuresti / Bucharest

Olivia Nitis
Simona Vilau
loana Ciocan
Erwin Kessler
Diana Marincu

Vlad Berte

Mihail Cosuletu
Suzana Dan

lulia Nistor

Lea Rasovszky
Valeriu Schiau
Patricia Teodorescu

Justin Baroncea
Ada Craciunescu 4 Suzana Dan, Nu ma supar sa dispar /
| don’t mind disappearing, 2014



PULLING STRINGS

:BARIL Cluj-Napoca

Sorin Neamtu
Tiberiu Adelmann

Sasha Auerbakh
Arantxa Etcheverria
Constantin Flondor
Mihai lepure-Gorski
kinema ikon

Maxim Liulca
Bogdan Vlddutad

1 Vedere din expozitie/Exhibition view



METABASIS

EASTWARDS PROSPECTUS Bucuresti / Bucharest

Floriama Candea

A Floriama Candea, Metabiosis 5, 2015



O SUTA DE LOCURI

ElectroPutere / Craiova

Mircea Nicolae

2 Mircea Nicolae, O suta de locuri / One Hundred Places, 2013 - 2014
Lucrare realizata in colaborare cu Ana Ciceala / Work realized in
collaboration with Ana Ciceala



NE:SFARSIRE

Jecza Gallery / Timisoara

Radu Cioca
Genti Korini
Dan Palade
Liviu Stoicoviciu
Sorin Vreme

2 Radu Cioca, 23:59, 2014



LOESS

Andreiana Mihail Gallery Bucuresti / Bucharest

Adi Matei

1+~ AdiMatei, Loess
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LEST

Nicodim Gallery Bucuresti si L.A. / Bucharest and L.A.

Cazarma Franz Josef / Franz Josef Barracks

ARTISTI [ ARTISTS: Razvan Boar
loana Stanca

< Rdzvan Boar, Untitled, 2015



RUPE O PETALA DE TRANDAFIR, ATINGE PERETELE
ALBASTRU, PRIVESTE PE FEREASTRA SI PUNE-TI
O DORINTA PENTRU SFARSITUL SECOLULUI

TAKE A ROSE PETAL, TOUCH THE BLUE WALL,
LOOK OUT THE WINDOW, AND MAKE A WISH FOR
THE END OF THE CENTURY

Plan B Cluj si Berlin / Cluj and Berlin
Cazarma Franz Josef / Franz Josef Barracks

CURATORI | CURATORS: Diana Marincu
Mihai Pop
ARTISTI | ARTISTS: Belu-Simion Fainaru

Miklos Onucsan
Gabriela Vanga

1 Belu-Simion Fainaru, Wishes of
hope. Fear and tear, 2015

1 Belu-Simion Fainaru, Monument for
nothingness, 2012-2015



DUBLA DETERMINARE

Anca Poterasu Gallery Bucuresti / Bucharest

Irina Botea
lulian Bisericaru
Nicu Ilfoveanu
Zoltan Béla

1 Vedere din expozitie/Exhibition view



ORICE PUNCT CU ORICE ALT PUNCT

ANY POINT TO ANY OTHER POINT

Sabot Gallery / Cluj-Napoca
Cazarma Franz Josef / Franz Josef Barracks

CURATOR: Daria D. Pervain
ARTISTI | ARTISTS: Razvan Botis
Radu Comsa

George Cringasu

1 Vedere din expozitie/Exhibition view



ANDREEA-LORENA BUTINCU | ROXANA TANASE

Suprainfinit Gallery Bucuresti / Bucharest

1 Andreea-Lorena Butincu, The Skinned Painting, 2014



ILUZITLE ESTULU

Zorzini Gallery Bucuresti / Bucharest

Adina Zorzini

Szabolcs Belenyi
Szilard Gaspar
loan Popdan

+  Szilard Gaspard, Action Sculpture, 2015
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Art Encounters este un eveniment cultural major in care
Aradul, ca partener esential, regaseste trasdturi care-i alcatu-
iesc propriul profil citadin. Art Encounters este, de la prima
editie, ambitios si colaborativ, caracteristici pe care si comuni-
tatea Aradului le-a asumat si dovedit adeseori. Ne place ambi-
tia Art Encounters, vizibila in calitatea programului, in deci-
zia curatoriald, in dimensiunea europeana. Si am inteles de

la bun inceput initiativa timisoareana ca fiind marcata clar

de o intentie colaborativa, in care parteneriatul, mai degraba
decat competitia, pot asigura succesul si anduranta proiectu-
lui. Ca primar al Aradului, m-am bucurat s vad cum aceasta
colaborare a presupus nu doar alocarea de resurse financiare

Gheorghe Falcd

si manageriale, ci si implicarea resursei creative locale, artisti
si galeristi aradeni fiind prezenti in prestigioasa selectie Art
Encounters. Totodati, sunt incintat si vad cum acest eveni-
ment a produs emulatie in Arad, tineri foarte energici si inteli-
genti implicandu-se voluntar in pregatiri.

Sunt convins cd aceasta prima editie Art Encounters va pro-
duce schimbari importante si benefice in viata - nu doar cul-
turald - a celor doua orase. Un astfel de proiect testeazd capa-
citatea si ambitia noastra, a timisorenilor si aradenilor, de a
deveni, impreunad, un adevarat pol de relevantd in aceasta parte
a Europei.

Primarul Municipiului Arad
Mayor of the City of Arad



Art Encounters is a major cultural event in which Arad, as an essen-
tial partner, rediscovers the features that make up its identity as a
city. In its very first year, Art Encounters is ambitious and collabo-
rative, characteristics that the community of Arad has frequently
embraced and displayed. We like the ambition of Art Encounters,
which is evident in the quality of the programme, in the curato-
rial decisions, and in its European scope. And we have understood
from the outset that the Timisoara initiative is clearly marked by
a collaborative intent, in which partnership, rather than compe-
tition, can ensure the project’s success and lastingness. As Mayor
of Arad, I was happy to see how this partnership presupposed not

only the allocation of financial and managerial resources, but

also the involvement of local creative resources, as artists and gal-
lery owners from Arad are among the prestigious selection made

by Art Encounters. At the same time, I am delighted to see how this
event has led to emulation in Art, with highly energetic and intelli-
gent young people voluntarily getting involved in the preparations.
Iam convinced that the first annual Art Encounters will bring about
major chances and benefits in the life of the two cities, and not only
their cultural life. Such a project tests the ability and ambition of the
people of Timisoara and Arad to become, together, a genuine pole of
relevance in this part of Europe.




HALELE TEBA

Istoria locului face din fabrica Teba un simbol al gloriei militare, industriale si urbane a Aradului, dar
si un reper al reinventdrii sale identitare. Asezate pe malul Muresului, la limita dintre cartierul svabesc
Aradu Nou si orasul vechi, halele Teba acoperad astazi perimetrul in care, Intre 1553 si 1555, otomanii
ridicau cetatea Aradului. Adevaratd inima a orasului, pulsand legata de artera lui naturald, raul Mures,
vechea cetate avea sd fie intdritd de Eugeniu de Savoya, apoi abandonatad in favoarea noii cetdti Vauban.

Ridicate in perioada postbelicd, actualele hale Teba au adapostit pana in primii ani ai mileniului IIl una
dintre marile uzine textile ale Aradului, o industrie care facea gloria orasului. Astazi, in aceste spatii
aflate in imediata apropiere a promenadei clasice a aradenilor (faleza Muresului), o reutilizare indus-
triala ar fi imposibila. Asa se face ca, atat pentru administratia orasului, dar mai cu seama pentru artis-
tii tineri, locul a devenit interesant in vederea unei posibile reconversii culturale, o reconversie care s
mute halele Teba dinspre periferia unei industrii inactuale catre centrul vietii culturale locale—cu ambi-
tii institutionale regionale.

In ultima vreme, la Teba se intdmplad eveniment dupa eveniment si se acumuleaza energii si idei care
pot face din acest loc cel mai important proiect de infrastructura culturala din ultima suta de ani ai
istoriei Aradului.



Local history sees the Teba factory as a symbol of the military, industrial and urban prowess of Arad, but also as
an emblematic example of how the city is reinventing its identity. Lying on the banks of the Mures, on the bound-
ary between the Swabian neighbourhood of New Arad and the old city, the Teba Halls occupy the area where,
between 1553 and 1555, the Ottomans constructed the fortress of Arad. This old fortress, the true heart of the
city, beating in sympathy with its natural artery, the River Mures, was strengthened by Eugene de Savoy but later
abandoned in favour of the new Vauban fortifications.

Built in the post-war period, the present-day Teba Halls were home (until the early years of the third millen-
nium) to one of Arad’s large textile factories — textiles being an industry that brought the city great prestige.
Given that the buildings are in the immediate vicinity of the time-honoured promenade route of Arad people
(the Mures river front), it would have been impossible for them to be redeveloped for industrial purposes. So it
was that the site and its change-of-use potential caught the attention both of the city authorities and even more
so of young artists. The vision was to adapt it for cultural purposes and so shift the Teba Halls from being a dis-
used and marginal brownfield site to having a role at the centre of local cultural life, and one with aspirations
towards long-term regional significance.

The recent series of events staged at Teba have generated energies and ideas that have the potential to make this
location into the most significant cultural infrastructure initiative to have been taken in the last hundred years
of the history of Arad.



EXPOZITIE / EXHIBITION

FIRST CUT
FIRST CUT

Halele Teba / Teba Halls
CURATORI [ CURATORS:

ARTISTI | ARTISTS:

Hala2/+all >
ORGANIZATORI / ORGANIZERS:

PROIECTII | FILM PROGRAM BY CITIZENIT:

CONCEPTIA ARHITECTURALA [ ARCHITECTURAL
CONCEPTS BY L'ENE:

QR-CODE ARCHIVE BY KINEMA IKON

PROIECTIE DIA | SLIDE PROJECTIONS BY:

1 Volodymyr Kuznetsov, THESE, 2015

Rainald Schumacher / Nathalie Hoyos

lgor Grubic Nedko Solakov
Petrit Halilaj Sejla Kameri¢
Zilvinas Kempinas Anetta Mona Chisa &
Volodymyr Kuznetsov Lucia Tkacova

Katefina Seda

Sorin Neamtu / Calin Man

Oana Tarce Mihnea Rares Hantiu
Anda lonescu

Amalia Ingnuta Maria Tamasan
Golem Alex Leric

kinema ikon / Calin Man

Alin loan Oana Tarce
Anamaria Tatu Ruth Borgfjord
Ciprian Hord Marius Mindrutau

Norbert Fodor



O fosta fabrica ridicata, probabil, in perioada 1920-1930, cu
ceva influente Bauhaus se transforma intr-un complex care
gazduieste locuinte si ateliere de lucru, dar si un centru de artd
contemporand, localizat in fostele depozite ale incintei.

Cu aceasti introducere, am reusit si spunem totul. Intr-un fel
sau altul, cele de mai sus au devenit un model pentru transfor-
marea a numeroase foste constructii industriale, cu infatisare
aspra si dezolantd, in lumi populate vesel de oameni tineri

si creativi.

Aceasta ar putea fi si povestea Uzinelor TEBA din Arad, un
complex arhitectonic de-a dreptul impresionant, dar oare-
cum modest, localizat pe malul raului Mures. Povestea de care
pomeneam nu poate sd devind un best-seller decat cu un sce-
nariu ce implica multiplele obstacole inerente, diferendele
aferente si caracteristicile individuale ale locatarilor. Cu atat
mai mult cu cat programul si structura unei institutii de arta
trebuie adaptate situatiei de fapt, atributelor si trasaturilor
date de specificul locului in care se afla. Oamenii care locu-
iesc in vecinatate trebuie sa aiba convingerea ca un astfel de
centru de artd contemporanad a devenit parte a propriei lor
identitati. Copiii, la randul lor, trebuie sa se simta atrasi de acel
loc. Programele educationale puse lor la dispozitie sunt con-
cepute sa le deschida apetitul pentru tot ceea ce 1i inconjoara.
Oameni, de altfel, de toate varstele, ar trebui si se simti acolo
cala ei acasd, sa simtd nevoia comunicarii, odatd ce sunt pusi in
situatia de a avea de-a face cu subiectele controversate ale artei
contemporane. Un astfel de centru cultural nu tine seama de
granite, fie ele politice sau ideologice. El devine un actant, intra
intr-un rol activ, este motorul care pune in miscare creatia cul-
turald, noile idei si conceptiile despre realitate.

Acesta este scenariul fericit care nu se poate scrie doar in teo-
rie. In baza unei viziuni clare, totusi, el se desfasoara dupa

propriile reguli, pe care le stabileste la fata locului si devine,
astfel, un laborator cultural administrat si populat, in acelasi
timp, de locuitori ai Aradului, ai regiunii limitrofe sau veniti
din alte tari.

First Cut marcheaza un soi de prima interventie si inte-

grare a lucrdrilor de arta a catorva artisti. Este primul pas
dintr-un lung mars catre o citadeld culturala. Artistii, suficient
de generosi sa isi imprumute lucrdrile, vin din Bosnia, Bulgaria,
Republica Ceha, Lituania, Romania, Serbia, Kosovo si Ucraina.
Extinzandu-se fara a tine cont de granite, aceasta potentiala
institutie culturala ar putea deveni un centru de artd de o
importantd-cheie.

First Cut nu dispune, insd, doar de aceastd perspectiva a
internationalizirii. n lunile de cand proiectul a prins viati, un
numadr de artisti, arhitecti si persoane implicate in viata cultu-
rala a Aradului au initiat, deja, un program ce include prezen-
tari regulate de filme, expozitii si discutii pe teme artistice. First
Cut reflectd, la randul sdu, toate celelalte initiative culturale ale
urbei. Expozitia de la Uzinele TEBA s-a extins si la nivelul celor-
lalte doud hale de depozitare ale complexului industrial.

naintea oricirei viziuni despre un centru de arti care va
functiona in incinta mentionata, se impun discutii si dialoguri
pe aceasta temd, care sd nu aiba nimic contradictoriu. E ade-
varat, discutiile nu tin locul actiunii, dar sunt un mijloc deloc
neglijabil care sa releve posibilele cai de realizare a acestui pro-
iect de anvergura, conceptul unanim acceptat de comunita-
tea artistica si de public deopotriva. Pe parcursul expozitiei, a
avut loc o conferintd la care au participat curatori si directori
de institutii culturale, aldturi de alti reprezentanti ai dome-
niului cultural din Arad. Acestia au initiat dialoguri si dezba-
teri pe care le-au continuat, in extenso, pe parcursul intregu-
lui proiect.

Rainald Schumacher / Nathalie Hoyos



1 Vedere din expozitie/Exhibition view



A former factory built sometime in the 1920s or 1930s, probably
with some Bauhaus architectural influence, is to be transformed into
a living and working complex with an integrated contemporary art
centre functioning in the original storage halls.

That’s the story; that tells it all. This has been a kind of model for the
fast-forwarding of many previously grimy and unwelcoming factory
sites into the gleaming world of young, creative industries.

This could also be the storyline for the TEBA Factory in Arad, a genu-
inely impressive yet in a way modest block of buildings located near
the River Mures. But such a storyline can only develop into a best-
seller if the script takes into account the many individual charac-
teristics, differences and obstacles involved. In particular, the pro-
gramme and structure of an art institution have to be adapted to
suit the day-to-day situation and the many and diverse activities of
the area and region it is located in. People living nearby should be
encouraged to develop the feeling that this contemporary art cen-
tre has become part of their identity. Children too should enjoy vis-
iting it. The educational programme on offer should make partici-
pants eager to learn more about our world. People of all ages should
become familiar with the centre as a place of open communication
and should be confronted with the controversial issues that are often
addressed by contemporary art. Such a cultural centre should extend
its welcome far beyond any barriers, whether political or ideological.
It should become an active player and powerful engine for the cre-
ation of culture and of new ideas and concepts about the world in
which we live.

A successful storyline of this kind cannot be written in a vacuum.
Besides being based on a clear vision, it also has to be developed
on-site as a cultural laboratory experiment carried out with the aid
of specific players, in this case people living and working in Arad
and the surrounding region and others coming from abroad.

First Cut marks an initial intervention and integration, with art-
works by just a few artists. It is the first step in the long march
towards achieving a cultural hub such as has been discussed. The
artists who have generously agreed to lend their works are from
Bosnia, Bulgaria, the Czech Republic, Lithuania, Romania, Serbia,
Kosovo and Ukraine. They are thus representative of the wider
region for which this future art institution might become a leading
artistic centre.

But First Cut has a local and not merely an international perspec-
tive. In the past few months, since the project came to life, a num-
ber of artists, architects and culturally engaged individuals and
groups working and living in Arad have already initiated a lively
programme that includes regular film screenings, art exhibitions
and discussions. First Cut will reflect these kinds of important local
activities and collaborate with them. The exhibition at the TEBA
Factory was extended over the two interconnected former storage
halls and will integrate these initiatives.

Before any vision for a future art centre can be transformed into
reality, the organisers need both to listen and to talk. While dis-
cussion cannot replace action, it is an important means of reflect-
ing different possible ways of going forward, with the aim of reach-
ing a feasible conception of the project that will be accepted and
welcomed by the artistic community and also by the general pub-
lic. During the exhibition period, a conference involving interna-
tional curators and institution directors, together with representa-
tives of the Arad cultural community, initiated conversations of this
kind. Talks and discussion regularly accompanied the further devel-
opment of the project.

Rainald Schumacher / Nathalie Hoyos



MUZEUL DE
ARTA ARAD

Deschis in 1893, Muzeul din Arad a fost gazduit la inceput de Teatrul de Stat si era axat pe evocarea
Revolutiei de la 1848. Dupad 1913, cidnd a fost mutat in noul Palat al Culturii (alaturi de Filarmonica si de
Biblioteca), s-a imbogatit cu colectii de istorie medievala si cu o galerie de artd europeand. Muzeul ince-
pea sa-si afirme identitatea - cu atdt mai pregnant cu cat, in perioada interbelica, au fost amenajate o
sectie de etnografie si doud memoriale dedicate unor politicieni arddeni, Vasile Godis si Stefan Cicio-
Pop. In spatiul in care se poate vedea astizi, galeria de arti a prins contur in 1984. Clidirea muzeului
este monument de arhitectura din secolul al XX-lea si addposteste arta romaneasca (picturi de Theodor
Aman, Nicolae Grigorescu, Nicolae Tonitza, Corneliu Baba, sculpturi de Dimitrie Paciurea si Romulus
Ladea) si arta universala (din scolile italiand, francezd, flamanda, maghiara).

Activitatea in domeniul artei contemporane a fost catalizatd de prezenta lui Judit Angel si a gruparii
kinema ikon. Judit Angel a condus Muzeul de Arta Arad si a initiat colectia de artd contemporana in anii
’90, Intre 1994 si 1996, organizand trei expozitii reprezentative pentru proiectul sau de conducator al
Muzeului: Art Unlimited srr, Inter(n) si Complexul Muzeal (colaborare romano-austriaca).

Intemeiatd in urma cu mai mult de patru decenii (mai exact, in 1970), gruparea kinema ikon a deve-
nit in 1990 sectie a Muzeului de Arta din Arad, iar in 2012 a primit o sald de expozitie la Muzeul de Arta,
unde se desfisoara alternativ doua proiecte: Wunderkammer si kinema ikon: serial. Calin Man, coor-
donatorul actual al kinema ikon, a fost in 2003 curatorul Pavilionului Romanesc la Bienala de Arta
Contemporana de la Venetia.



Inaugurated in 1893, the Arad Museum was originally housed in the State Theatre and focussed on the 1848
Revolution. After 1913, when it was moved to the new Palace of Culture, along with the Philharmonic and

the Library, the museum was enriched with mediaeval history collections and a gallery of European art. The
Museum began to assert its identity, so strongly that in the inter-war period an ethnography section was created,
along with two memorials to Transylvanian politicians Vasile Goldis and Stefan Cicio-Pop. In 1984, the art gal-
lery began to take shape, in the space in which it can still be seen today. The museum building is a monument

of twentieth-century architecture and houses Romanian art (paintings by Theodor Aman, Nicolae Grigorescu,
Nicolae Tonitza, and Corneliu Baba, sculptures by Dimitrie Paciurea and Romulus Ladea) and works of the
Italian, French, Flemish and Hungarian schools.

Contemporary arts activities were catalysed by the presence of Judit Angel and thekinema ikon group. In

the 1990’s, Judit Angel was head of the Arad Art Museum and initiated its collection of contemporary art.
Between 1994 and 1996 she organised three exhibitions representative of her vision as head of the Museum:
Art Unlimited srr, Inter(n) and The Museum Complex (a Romanian-Austrian joint project).

Established more than four decades ago, in 1970 to be precise, the kinema ikon group became a section of the
Arad Art Museum in 1990. In 2012 it was provided with an exhibition space within the Art Museum, where it
shows two projects alternately: Wunderkammer and kinema ikon: serial. Calin Man, the current manager of
kinema ikon, was the curator of the Romanian Pavilion at the Venice Biennale of Contemporary Art in 2003.



URMELE UNEI NOPTI ANUNTATE

Muzeul de Artd Arad /

Calin Dan

1 Calin Dan, Atarnare / Hang, cadru din video / video still, 2015



Calin Dan foloseste contextul primei expozitii personale in orasul
natal pentru a privi retrospectivla doua teme majore ale artei sale:
arhitectura si memoria. Debutat in 2002, proiectul Arhitectura
emotionald urmareste de peste 12 ani relatia instabila ditre spatiul
urban si locuitorii sdi, printr-o serie de video-uri, performante,
instalatii si carti—care cautd sa capteze si sd defineasca tensiunea
fenomenologica existentd intre aceste doud entitati.

Artistul refoloseste lucrari mai vechi cu o abordare de-construc-
tivd, recombinand filme, sculpturi si obiecte pentru a construi
ambiente menite sd reconfigureze vechiul discurs dominant si sa
provoace noi interpretari din partea publicului. Cele trei incaperi
ale Muzeului de Arta din Arad care gazduiesc expozitia sunt con-
figurate ca o harta de parcurs, ca un meta-text, si ca un teren de
joaca deopotriva. Fiecare obiect isi livreaza propria poveste, fiind
in acelasi timp parte dintr-o istorie mai vasta.

Mai vechile video-uri sony/wmf/pp, Sample City (ambele din 2003,
din seria Arhitectura emotionald), si Pas de deux (2005, o piesa lirica
despre relatia dintre doi balerini, pe scend si In afara ei) sunt
amestecate cu jucdrii de plus murdare, adunate din gunoaie.
Naturd moartd, sec. 20 si Naturd moartd. Pere inghetate (ambele din
2013) sunt doud filme care descriu—cu mijloace narative, respec-
tiv simbolice—istoria familiei, constituindu-se intr-un omagiu dis-
cret dedicat deopotriva bunicii (o victima a tensiunilor istorice
din secolul trecut), precum si fiicei sale, mama artistului. Video-
urile sunt instalate in jurul unei ,sculpturi reci” (concept lansat
cu prilejul acestei expozitii), compunand impreund un monu-
ment de bronz dedicat dimensiunii feminine a istoriei personale
a autorului.

Calin Dan opens his first solo exhibition in Arad, the city where he
was born and raised, taking this opportunity to look back on two
major themes of his practice: architecture and memory. Started in
2002, Calin Dan’s project Emotional Architecture has been follow-
ing ever since the unstable relation between urban space and urban-
ites, through a series of videos, performances, installations, and books
that tried to capture and define the phenomenological tensions at
work between those two entities.

The artist approaches his older works with a deconstructive drive,
recombining video, sculpture and objects in order to build environ-
ments meant to reconfigure the dominant discourse he invented some
twelve years ago, and to stimulate new interpretations from his audi-
ence. The three rooms of the Arad Municipal Art Museum that host
the show are configured as a road map, as a meta-text, and also as a
playground for the imagination. Each object delivers its own narrative
line, while being part of a larger syntax.

The older video pieces sony/wmf/pp, Sample City (both from 2003,
both from the series Emotional Architecture), and Pas de deux
(2005, a lyrical piece about the relation between two male dancers—
on and off stage) are mingled with soiled soft toys collected from the
garbage. Still life, 20th c. and Still life. Poire gelée (both from 2013),
are two videos which look—with narrative and symbolic means—

at the history of Calin Dan’s family, paying tribute to his maternal
grandmother (a victim of 20 century political turmoils), and to her
daughter, the artist’s mother. The videos are installed around a “cold
sculpture” (new concept launched on the occasion of this show), com-
posing together a monument of bronze and moving images to the
feminine dimension of the author’s personal history.

in inciperea principald, Cilin Dan continui demersul ce di

si titlul expozitiei. Urmele unei nopti anuntate a debutat ca o
meditatie intima despre tatal artistului, printr-o instalatie reali-
zatd in spatiul galeriei Anca Poterasu (aprilie 2015, Bucuresti). La
Arad, spatiul muzeal este supus unei interventii radicale: mobild
veche, o sobd, garduri improvizate, retele de sirma si bare de fier
compun contextul pentru trei noi piese video.

Filmele Mers, Atdrnare, Afumare continua tema disparitiei tata-

lui cu sprijinul Iui Ion Grigorescu, artist, performer si scriitor cu
care Calin Dan imparte de peste patru decenii un parcurs cultu-
ral si istoric comun. ,Ca tanar, am descoperit in revista Secolul 20
o serie de fotografii precare, infatisand cel mai banal subiect—o
petrecere de familie intr-un mediu de clasd mijlocie. Autorul lor se
semna ciudat, ca in registrele de militie, cu numele de familie ina-
inte prenumelui—Grigorescu Ion.

intelegerea mea era limitati in acel moment, dar imaginile mi-au
rdmas fixate in memorie din ratiuni pe care le-am ignorat. Mai tar-
ziu, I-am Intalnit pe autor, care m-a fascinat prin maniera sociala
anti-retorica, prin cinismul discret al discursului vorbit—calitati
pe care le-am identificat apoi si in opera sa. Diferenta de generatie
dintre noi e astfel construitd incat atunci cind ma uit la imagi-
nea lui Ion Grigorescu, asa cum apare, frecvent, in fotografiile si
filmele sale, am doud tipuri de reactie: imaginile din anii 7o sunt
incdrcate cu nostalgia unei lumi in care as fi vrut sd fiu matur. Cele
din anii 2000 incoace mad emotioneaza nu doar pentru ca le pro-
iectez pe evenimentul disparitiei tatalui meu, dar si pe cel al pro-
priei mele disparitii. fi sunt recunoscitor lui Ion pentru ci ma
ajutd sa trec prin aceste ritualuri impreuna cu el, contribuind la
construirea unei punti intre mine si mine.” (Célin Dan)

In the main exhibition space, Calin Dan continues the work on the
project that gives the title of the show. The Night Falls Without a
Warning has started as an intimate meditation about the artist’s
father, installed in the alternative spaces of the gallery Anca Poterasu
(April 2015, Bucharest), and gets to another level in Arad, where the
museum is submitted to a radical intervention. Old furniture, a stove,
improvised wood fences, wire nets and iron bars are composing a der-
elict environment for three new videos about old age.

The videos Walk, Hang and Smoke are taking further the theme

of the father, with the support of artist, performer and writer Ion
Grigorescu, with whom Cdlin Dan shares a long history of participa-
tion to the same cultural and political context. “As a teenager, I dis-
covered in the magazine Secolul 20 a series of messy photographs
picturing the most trivial subject—a family party in what could be rec-
ognized as a middle class environment. The author was signing them
in a strange way—with the name in front of the surname, like in the
police records—Grigorescu Ion. My understanding of such images
was limited at the time, but they stuck with me for some reason that I
never questioned. Later on, I met the author and got fascinated with
his anti-rhetorical manner of being cynical, in speech—a quality that
Istarted then to identify in his work. The difference of generation
between us is subtle, so when I look at Ion Grigorescu’s work now [
get through at least two phases: the images from the 70’s carry for me
the nostalgia of a world where Iwould have liked to be mature. The
films, videos and photographs from the years 2000 and later make
me intensely emotional because I project on them not only the demise
of my father, but also my own. I am deeply grateful to Ion for allowing
me to go through those rituals together with him, and bridging that
way between me and myself.” (Cdlin Dan)

Hilde De Bruijn



WUNDERKAMMER 2. APPARATUS

Muzeul de Artd Arad /

George Sabau

Bogdanator Cosmin Obreja lulia Cosma
gH Bogdan Tomsa Radu Cosma
Sergiu Sas Traian Selejan reVoltaire

(Wunderkammer 2: Apparatus is part of Media Art Festival Arad: R.E.M.X -- Rapid Eye Movement)



Intre 2011-2020 kinema ikon deruleaza bienal proiectul este-
tic Wunderkammer, iar prima expozitie a avut loc in decembrie
2012 avind ca subiect ki-objects.

Wunderkammer_2 a fost programat pentru octombrie 2015,
avind drept concept tematic Apparatus sau, mai punctual,
Remixed Old Apparatus sau, si mai exact, re-mixarea unor apa-
rate pre-cinema. Este vorba despre device-urile care au prece-
dat cinematograful lumierian (1895) precum Camera obscura,
Lanterna magica, Taumatrope, Stroboscope, Phenakistiscope,
Zoetrope, Stereoscope, Praxinoscope, Kaleidoscope, Peep Box,
Kinetoscope si alte aparate-jucarii care incercau sd realizeze
efectul de iluzie a miscdrii.

Nu ne propunem o expozitie de facturd muzeografica prin eta-
larea unei colectii tematice de aparate mai mult sau mai putin

From 2011 to 2020 kinema ikon runs the bi-annual esthetics project
Wunderkammer. The first exhibition from the series - ki-objects -
took place in December 2012.

Wunderkammer_2 was planned for October 2015 around the
theme of Apparatus or Remixed Old Apparatus to be more pre-
cise, and concerns itself with the remixing of pre-cinematic devices.
Specifically, we're looking at devices which preceded Lumiére cine-
matography (1895) such as the camera obscura, the magic lantern,
the thaumatrope, the stroboscope, the phenakistoscope, the zoetrope,
the kaleidoscope, the peep box, the kinetoscope, as well as other sim-
ilar toy-devices meant to simulate the effect of real-life movement.

The exhibition is not intended to provide a museological overview of
a collection of these more or less curious devices. Rather the skepsis

curioase. Dimpotriva, skepsis-ul acestei expozitii-instalatie pre-
supune ca vechile aparate sd fie reciclate, remixate si bricolate de
asa manierd incit sd devind dispozitive estetice cu o altd functie de
reprezentare decit cea pentru care au fos construite ! transmitind
privitorilor un sens inedit, o emotie sau o stare de nostalgie,
dublata de o atitudine ironica si ludica.

Aceste dispozitive reciclate/remixate de catre autorii de la kinema
ikon si din zona kf, in spatiul dedicat acestui gen de evenimente
la muzeul aradean de arta, sunt prezentate ca Instalatii multi-
media constituite din mai multe Dispozitive interactive de autor,
relationate intre ele prin brainstorming, marca kinema ikon.

of this exhibition / installation is that it sets out to recycle, remix
and bricolage old devices, to transform these into new esthetic
devices which fulfill other representational functions than
those for which they were originally intended ! hence transmit-
ting to the viewers a new meaning, an emotion or perhaps a nostal-
gic state, doubled as it is by an ironic, ludic attitude.

Made by authors associated with kinema ikon and from the kf cir-
cle, these recycled / remixed devices will be displayed at the Arad
Art Museum in the space dedicated to contemporary art events,

as Multimedia Installations made up of individual Interactive
Devices and interrelated through brainstorming, in a typical kin-
ema ikon manner.

George Sabdu
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Sintagma Rapid Eye Movement, sau miscarea rapida a ochilor
(MRO) este analizata, desfacutd, deconstruita si reprezinta un
punct de plecare pentru artistii partipanti la festival. Lucrarile
propuse dezvoltd subiectele anexe (somnul, viata in regim
24[7, ecologie, memorie etc., prin instalatii si obiecte digitale, si
post-internet. Festivalul R.E.M.X. a prilejuit o serie de expozitii
si evenimente, dupd cum urmeazd: Expozitia principala de

la Atrium Mall Arad, Magazin Mixt, a cuprins 8o de artisti
romani si internationali. In sala magazinului cu nr. 112 etajul 1,
au fost expuse instalatii video, multimedia, fotografie, obiect,
proiectii video si instalatii sonore. Tot in cadrul Magazinului
Mixt au fost prezentate sectiunile: Cinemagic (proiectie de film
experimental de autor), Radio Lounge (interventii sonore),
The Bedroom (interventie arhitecturald a grupului LENE), si
salonvideo_clip (o selectie de 10 videoclipuri ale unor artisti
internationali). A doua locatie a festivalului a fost la Muzeul de
Artd Arad, Str. Gh. Popa de Teius 2-4, et. 2, unde grupul kinema
ikon, sub coordonarea lui George Sabau a prezentat proiectul
Wunderkammer 2: Apparatus, o instalatie cu aparate din epoca
pre-cinema transformate in lucrari interactive. A treia locatie

a fost la Timisoara, la Casa cu Lei, Piata Unirii 6, in cadrul
Bienalei Art Encounters, unde intreg festivalul a fost prezentat
sub masca unei agentii, in care fiecare artist din expozitia de

la Arad a fost ,promovat” cu un dosar de presi. In Piata Avram
Iancu, in apropierea spatiului de artd alternativa cafeneaua

KE, artistul gH. a vopsit in culoarea roz un stalp de iluminat
public -- ca semn de marcaj, ca un punct care uneste expozitiile

The concept of Rapid Eye Movement (REM) is analyzed, taken apart,
deconstructed, and represents a starting point for the artists partic-
ipating in the festival. The proposed works are built around linked
subjects (sleep, 24/7 life, ecology, memory, etc), through installa-
tions and digital and post-Internet objects. The R.E.M.X. Festival pro-
vided the occasion for a series of exhibitions and events, as follows:
the main exhibition, from Atrium Mall Arad, “The Convenience
Store” included 80 Romanian and international artists. In the

room numbered 112, on the first floor of the store, video installa-
tions, multimedia items, photographs, objects, video projections and
sound interventions. “The Convenience Store” also included the fol-
lowing sections: Cinemagic (experimental auteur film projection),
Radio Lounge (sound interventions), The Bedroom (architectural
intervention by the group LENE) and salonvideo_clip(a selection of
10 video clips by international artists). The second location of the
festival was the Art Museum of Arad, Str. Gh. Popa de Teius, 2-4, et.
2, where the group kinema ikon, under the coordination of George
Sabdu, presented the project known as Wunderkammer 2: an instal-
lation of devices in the pre-cinema era, transformed into interactive
works. The third location was in Timisoara, at Casa cu Lei(,,House
of Lions”) in Piata Unirii 6, as part of the Art Encounters Biennial,
where the entire project was presented under the guise of an agency,
in which every artist was ,,promoted” with a press file. In Piata
Avram Iancu(Avram lancu Square), near the alternative art facility
known as cafeneaua KF(KF coffeehouse), artist gH. painted a street-
light pole in pink — as a marking sign, as a point which connects the

care au avut loc in Arad in aceasta perioada: R.EM.X la Atrium
Mall, kinema ikon la Muzeul de Arta si First Cut la TEBA. Tot

in cadrul proiectului R.E.M.X, in data de 17 octombrie, a avut
loc un atelier teoretic, unde 11 critici si curatori de arta con-
temporand au sustinut o sesiune de comunicari sub titlul
Gesamtkunstwerk @ Mall sau Fals tratat de vise. A patra locatie
a venit post festum: o versiune a expozitiei R.E.M.X de la mall

a fost transferatd la Muzeul de Arta Contemporand Bucuresti,
etajul 3, sala 2. /[ Cuvinte cheie: R.E.M., somn, a dormi, adormit,
lipsa de somn, somnifer, somnoros, vis, visatori, -oare, cosmar,
nalucire, halucinatii, aparitii, somnologie, apneea in somn,
insomnie, narcolepsie, somnambulism, lipsa de somn, privare
de somn, sfordit, cascat, oboseald, plictiseald, siesta, canapeaua,
ecranul, dormitorul, patul, perne, paturi, sex, erotism, nastere,
moarte, reincarnatie, criogenie, teteira (si alte accesorii pen-
tru somn), remix, asamblaj, angrenaj, palimpsest, multitaking,
decupaj, montaj, colaj, bricolaj, reciclaj, merzbau, ready-made,
sampler, loop, footage, mixed-media, multimedia, intermedia,
hypermedia, new media, video wall, radio lounge, installation,
devices for happiness, fashion, money, franchise, computer,
paradis, eclectic, hibrid, fuziune, mixare, metisare, melting-
pot, péle-mele, compilatie, miscellanea, topire/contopire,
imbinare/combinare, suprapunere, aliturare, juxtapunere,
amalgam, aglutinare, osmozd, simbioza, sinestezie sinectica,
kinestezie, sincretism, incrustare/scratch, Ars Combinatoria &
art 4 all | art 4 mall.

exhibitions taking place in Arad in this period: REM.X at Atrium
Mall, kinema ikon at the Art Museum, and First Cut at TEBA. Also
part of the R.E. M. X project, on October 17, a theoretical workshop
took place, where 11 contemporary art critics and curators held a
communication session titled Gesamtkunstwerk @ Mall or False
Treaty of Dreaming. The fourth location came post-festum: a version
of the R.EM.X exhibition at the mall was transferred to the National
Museum of Contemporary Art in Bucharest, floor 3, room 2.//
Keywords: R.E.M, sleep, to sleep, asleep, lack of sleep, sleeping pill,
sleepy, dream, dreamer, - ers, nightmare, illusion, hallucinations,
apparition, somnology, apnea during sleep, insomnia, narcolepsia,
sleepwalking, sleep deprivation, snoring, yawning, tiredness, bore-
dom, siesta, couch, screen, bedroom, bed, pillows, blankets, sex, erot-
icism, birth, death, reincarnation, criogenycs, headrest(and other
accessories for sleep), remix, assemblage, network, palimpsest, mul-
titasking, cutout, montage, collage, DIY, recycling, merzbau, ready-
made, sampler, loop, footage, mixed-media, multimedia, interme-
dia, hypermedia, new media, video wall, radio lounge, installation,
devices for happiness, fashion, money, franchise, computer, para-
dise, eclectic, hybrid, fusion, mixture, crossbreeding, melting-pot,
pele-méle, compilation, miscellanea, melting/merging, connection/
combination, overlapping, joining, amalgamation, agglutination,
osmosis, symbiosis, synectic synesthesia, kinesthesia, syncretism,
encrustation, scratch, Ars Combinatoria & art for all, art 4 mall.

Calin Man & Ileana Selejan
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critic de artd, curator, Bucuresti

Cercetdtor stiintific la Institutul de filozofie,
Bucuresti, expert in arte vizuale la ICR; profesor
de istoria artei si esteticd la CESI (Universitatea
Bucuresti) si critic de arta la Revista 22 |

art critic, curator, Bucharest.

DIANA MARINCU

doctoranda la Universitatea Nationala de Arte
din Bucuresti, Departamentul de Istoria si
Teoria Artei, cu o cercetare despre discursu-

rile curatoriale construite in jurul unor criterii
politico-geografice in ultimii doudzeci de ani.
Semneazi cronici de arta in revistele Arta, IDEA
arta+societate, Poesis International si in alte
publicatii.

CATALIN GHEORGHE

teoretician, curator si editor. Preda cursuri de
Estetica artelor vizuale, Studii vizuale si Teorii
si practici ale criticii de artd la Universitatea

de Arte ,,George Enescu” din Iasi. Este editor al
seriei de publicatii Vector - cercetare critica in
context si curator al platformei educationale de
cercetare critica si productie artistica Vector -
studio de practici si dezbateri artistice.



DEPARTE DE CASA

Ca peste tot in lume, majoritatea artei romanesti de astdzi se raporteazd, mai degraba, la arta si sistemul
artistic international, si nu la Romania si romanism. O resedintd in Romania, dar o activitate internatio-
nald constituie, automat, o marca a succesului. A fi de-al casei in lumea artistica de astazi, trebuie neapa-

rat sa fie echivalentul lui a fi departe de casa. Un artist care e doar la el acasd este, in optica prezentului, un
semn al amatorismului si atat, un subiect original, bun, poate, pentru antropologi, dar nu pentru conver-
satia lind din mediile artistice. Chiar daca se concentreaza pe chestiuni strict romanesti (sistemul admi-
nistrativ, obiceiuri ale locului, neincrederi, ezitari si sovaieli tipic romanesti), arta de actualitate nu le con-
siderd pe acestea ca apartinand strict Romaniei, ci, mai degraba, niste intruchipari ale unor complexe si
probleme ale intregului mapamond. Chestiunea locald a devenit, in sine, o schemd, o denominare globala
capabila sd instrdineze problemele ireductibil indigene si sd le transforme in subiecte standard. Un numar
de artisti, tineri, In majoritate, descopera aceastd Romanie generica prin intermediul unor termeni impru-
mutati din teoriile critice si pornesc sd deconstruiasca, sa demistifice romanismul chiar inainte de a fi apu-
cat sa 1l cunoasca. Identitatea lor romaneascd insdsi evolueaza dedublandu-se in contrarii ce se exclud.
Acesti artisti iInlocuiesc determinarea etnicd cu cea sociald, apartenenta nationald cu diferendele politice

si idiomul vernacular artistic cu un esperanto unanim cunoscut, la moda in lumea artei de astazi. Si totusi,
simplul fapt cd multi dintre acesti artisti neo-conceptualisti (de la Dan Perjovschi, la Dan Acostioaiei, si de
la Ciprian Muresan, la Matei Bejenaru, ca sd mentiondm doar cativa) iau Romania si romanismul ca pe un
punct de plecare al lucrdrilor lor deconstructiviste, ne aratd ca in arta romaneascd a mai rimas ceva roma-
nesc, ceva ce incd nu s-a asimilat, si nici nu s-a fixat. Ceva ce, dacd n-ar fi, ar face din toate aceste initiative
niste indemnuri superflue. Elementul romanesc, insg, cel pe care il regdsim in arta romaneasca de astazi, nu
apare doar intr-o manierd negativa, sub forma unei frustrari ce justifica un deconstructivism atat de prolific.
Dupa 1989, curentul deconstructivist era unul salutar, avand in vedere opozitia pe care o aducea submersiei
culturale in ideologia protocronista a propagandei national-comuniste care se intindea deja pe atatea dece-
nii si care ridica in slavi particularismul cultural prin care istoria Romaniei se vroia aclamatd, absurd, in mai
toate domeniile culturale. Cu toate acestea, curentul neo-ortodoxist (sau neo-bizantin) apare parcd impo-
triva aberantului protocronism si tocmai ca o urmare paradoxala a acestuia, pentru a recapitaliza romanis-
mul in arta romaneasca. Pe fondul convergent al revenirii moderniste si al spiritualismului etnic insurgent
al anilor 1970, curentul neo-ortodoxist si-a gasit formula prin fondarea grupului Prolog, in 1985. Activ inca
siin prezent, dupa 30 de ani, Prolog este cel mai longeviv grup din intreaga istorie a artei romanesti. Cu atat
mai interesant este faptul cd Prolog a luat nastere prin intrepatrunderea practicii artistice traditionaliste,
etno-mistice si curatoriale a leader-ului, Paul Gherasim, cu neo-constructivismul desuet, iluzoriu, al lui
Constantin Flondor, fost membru fondator al singurului grup neo-avangardist din Romania, grupul siGMA
de la Timisoara. Ralierea lui Ion Grigorescu la Prolog, dupa 1989, e un alt semn al faptului cd grupul este un
creuzet al modernismelor diverse, epuizate, deziluzionate. Orientat spre romanism si ortodoxie (aderand la
ideologia raspandita in perioada interbelica ce ii afirma pe romani ca natiune cu raddacini natural ortodoxe),
Prolog construieste un sistem centrat exclusiv pe Romania, pe credinta si patrie. Atelierele lor in plein-air,
devenite celebre, aveau mai degraba de-a face cu conformarea spirituala decat cu cercetarea si cautarea teh-
nicd, impresionistd, a luminii naturale (abstractd, genericd). Membrii grupului se aflau in cdutarea ilumi-
narii mistice, nu a ameliorarii de ordin tehnic a actului artistic. Locuri ca Tescani, Poiana Marului sau Brebu
erau imbibate cu atribute antropo-geografice menite sa hraneasca un soi de arta concomitent deschisa cre-
dintei, traditiei, natiunii si patriei. Pe de alta parte, artistii apartenenti ficeau o declaratie politica din descri-
erea unor obiecte insignifiante, de provenientd naturald, cum ar fi o mladita, niste buruieni sau flori (floa-
rea de mar), cdci acestea pareau sa reflecte cel mai bine optica traditionalista conform careia romanii erau o
natie inzestrata cu o intelepciune tihnita, nepartinitoare. Cel mai important, aparenta lor retragere din isto-
ria actuala si cautarea traditiei ancestrale, nationale (in iconografie, tehnici de pictura si obiective spiritu-
ale) era felul lor de a protesta fata de nivelarea brutald a constiintei colective pe care o impunea comunis-
mul. Nu intdmplator, arta neo-ortodoxistd a fost consideratd, chiar si informal, ca arta-protest a anilor 1980.
Dupa 1989, profilul lor a evoluat rapid. Artisti neo-ortodoxisti ca Horia Bernea, numit presedinte al Uniunii
Artistilor Plastici din Romania si, ulterior, director al Muzeului Taranului Roman, artistul neo-ortodoxist
Sorin Dumitrescu care infiinteaza Fundatia secular-ortodoxa Anastasia, sub egida cdreia se publica serii
intregi de lucrari teologice, si fondeaza Galeria Catacomba, una dintre cele mai vizibile institutii ale curen-
tului neo-ortodoxist pana la inceputul anilor 2000. Prolog, Catacombea si intregul esafodaj neo-ortodoxist
au determinat aparitia unor grupuri artistice ultra-ortodoxe, mistico-radicale, precum cel format in jurul
sculptorului Marian Zidaru, a carui miscare, Noul lerusalim, (cu toate constructiile, decorurile, icoanele, ves-
mintele si publicatiile concepute de acelasi sculptor, intr-o maniera artistica apocalipticd) propovaduieste
Romania ca fiind Noul Ierusalim, renasterea etico-estetica a tarii trebuind sa le urmeze modelul care, mai
apoi, se va extinde ca atare la nivel global. Pentru o importanta parte a artei romanesti, elementul romanesc
nu este doar un supravietuitor in contextul globalizant al artei actuale, ci si o paradigma a artei de maine.

Erwin Kessler



Like everywhere else, most of the Romanian art today is rather related to Art and to the international art sys-
tem, than to Romania and Romanianness. Based in Romania and active abroad is the label of success in art.
Being in-house, in the current artworld, necessarily equals being out of home. A homely artist today would

be simply non-professional, just a quaint matter for anthropology, not for cute art talk. Even when it focuses

on Romanian matters (local power system, local habits, local misgivings), the current art sees them as not
inherently Romanian, but merely as local embodiments of global issues. The local has become itself a grid, a
global denomination, estranging the irreducibly indigenous matters into standard topics. A number of art-

ists, mainly young, discover this generic Romania in terms taken from critcal theories, and deconstruct/demys-
tify Romaninanness long before experiencing it. Their Romanian identity itself evolves as naturally oppositional.
They replace the ethnic standpoint with the social one, the national belonging with political differences, and

the vernacular artistic idiom with the worldwide art esperanto of the day. Still, the very fact that many of these
neo-conceptual artists (from Dan Perjovschi to Dan Acostioaiei, and from Ciprian Muresan to Matei Bejenaru,
to mention but a few) take Romania and the Romanianness as a starting point of their de-constructive works
makes it evident that there still is something Romanian in Romanian art, something not yet assimilated and set-
tled. Something that would make all these endeavors superfluous, if it did not exist.But the Romanian element
in the Romanian art of nowadays does not appear only in a negative way, as a frustration and reason behind its
proliferating deconstruction. After 1989, this deconstructive trend was salutary, as it countered the decades-long
cultural submersion in the “protochronist” ideology of the national-communist propaganda, which boasted cul-
tural particularism and absurdly claimed Romanian historical priority in many cultural fields. However, born
both against the aberrant “protochronism”, and as a paradoxical sequel of it, the neo-Orthodox (or neo-Byzan-
tine) trend re-capitalized Romanianness in art. On a converging background of modernist discontent and resur-
gent, ethnic spiritualism in the 1970s, the neo-Orthodox trend was patented through the founding of the group
Prolog, in 1985. Still very active nowadays, after 30 years, Prolog is the longest-surviving group in the whole his-
tory of Romanian art. Even more interesting, Prolog was born by intertwining the traditionalist, ethno-mysti-
cal artistic and curatorial practice of its Bucharest leader, Paul Gherasim, with the worn-out, deceived neo-con-
structivism of Constantin Flondor, ex-founding member of the only neo-avant-garde Romanian group, the
Timisoara-based siGMA. The rallying of Ion Grigorescu to Prolog, after 1989, is just another sign of its being a
fusion chamber of various, depleted and deceptive modernisms. Focused on Romanianness and Orthodoxy (shar-
ing the inter-war ideological view that Romanians were a “naturally born Orthodox nation”), Prolog has built
up an entire system centered on Romania, on homeland and faith. Their famous, common working sessions in
plein-air had more to do with spiritual settings than with the Impressionist-linked technical search for (abstract,
generic, perfect) natural light. They were searching for mystical enlightment, not for technical improvement.
Places like Tescani, Poiana Marului, or Brebu were imbued with anthropo-geographic qualities which would
feed a kind of art concomitantly open to faith, tradition, nation, and homeland. On the other hand, they made a
political statement through focusing on depicting humble, mostly natural objects such as twigs, weeds, or flow-
ers (the flower of the apple tree), as they seemed better to reflect the traditional view on Romanians as being
endowed with a calm, non-assertive wisdom. Most important, their apparent retreat from the (ongoing) history
and the subsequent search for national, ancient tradition (in iconography, painting techniques, and spiritual
aims) was their manner of protesting against the communist levelling-down of collective consiousness. It’s not
by chance that neo-Orthodox art was informally regarded as protest-art in the 1980s. After 1989, their profile
grew rapidly. Neo-Orthodox artists such as Horia Bernea became President of the Romanian Fine Artists Union,
and subsequently Director of the Museum of the Romanian Peasant, while neo-Orthodox artist Sorin Dumitrescu
grounded the secular-Orthodox Foundation Anastasia, which published whole series of Orthodox theology, but
also encompassed the Catacomba gallery, the most visible institution of the neo-Orthodox trend up until early
2000.Prolog, Catacomba, and the enitre neo-Orthodox establishment has determined the appearance of some
ultra-Orthodox, radical mystical-artistic groups, such as the one around sculptor Marian Zidaru, whose move-
ment, The New Jerusalem (with all their buildings, props, icons, clothes, publications etc. designed by the same
sculptor, in an apocalyptical art package) claimed that Romania is the place of the New Jerusalem, and its ethi-
cal-aesthetic renewal should proceed following their model, which, further on, will be shared on a global share.
For a significant part of the current Romanian art, the Romanian element is not only a surviving one in the
global context global art of tomorrow will be the shared Romanian paragon.

Erwin Kessler



CE ESTE ROMANESC IN ARTA
CONTEMPORANA DIN ROMANIA?
CATEVA REFLECTII DESPRE
_POVARA REPREZENTARII”

Aceasta intrebare a constituit o preocupare a ultimilor doudzeci ani atat pentru discursul curato-

rial vest-european, cat si pentru cel local, odata cu ciderea comunismului si cu schimbarile de para-
digma survenite in creearea expozitiilor ,globale” care au facut trecerea spre ceea ce regretatul istoric
de arti Piotr Piotrowski numea ,,turnura spatiala”. incepand cu expozitia Beyond Belief: Contemporary Art
from East Central Europe (1995, Museum of Contemporary Art, Chicago), pana la mai recentele Les pro-
messes du passé. Une histoire discontinue de l'art dans l'ex Europe de I’Est (2010, Centre Pompidou, Paris), A
Few Grams of Red, Yellow, Blue. New Romanian Art (2013, Centre for Contemporary Art Ujazdowski Castle
csw, Varsovia) sau Mapping Bucharest. Art, Memory, Revolution 19162016 (2015, MAK—Austrian Museum
of Applied Arts | Contemporary Art, Viena), numeroase institutii de arta au incercat sa surprinda iden-
titatea scenei artistice romanesti, a fostului Bloc Estic sau a Balcanilor. Actul simbolic de a reinstaura o
anumitd egalitate Intre Est si Vest s-a tradus In gesturile curatorilor de a incerca sa ,,descopere” si apoi
sa ,facd dreptate” artistilor izolati de Cortina de Fier. Prezentand lucrarilor unui public international,
artistul venind din zonele asa-zis ,periferice” avea de asemenea rolul de a reface imaginea Europei, care
fusese fracturati de comunism. In lumina acestei tendinte, care cred ci si-a atins limitele ciutirii exo-
tismului, orice Incercare de a defini caracterul national al productiei artei romanesti pare previzibil, ste-
reotipic si, in final, imposibil. Dacd am spune ca trauma istoriei recente este subiectul care marcheaza
ultimele decade ale productiei artistice din Romania, atunci ce se intampla cu toti artistii care lucreaza
cu problemele de gen sau cu critica institutionald? Dacd am afirma ca experimentul cu noile media si
instalatia sunt emblematice pentru arta romaneasca recenta, atunci cum ramane cu toti artistii care
lucreaza cu mediul picturii si sculpturii? Si apoi, dacd examinam felul in care artistii romani isi definesc
misunea si rolul, constatdm ca nu ar putea exista o mai mare diversitate a intelegeri felului in care se
defineste sau ar trebui sa se defineasca arta astazi.

Purtind aceastd ,,povari a reprezentdrii™, artistii de azi sunt prinsi in dubla ipostaza de a juca atét car-
tea globalismului si nomadismului, cat si pe cea a localismului, de a conserva anumite trasaturi cul-
turale determinate de locul de nastere. Dar, asa cum scria curatorul Gerardo Mosquera citandu-1 pe
George Orwell, ,unii sunt mai globali decat altii” si nu ar trebui sa uitdm ca artistii care joaca acest joc
constituie ,elita mobila globald” care are privilegiul de a trai in timp, si nu in spatiu (Zygmunt Bauman,
The Individualized Society). Din acest punct de vedere, ideea de a defini o identitate culturala, geografica
si politica prin arta contemporana devine adesea un instrument manipulat de politicile culturale main-
stream conform unor agende diferite de cele ale artistilor. Ce face o regiune diferitd de alta, ce este acel
je ne sais quoi care poate deveni o emblema vizuala, ce este atasat simbolic acesteia si cum se integreaza
unei naratiuni culturale si politice mai mari?

Cateodata, totusi, se poate observa o dorinta a artistilor non-vestici de a fi recunsocuti ca egali de cdtre
omologii loc vestici; in consecinta, acest sistem de validare al expozitiilor formeaza politicile identi-
tare ale ,,Celuilalt” si, intr-un sens mai larg, o intreagd metoda de cercetare in curatoriat si istoria artei.
Astazi, orice curator trebuie sa caldtoreasca, sa cerceteze pe teren arta lumii, sa identifice ,unicitatea”
scenelor artistice straine. Dar cred cd std in mainile artistilor sa respingd sau sd relativizeze etichetele
care li se pun. Revenind la intrebarea din titlu, cred cad nu exista un spirit al artei create in Romania in
ceea ce priveste subiectele, mediile de expresie sau curentele de gandire abordate; exista doar perspec-
tive flexibile pe care artistii le abordeaza si care ar trebui intelese in relatie cu conditiile sociale si cu
un context dat in care lucreazd artistii (nu neapdarat geografic). Limitarile provenind din diferite surse
si critica sau auto-critica pe care artistii le simt esentiale astdzi sunt mult mai relevante, in opinia mea,
decat steagul care sta deasupra numelui lor. Si aceste conditii de lucru sunt de fapt cele care definesc
zona comuna la care se raporteaza artistii din Romania si Intr-o oarecare masura ele sunt cele care mar-
cheazd o identitate ce nu are nimic de-a face cu nationalismul, ci cu rolul social si cultural pe care toti
artistii il impartasesc in Romania.

1 ,Black Art and the Burden of Representation” este titlul eseului lui Kobena
Mercer publicat in revista Third Text (Third Text: Third World Perspectives on
Contemporary Art & Culture, 10, vol. 4, primdvara 1990, p. 61-78)

Diana Marincu



This question has been haunting both the Western European curatorial discourse and the local, Romanian

one, for over twenty years, after the fall of communism, shifting the paradigm from “global” art shows to

what the late Polish art historian Piotr Piotrowski termed “the spatial turn”. Starting with Beyond Belief:
Contemporary Art from East Central Europe (1995, Museum of Contemporary Art, Chicago), to the more
recent Les promesses du passé. Une histoire discontinue de l'art dans I'ex Europe de I'Est (2010, Centre
Pompidou, Paris), A Few Grams of Red, Yellow, Blue. New Romanian Art (2013, Centre for Contemporary Art
Ujazdowski Castle csw, Warsaw) or Mapping Bucharest. Art, Memory, Revolution 1916-2016 (2015, MAK—
Austrian Museum of Applied Arts / Contemporary Art, Wien), numerous art institutions have tried to grasp

the identity of the Romanian art scene, the former Eastern Bloc or the Balkans. The symbolic act of reinstat-

ing a certain equality between the East and the West has been translated through the gestures of many curators
who tried to “discover” and then to “make justice” to artists isolated by the Iron Curtain. Presenting their works
to a wide international audience, the artist coming from the so-called “periphery” had also the role of putting
together the pieces of the European puzzle, disrupted by Communism. In light of this trend, which I think has
now exhausted its quest for exotic knowledge, any attempt at defining the national character of the Romanian
art production seems to be predictable, stereotypical, and, in the end, impossible. If we were to say that the
trauma of recent history is the topic marking the last decades of Romanian art, what do we do with all the art-
ists who work with gender issues or institutional critique? If we were to state that experiments with new-media
and installation are landmarks of recent Romanian artistic production, then how about all the artists working
with painting or sculpture? And then, if we were to look at the ways in which Romanian artists define their mis-
sion and role, there couldn’t be a more diverse understanding of what art is or is supposed to be today.

Carrying this “burden of representation”, artist today are caught in this double game of playing both the global
card of nomadism and un-attachment, and the local one, of preserving certain cultural features defined by the
place they were born in. But, as curator Gerardo Mosquera writes, quoting Orwell, “some are more globalized
than others”, and we should not forget that artists playing this game are the “global mobile elite” that has the
privilege of living in time, and not in space (Zygmunt Bauman, The Individualized Society). From this point
of view, the idea of defining a cultural, geographical and political identity through contemporary art often
becomes a tool used in the mainstream cultural politics having a different agenda than the artists themselves.
What makes a certain region different from another, what is that je ne sais quoi that can become a visual land-
mark, what is symbolically attached to this and how is it part of a greater cultural and political narrative?

Sometimes, nonetheless, one can also notice a desire of the non-western artists to be recognized as peers by their
western counterparts; as a consequence, this validation system of exhibition making configures the politics of
identity regarding ‘the Other’ and in a wider sense a whole method of curatorial and art historical research.
Nowadays every curator has to travel, to research on site the art around the world, and to trace the “uniqueness”
of a foreign art scene. But I think it is the mission of the artists themselves to reject or to relativize the labels
applied to them. And coming back to your question, I think there is no such thing as a Romanian spirit of the

art produced in this country in terms of subjects, mediums or ways of thinking; there are only shifting perspec-
tives which the artists play with and which should be understood in relation to the social conditions and context
they work in (not necessarily geographical). The limitations coming from different sources, and the critique and
self-critique that they feel urgent today are much more relevant in my opinion than the flag they put their name
next to. And these working conditions are actually the ones defining the common ground that the Romanian art-
ists relate to and to a certain extent they mark an identity that has nothing to do with nationalism, but with a
social and cultural role that all artists share in Romania.

1 BlackArt and the Burden of Representation” is the title an essay by Kobena Mercer
published in Third Text magazine (Third Text: Third World Perspectives on
Contemporary Art & Culture, 10, vol. 4, Spring 1990, p. 61-78)

Diana Marincu



JARTA CONTEMPORANA DIN ROMANIA™:
COTEXTUALIZARE SI TEMATIZARE

in esentd, ,arta contemporani din Romania” nu pare a fi o categorisire suficient de atractiva si fie luati
serios in considerare pentru configurarea unui loc special in istoria internationala a expozitiilor si
colectiilor. Si nu tocmaiin aparentd, insd, atunci cand se gandesc si se organizeaza evenimente de arta
din interiorul Romaniei, se eticheteaza cu mandrie nationald apartenenta la un spatiu identitar care

ar putea scoate in evidentd inscrierea unui artist intr-un cerc de interes care ar atrage curiozitati din
afara Romaniei. Dincolo de managementul unei astfel de (auto)incadrari, atunci cand se vorbeste des-
pre ,arta contemporand din Romania” se pot aduce In atentie, cu exigentd, cel putin doud tipuri de cri-
terii de operationalizare a demarcdrilor fie dintr-o perspectiva a contextualizarii locuirii ori apartenen-
tei etnico-teritoriale, fie dintr-o perspectiva a utilizarii creative a unor teme care particularizeaza situatii
specifice din Romania.

O oarecare injustitie criticd ajunge sd fie pusa in discutie atunci cind sunt organizate evenimente de
artd contemporana cu un accent tematic pe delimitarea contextuald a unei productii artistice realizate
de artisti nascuti in Romania, insa care traiesc si lucreaza fie doar in centre urbane cu o infrastructura
institutionald functionald sprijinita prin finantari publice sau private, fie in afara frontierelor teritori-
ale ale tarii, insi cu o activitate promovati de bienale, galerii, publicatii si organizatii de impact. In cele
mai mediatizate cazuri, ,arta contemporand din Romania” ajunge sa fie reprezentata doar de artisti care
activeazd in Bucuresti si in Cluj-Napoca, fiind centrele considerate cele mai productive si mai dinamice
in materie de management al relatiilor publice. Totodata, direct si constient afectati de efectul unei
oarecare logici a economiei calatoriilor de documentare, galeristi, curatori, directori artistici sau colec-
tionari din strdindtate se limiteazd la explorarea atelierelor si portofoliilor ori intalnirilor téte-a-téte
doar in aceste douad orase care acumuleaza constant capital de imagine si pe care il investesc apoi in
exclusivitdti patrimoniale. ,Ceilalti” artisti, care trdiesc si lucreaza in orase mai dificil accesibile pe harta
calatoriilor de documentare sau a transportului lucrarilor sau a intélnirilor personalizate, orase precum
Timisoara, Arad, lasi, Brasov, Constanta, Targu Mures, Sibiu si altele, ajung sa fie ignorati, marginalizati,
discriminati in virtutea principiului eficientei pragmatismului curatorial sau patrimonial.

Abordand ,arta contemporana din Romania” dintr-o perspectiva tematicd se pot identifica unele tra-
saturi dominante care caracterizeaza poetica si politica precum si estetica si etica unei contextualizari.
Lucrdrile artistilor romani, cu un interes pentru reprezentarea, exprimarea sau instrumentalizarea con-
textului istorico-geografic si socio-politic al Romaniei, se angajeaza analitic, ironic sau metaforic in
explorarea identitard a istoriei, cu un accent distinctiv pe conditia comunista a influentarii vietii private,
in reinterpretdri ale traditiilor populare ori chestionari ale impactului social al particularitatilor reli-
gioase, In descrierea critica a pozitionarii Romaniei fata de politicile economice globale si ale Uniunii
Europene care aduc modificari la nivelul vietii cotidiene, in investigarea precaritatii vietii sociale, discri-
minadrilor etnice, conflictelor ideologice, situatiei emigrarii, In documentarea diferentelor tipologice ale
peisajului arhitectural, de la imaginile post-apocaliptice ale arhitecturii industriale la imaginile emble-
matice ale arhitecturii civile monumentale.

Aceste doud tipuri de demarcari—care presupun pe de o parte instrumentalizarea unei estetici a admi-
nistrarii asocierii identitare cu un context construit din strategii institutionale de promovare a unui
brand, iar pe de altd parte constituirea unei politici a tematizarii specificitatilor unui spatiu situat intre
frontierele unei natiuni—, s-ar putea contracara reciproc, din interior, prin revendicarea generarii, sau
s-ar putea impune impreund, din exterior, prin acceptarea starilor de lucruri.

Catalin Gheorghe



In essence, “Romanian contemporary art” does not seem to be a sufficiently attractive categorization to be seri-
ously considered for configuring a special place in the international history of exhibitions and collections.

And not just in appearance, nevertheless, when art events are thought and organized inside Romania it is
labelled with national pride the apartenence to an identitarian space which could emphasise the enrolment of
an artist in a circle of interest which could attract curiosities form outside of Romania. Beyond of the manage-
ment of such (self)framing, when someone talks about “Romanian contemporary art” it could be brought into
attention, exigently, at least two types of criteria for operating certain demarcations either from a perspective of
a contextualization of living or ethnical-territorial apartenence, or from a perspective of a creative use of certain
themes which can particularize specific situations from Romania.

A certain critical injustice comes to be discussed when contemporary art events are organized with a thematical
emphasis on the contextual delimitation of artistic productions realised by artists born in Romania, but who live
and work either just in urban centers with a functional institutional infrastructure supported by public and pri-
vate funding, or outside the territorial frontiers of the country, but with an activity promoted through impact-
ful biennials, galleries, publications and organizations. In the most mediated cases, “Romanian contemporary
art” comes to be represented just by artists who activate in Bucharest or Cluj-Napoca, being those urban centers
that are considered to be the most productive and dynamic in the public relation management. Concomitantly,
directly and consciously affected by the effect of a certain logic of an economy of documentation travels, galler-
ists, curators, artistic directors and collectors from abroad limit themselves to explore the studios, portfolios and
téte-a-téte meetings just in two cities that constantly accumulates image capital which is invested thereafter

in patrimonial exclusivities. The “other” artists, who live and work in cities more difficult to be accessible on the
map of documentation travels or artworks transportation or personalized meetings, cities as Timisoara, Arad,
Iasi, Brasov, Constanta, Targu Mures, Sibiu, and others, come to be ignored, marginalized, discriminated under
the principle of the effectiveness of the curatorial or patrimonial pragmatism.

Approaching “Romanian contemporary art” from a thematic perspective there could be identified dominant fea-
tures that characterize the poetics and politics as well as the aesthetics and ethics of a contextualization. The art-
works of Romanian artists, with an interest for the representation, expression or instrumentalisation of the
Romanian historical-geographical and social-political context are analytically, ironically and metaphorically
engaged in the identity exploration of history, with a distinctive emphasis on the communist condition of the
influence on private life, in the reinterpretation of the folkloric traditions or questioning the social impact of the
religious particularities, in the critical description of the position taken by Romania in relation with the global
and EU economical politics that brings modifications at the level of everyday life, in the investigation of precarity
of social life, ethnical discriminations, ideological conflicts, emigration situation, in the documentation of typo-
logical differences of the architectural landscape, from the post-apocalyptical images of the industrial architec-
ture to the emblematical images of the monumental civil architecture.

These two types of demarcations—that presupposes on the one hand the instrumentalisation of an aesthetic of
administrating the identity association with a context build from institutional strategies for promoting a brand,
and on the other hand the constitution of a politics for the thematisation of the specificities of a space situated
between the frontiers of a nation—, may counteract each other, from inside, by claiming the generative singular-
ity, or might impose together, from outside, by accepting the status quo.

Catalin Gheorghe
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PROGRAMUL DE PERFORM

PERFORMANCE

RO

La inceputul anilor 1990, scena artistica din Romania se bucura
de nou-gasita libertate de exprimare. Un numar semnificativ
de festivaluri de performance care aveau loc pe parcursul mai
multor zile, In mai multe orase concomitent, au avut ca rezul-
tat coagularea comunitatii artistice romanesti. Timisoara Insasi
era un important centru de derulare a acestui tip de activitati.
Programul de performance din cadrul Art Encounters face refe-
rire la aceastd perioada intens experimentala a carei documen-
tare este lacunara.

Performance-urile live ale Art Encounters pleacd, in schimb,
de la un cu totul alt fond. Sunt orchestrate pana in cel mai mic
amanunt si vin Insotite de scenarii scrise. Sunt destinate publi-
cului, evenimente efemere, puse in scena fara a avea preten-
tia ca opresc timpul in loc. Beneficiazd, insd, de o documen-
tatie riguroasa si de o regie menita obiectivului unei camere
de filmat.



In the early 1990’s the Romanian art scene was able to play with its
newfound freedom of expression. A significant number of perfor-
mance festivals, held over the course of a few days in different cit-
ies around the country, brought the artistic community together.
Timisoara itself was an important venue for such events. The Art
Encounters performance programme refers to this period of intense
experimentation, which has been poorly documented.

The Art Encounters live performances have a completely differ-
ent background. They are highly orchestrated and scripted events.
They are aimed at the public and are ephemeral events staged
within the flow of time, but at the same time they are documented
and staged for the eye of the camera.



MATEI BEJENARU

ODA MATERIE]

Performance public pentru cor de detinuti,

tobosari, vioara si soprana, ca parte a
Cantecelor pentru un viitor mai bun.
Proiect conceput de Matei Bejenaru
(artist vizual), in colaborare cu
Gabriel Malancioiu (compozitor).

A public performance for a prisoners choir,
drummers, violin and soprano as part of the
Songs for a Better Future Project.

A project by Matei Bejenaru

(visual artist) in collaboration with

Gabriel Mdldncioiu (composer).

L Matei Bejenaru, Odd Materiei/Ode of Matter, 2015




Odd materiei urmadreste anticiparea viitorului printr-o vizi-
une utopica, exprimata in forme muzicale. Cu o istorie com-
plexa, Timisoara este un oras tipic central-european, cu un
nivel acceptabil de prosperitate, spirit antreprenorial, cos-
mopolitism si tolerantd fatd de minoritati. Chiar daca in
Romania contemporand misticismul religios este foarte pre-
zent, in Timisoara primele semne ale scdderii influentei reli-
giei au inceput sd apara pe fondul cresterii nivelului material
al vietii locuitorilor ei. Dupa patru decenii de la filmele de refe-
rintd in care Antonioni reflecta criza individului si alienarea,
acestea din urma se cer reanalizate in contextul post-comu-
nist (al tranzitiei citre capitalismul global). In opinia noastr,

The Ode of the Matter is a utopian vision of the future, expressed
in musical forms. Following its complex history, Timisoara is evolv-
ing towards a typical Central European City, with a certain level of
material prosperity, cosmopolitism, tolerance of minorities and ant-
reprenorial spirit. Religious mysticism is still present in Romania,
but in Timisoara the decline of the religious influence has been obvi-
ous, probably influenced by the simultaneous increasing of life
standards. Four decades ago, Antonioni reflected the individual cri-
sis and human alienation in his masterpieces. Now, alienation

and individual crisis are to be re-read in the context of post-com-
munist condition ( which led to contemporary global capitalism).

Timisoara este un loc potrivit pentru studiul crizei individului
intr-o societate viitoare predominant materialista, birocrati-
zatd si standardizata.

Odd materiei este un performance public de 15 minute, desfasu-
rat in centrul Timisoarei de cdtre doi percutionisti, un violonist,
o soprand si un cor de detinuti de la Penitenciarul Timisoara.
Publicul adunat in Piata Libertatii este intampinat de un percu-
tionist ambulant care, pe fondul unui ritm lent, ghideaza audi-
enta cdtre Strada Praporgescu, unde soprana, corul de detinuti,
violonistul si un al doilea percutionist interpreteaza o piesa
muzicald experimentald in metrica odei grecesti.

Timisoara is a suitable place for analysing the individual crisis in a
future bureauchratic, standardized and materialistic society.

Ode of the Matter consists in a 15 minutes public performance

in the center of Timisoara, involving two drummers, a violin-

ist, a soprano and a choir of prisoners from the Timisoara Prison.
The public is gathered in Piata Libertdtii, where a drummer gives a
slow rhythm for a few minutes. Later he is guiding the audience in
a slow March towards the Praporgescu Street, where a soprano, a
choir of prisoners and a second drummer are performing a musical
line influenced by the Greek Ode metric.

1 Matei Bejenaru, 0dd Materiei/Ode of Matter, 2015




ANCA MUNTENU RIMNIC

RO
Fix in punctul de intersectie al triunghiurilor arhitectonice diafan. Striga prelung, chemator si cauta sa il atraga pe privi-
din otel din Hala Timco, la 6 metri indltime, Anca Munteanu tor in povestea pe care o evocd. O siluetd cocosatd, fluieraturi
Rimnic construieste, din nenumarati coceni de porumb, o ritmice. Cu fantastica detasare si postura cucernicd, se impotri-
instalatie. Acolo, sus, std un performer, ore in sir, intr-un ves- veste excrescentelor pe care le poartd, de parca tot ce are deja 1i
mant militar, oarecum afectat, garbov si ldbartat, de un ros este de ajuns—recolta, speranta, timpul.

EN
Right in the intersection point of the architectonic steel triangles in and seeks to draw the beholder into the story he is evoking. A hun-
Hala Timco, at a height of 6 meters, Anca Munteanu Rimnic builds chbacked silhouette, rhytmic whistling. With a fabulous degree of
an installation out of countless corn stalks. Up there, a performer disconnection, he struggles against the excrescences that he bears,
stands, for hours on end, in military garb, somewhat affected, hun- as if all he has is already enough — harvest, hope, time.

chbacked and baggy, in ethereal red. He ululates, beckoningly,

¢ Anca Munteanu Rimnic, Porumb, 2015

Sy

Anca Munteanu Rimnic



BIROUL DE CERCETARI MELODRAMATICE

Irina Gheorghe si Alina Popa au infiintat Biroul de Cercetari
Melodramatice in anul 2009, ca institutie independenta al
cdrei obiect de activitate este investigarea modulatiilor afec-
tive ale politicii contemporane si performance-ul emotio-

nal al fortelor de munca in noua economie. Proiectele lor
recente sunt un performance si o trilogie cinematografica pre-
zentate sub forma emisiunilor Tv educative in transmisiune
directd, fapt care constituie o reflectare a efectelor si afecte-
lor alienante ca rezultat al economiei actuale. Primele doud

Irina Gheorghe and Alina Popa founded The Bureau of
Melodramatic Research in 2009 as a dependent institution investi-
gating the affective modulations of contemporary politics and the
emotional performance of labour in the new economy. Their most
recent project is a performance and film trilogy taking the form of
Tv educational shows also performed as live sessions, which is a
reflection of the alienating effects and affects of the current economy.

parti ale proiectului sunt Protejeazd-ti sufletul la locul de muncd

| Protect Your Heart at Work, un safety training dedicat locuri-
lor de munca de tip post-fordist (Muzeul Tehnic Varsovia, 2012)
si Lovegold: Contemporary Alchemy, a cosmic cooking show which
does not start or end with the human element | Alchemie contempo-
rand, un show gastronomic cosmic care nu incepe si nu se incheie cu
factorul uman (bak Utrecht, 2013; MNAc Bucuresti, 2014).
Cercetarea facutd de citre BCM s-a concretizat in performance-
ul prezentat in cadrul bienalei (vezi pagina 152).

The first two parts of the project are Protect Your Heart at Work, a
safety training for the post-fordist emotional workplace (Technical
Museum Warsaw, 2012) and Lovegold: Contemporary Alchemy,
a cosmic cooking show which does not start or end with the human
element (bak Utrecht, 2013; MNAC Bucharest, 2014).

The research made by BMR was synthetized into a performance pre-
sented during the bienniale

L The Bureau of Melodramatic Research, Written on the wind, 2015
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ARTA IN SPATIUL PUBLIC
ART IN PUBLIC SPACE

RO

Ultima jumatate de secol de dezvoltare a Timisoarei a omis
complet orice forma de expresie a identitatii artistice a locu-
lui. Acum, cand orasul incearcad sd se redefineasca identitar, se
impune, pe deplin justificat, nevoia unei abordari responsa-
bile, asumate prin politici publice operand conjugat, din mul-

tiple perspective, care sa poata da coerenta ansamblului urban.

Programul pe care Art Encounters il deschide este o invita-
tie la reflectie asupra nevoii de a trata Orasul nu ca pe un

«conglomerat» intamplator, rezultat al cresterilor spontane, ci
ca pe o entitate a carei fizionomie poate si trebuie sa aiba indi-
vidualitate si unicitate. Or, in acest demers de redefinire a spa-
tiului locuit, vocea artistului trebuie ascultata.

Arta in spatiul public este un proiect realizat in colaborare cu
Fundatia Triade, ca parte a programului Timisoara XXI, pro-
gram sustinut de cdtre Primaria Timisoara.



The last half-century of the development of Timisoara has com-
pletely overlooked any form of expression of the artistic identity of
the place. Now, as the city tries to redefine its identity, the comple-
tely justified need of a responsible approach occurs, which should
be assumed through jointly operating public policies, from multiple
perspectives, which should be able to give coherence to the city as a
whole.

The programme opened by Art Encounters is an invitation to reflect
upon the need to treat the City not as a random ,,conglomerate”,

resulting from spontaneous growth, but as an entity whose physio-
nomy can and must have individuality and uniqueness. But, in this
undertaking of redefining inhabited space, the voice of the artist
must be heard.

Art in Public Space is a project accomplished in collaboration with
Fundatia Triade, as part of the Timisoara XXI programme, with the
support of the Timisoara City Hall and Timisoara.



ARTISTI & LUCRARI /

ARTISTS & WORKS:

ORGANIZATORI | ORGANIZERS:

1 Liliana Mercioiu Popa, What about you?, 2015

- Pravdoliub Ivanov, Monumentul spalatoresei
necunoscute, 2015 / Monument to the Unknown
Washerwoman, 2015

Pravdoliub lvanov Monumentul spaldtoresei necunoscute / Monument to the Unknown
Washerwoman, 2015, Parcul Alpinet / Alpinet Park

Michele Bressan Peretele / The Wall, 2015, Parcul Triade / Triade Park
Vlad Nanca Sus-Jos / Up-Down, 2015, Bd. Corneliu Coposu
Vlad Olariu Urma / Trace, 2015, Bd. Corneliu Coposu

Liliana Mercioiu Popa ~ What about you?, 2015, instalatie de text / text installation, 2015,
Bastionul Theresia / Theresia Bastion

Art Encounters (Monumentul spaldtoresei necunoscute / Monument to the Unknown Washerwoman)

Fundatia Triade, in cadrul programului Timisoara XX, cu sprijinul Primdriei Municipiului Timisoara si al
Consiliului Local Timisoara / Fundatia Triade, as part of the Timisoara XXI programme, with the support of
the Timisoara City Hall and Timisoara Local Council.
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CONVORBIRI
TALKS

RO

Au trecut mai mult de 25 de ani de cand Europa era scindata de
Cortina de Fier. Fluctuatia trendurilor, a miscarilor artistice, a
ideilor se limita, intre cele doud lumi, la doar cateva schimburi
disparate. Dezvoltarea conceptelor creative avea cdi divergente,
intr-un ritm divers. Arta din Blocul Estic nu era, in totalitate,
afiliata liniei oficiale a partidelor comuniste aflate la guver-
narea tdrilor rdsaritene. Abia in ultima decada, cercetarile de
factura istorica au inceput sd se concentreze si asupra acestei
zone. Varii institutii internationale au initiat programe al caror
scop era integrarea artei din Europa de Est in colectiile lor.

Povestea artei contemporane incepea, astfel, sa se rescrie.

Convorbirile ce au insotit Art Encounters, s-au purtat tocmai in
jurul acestor subiecte, oferind, totodata, si o perspectiva apro-
fundata asupra diverselor strategii ale unor renumite institutii
de arta vizavi de cercetarea, integrarea, colectionarea si modul
de expunere a artei din Europa de Est.



More than 25 years ago, Europe was divided by the Iron Curtain.
The flow between artistic movements and ideas was limited to a
very few exchanges. The development of creative concepts took

a different road at a different pace. Not all the art of the former
Eastern Bloc toed the official communist party line, but only in
the last decade has art historical research focussed on this area.
International institutions have initiated programmes to integrate

art from Eastern Europe into their collections. The narrative of con-
temporary art is being re-written.

The talks accompanying Art Encounters concentrated on these
issues and gave an insight into the various strategies employed by
leading art institutions when researching, collecting, integrating
and exhibiting art from Eastern Europe.



4 Muzeul de Arta Timisoara, Sala Baroc /

Museum of Art Timisoara, Baroque Hall, in prim-
plan /in front: Karolina Ziebinska-Lewandowska,
Christian Rattemeyer



MARCELLA BECCARIA

curator principal la / chief curator, Castello di Rivoli, Museo
D’Arte Contemporanea, Torino /

/ MENIT SAISTE O SCANTEIE.
CUM SA ATRAGI CONTINUTUL SI CONTEXTUL, Muzeul de Arti
Timisoara | Museum of Art Timisoara

JULIET BINGHAM

curator al Colectiei de artd est-europeand [ curator of East
European Collection, Tate Modern London, uk:

GOING PLACES: CUM SE ALCATUIESTE
O COLECTIE DE ARTA, Muzeul de Arti Timisoara | Museum of Art
Timisoara

BOGDAN GHIU

scriitor, jurnalist [ writer, journalist, Radio Romania Cultural,
Observatorul cultural, Romania: BE EAST: INTRE INDISTINCTIE
SIINTIMIDARE, DESIGN & DESEN. ARTA IN NOILE ECONOMII ALE
ATENTIEI SI TERORII /

, Sala Viena

ERWIN KESSLER

critic de artd si curator [ art critic and curator, Romania:
PICTURA INAPOI! / , Sala Viena

FRANCES MORRIS

responsabil al Colectiilor de arta internationald [ head ofCol-
lection and International Art, Tate Modern London, UK:

/ GOING PLACES: CUM SE
ALCATUIESTE O COLECTIE DE ARTA, Muzeul de Artd Timisoara |
Museum of Art Timisoara

DAN PERJOVSCHI

artist, Romania: DISCUTIE IN PAUZA DE CAFEA LA TAM TAM /
, Spatiul Tam Tam | Tam Tam
Space

SNJEZANA PINTARIC

director, Museum of Contemporary Art (MsuU) in Zagreb
| Croatia:

/0
NOUA GALERIE PENTRU O ARTA NOUA—MUZEUL DE ARTA
CONTEMPORANA S| 60 DE ANI DE COLECTARE DE ARTA, Muzeul de
Artd Timisoara [ Museum of Art Timisoara

CHRISTIAN RATTEMEYER

curator pentru desen la | curator of drawings, Museum of
Modern Art, New York:

/ TRANSMISIUNI: ARTA N
AMERICA LATINA S| EUROPA DE EST, 1960-1980, Muzeul de Art3
Timisoara | Museum of Art Timisoara

KAROLINA
ZIEBINSKA-LEWANDOWSKA

curator al sectiei de fotografie [ curator of photography,
Centre Pompidou, Paris: / NUANTAREA
CANONULUI, Muzeul de Arta Timisoara | Museum of Art
Timisoara



MANSARDA WORKSHOPS
ARTA ORGANIZARII UNE] EXPOZITI

Daca rezultatul muncii unui artist nu este menit s ramana

in sfera particularului, dialogul cu publicul devine esential.
Lucrdrile de arta trebuie sd devind accesibile. Ele trebuie vazute
si vizionate, experimentate si reflectate in si de cdtre opinia
publica si critica de resort. Modelul consacrat de expunere a
artei n galerii publice sau particulare, in muzee si institutii de
artd ar putea, totodatd, sd defineasca si caracterul lucrarilor
expuse. A deveni un artist care are succes presupune,

pe langa altele, si crearea unor lucrari care sa se plieze unei
traditii canonice.

Seria de workshop-uri tematice The Art of Exhibition Making |
Arta organizdrii unei expozitii a analizat cadrul existent si con-
ditiile In care se expune arta. A inclus, de asemenea, si modul
in care un artist poate ,,sd treaca dincolo” [ ,,sd razbata pe
partea cealaltd”, sa incerce altceva si sa schimbe limitele si
granitele existente.

Workshop pentru studentii Facultatii de
Arte a Universitatii de Vest Timisoara,
Galeria Mansarda/Workshop for Students of
the Faculty of Arts at the West University of
Timisoara, Mansarda Gallery



VEDA POPOVICI

artist, Romania [ Romania
CARTOGRAFIEREA NEVOILOR DE APARTENENTA |

OLAF NICOLAI

artist, Germania [ Germany
STARURI S| BUMERANGURI /

RAINALD SCHUMACHER
NATHALIE HOYOS

curatori ai Art Encounters 2015 [ curators of Art Encounters 2015,
Germania | Germany
ARTA DE A ORGANIZA O EXPOZITIE /

LYNDA MORRIS

profesor de curatoriat la Norwich University of the Arts, UK professor of
curation at Norwich University of the Arts, UK
SPATIU SI POLITICI |

VLAD OLARIU

artist, Romania | Romania
EROI MARI, OAMENI MICI /

ALEX MIRUTZIU

artist, Romania | Romania
RAZBUNAREA ARHITECTURII SAU CAND CONSTRUIESC, AM DREPTATE /

If the creative output of artists is not meant to stay in private, a dia- To become a successful artist might also mean to produce works that
logue with the public is essential. Works of art have to be made fitinto a canonic tradition.

accessible. They should be seen, experienced and reflected in the The workshop The Art of Exhibition Making will analyse the exist-
public opinion and in critical writing. The established model for ing framework and conditions of exhibiting art. It will also consider,
showing art at private and public galleries, at museums and art how an artist can ,Break on through to the other Site’, try out some-

institutions might define also the character of the works displayed. thing different and try to change existing borders and limitations.



SEMINARUL ALPHA BETA SIGMA

Ordinul Arhitectilor din Romania, Filiala Teritoriala Timis / Romanian Chamber of

Architects, Timis Branch
Space Caviar

SIGMA s-a remarcat nu doar prin practica artistica distincta, ci
si prin practica pedagogica care a format urmatoarea genera-
tie de artisti din Timisoara. Acest rol a fost de doua ori semni-
ficativ, deoarece s1GMa a fost primul grup care a reactionat si
filtrat arta contemporana de avangarda de la inceputul secolu-
lui al-xx lea, avand un rol esential pentru modul in care infor-
matia din trecut a fost procesata si reinterpretatd de cdtre elevi.
Acestia, la randul lor, au fost stimulati de formatul non-ierar-
hic de colaborare si de influentele puse in practica la Liceul de
Arte din Timisoara.

Astazi, modelele educationale dezvoltate in secolul al-xx lea se
confrunta cu o criza datorita unor factori multipli. Primul este
presiunea asupra scolilor de a se comporta din ce in ce mai
mult ca o afacere, cu accent pe diagnostic si pe rezultatele
financiare, mai curand decat pe procesele de invatare si pe
epistemologie. Un al doilea este transformarea pedagogului

The Sigma art collective were notable not only as artists in their own
right, but also as educators who strongly shaped the next generation
of artists in Timisoara. This role was doubly significant because they
were the first group in Romania to filter and react to contemporary
and early 2oth-century avant-garde art, and so were instrumental
in how information from the past was processed and reinterpreted
by their students, who were also empowered by the nonhierarchi-
cal forms of collaboration and influence put into practice at the Arts
High School, the Architecture Faculty, and other institutions.

Today, the models for education developed in the 20th century are
experiencing a crisis of multiple factors. One is the pressure on
schools to behave more and more like businesses, with a focus on
both diagnostic and financial results rather than processes of learn-
ing and epistemology. A second is the evolution of the educator from
a source of canonical wisdom to a negotiator of frameworks and
methodologies of thinking. A third is the changing nature of knowl-
edge itself, given the extreme proliferation of information and the
weakening foundation for objective truth as a source for solutions to
contemporary problems.

dintr-o sursa canonica de intelepciune intr-un indrumator,
prin diferite sisteme si metodologii de gandire. Un al treilea
factor este natura schimbatoare a cunoasterii in sine, avand in
vedere extrema proliferare a informatiei si slabirea bazei pen-
tru adevdrul obiectiv.

ALPHA BETA SIGMA a fost un eveniment cumulativ: lucrand cu
actualii studenti, Space Caviar a initiat un atelier despre for-
mele din trecut si cele actuale ale educatiei artistice si creative.
Au fost reconstituite anumite experimente SIGMA realizate
impreuna cu elevii Liceului de Arte din Timisoara, identifi-
candu-se intrebdrile si zonele initiale de investigare si discu-
tandu-se modificarea actuala a conditiilor de invatare si modul
in care experimentele SIGMA ar putea fi adaptate la problemele
contemporane. Impreund, participantii au alcituit un alfabet
colectiv care a inclus Intrebari, provocari, idei, imagini si refe-
rinte pentru studentul de maine.

ALPHA BETA SIGMA was a workshop for current architecture stu-
dents in Timisoara to explore the educational paragon initiated by
Sigma nearly 50 years ago and now growing relevant once more,
especially following the financial crisis and its effects on tradi-
tional cultural and social structures. The workshop aimed to con-
nect Sigma’s ideas to international architects, sociologists, artists,
curators, and designers that represent the continuation of Sigma’s
original platform into the present-day. ALPHA BETA SIGMA brought
students back to the sites of Sigma’s first experiments, including

the school, the park, the street, and the exhibition. By assembling a
series of inspirations and provocations from Sigma and from their
conceptual descendants, the students had the chance to explore how
the experimental, collaborative educational platform can evolve for
our contemporary context, including its specific discoveries, poten-
tials, challenges, and ecologies. On the final day, through presenta-
tions and discussions, they collectively developed a manifesto for
future learning. The final document can be seen as a contemporary
reinvention of the Sigma code that was never published.



PAUL NEAGU. (RJEVOLUTIA FORMEI

Fundatia Triade / Triade Foundation
Paul Neagu Estate Romania

Primdria Municipiului Timisoara / City of Timisoara
Consiliul Local Timisoara / Timisoara Local Council

Paul Neagu (1938, Bucuresti—2004, Londra), artist plastic, poet Artist, poet and teacher Paul Neagu (1938, Bucharest—2004,

si profesor, este—pentru arta contemporana—unul dintre repe- London) is one of the fundamental figures of contemporary art.
rele fundamentale. La zece ani de la moartea lui, un proiect Ten years after his death, a complex project, titled Paul Neagu,
complex, intitulat Paul Neagu, (R)evolutia formei, a contribuit la (R)evolution of Form, made its contribution to keeping the artist’s
pastrarea artistului in actualitate. name at the forefront.

LISA LE FEUVRE

director de studii ale sculpturii, Institutul Henry Moore, Leeds, Uk
(curator al expozitiei ,Paul Neagu, Sculptura palpabila” 2015) | head of
Sculpture Studies, Henry Moore Institute, Leeds (curator of the “Paul
Neagu: Palpable Sculpture” exhibition 2015)

PAUL NEAGU: SCULPTURA PALPABILA /

IOLANDA COSTIDE

membru si secretar pentru uk a Paul Neagu Estate, Londra | Trustee & ux
Secretary of the Paul Neagu Estate, London
RECEPTAREA LUI PAUL NEAGU IN UK /

MATE| STIRCEA-CRACIUN

cercetdtor la Centrul de Cercetdri Atropologice Francisc Rainer al
Academiei Romane | researcher, Francisc Rainer Anthropological
Research Centre, Romanian Academy

PAUL NEAGU, AZI SI MAINE

SORIN DUMITRESCU

artist si scriitor, membru al Academiei Romane [ artist and writer,
member of Romanian Academy

METANOIA SAU PAUL NEAGU, ,,PESTE PESTE POARTA”. SCHIMBAREA GANDIRII
IN ,NOUA STATIUNI CATALITICE” /

ABOUT NEAGU, HYPHEN: filme realizate de | realized by Departamentul,
Media al Fundatiei Anastasia. Autori | Authors: Rizvan Leucea, Anastasia
Dumitrescu

MAGDA RADU

curator, Muzeul National de Arta Contemporand, Bucuresti | curator,
National Museum of Art, Bucharest
SCULPTURA PALPABILA /
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SOME FANS & ONE ZINE

Balamuc—atelier de fanzine cu Dan Perjovschi / Dan Perjovschi’s Fanzine Workshop

Ana Maria Kun, Livia Coloji si Razvan Corniciin
colaborare cu /in collaboration with
Dan Perjovschi

Dan Perjovschi este un artist care comunica prin desen. Precis,
critic, cu umor. Din 1992 el editeaza ocazional, in paralel cu
expozitiile sale personale, niste mici publicatii independente.
In ultimii zece ani fiecare workshop tinut de artist undeva pe
glob se termina cu un fanzin. Tras la xerox, modest in forma
dar bogat In continut, fanzinul este un mod simplu si eficace
de intalnire intelectuala. Temele privesc lumea in general in
momentul si locul unde traim, Sao Paolo, Geneva, Liverpool,
Habana, Plymouth, Salzburg, Craiova... Filosofia este simpla:
toatd lumea are ceva de zis si toatd lumea poate desena cumva.
Fiecare participant, adult, copil, artist, student, om, deseneaza

Dan Perjovschi is an artist who communicates through drawing.
Precise, critical, humorous. Since 1992 he occasionally edits, along-
side his personal shows, some small independent publications. In the
last ten years, each of the workshops he holds around the world ends
with a fanzine. Xeroxed, modest in form yet rich in content, the fan-
zine is a simple and efficient way of intellectual meeting. The themes
reflect the world in general, at the moment and place where we

live, Sao Paolo, Geneva, Liverpool, Habana, Plymouth, Salzburg,
Craiova... The philosophy is simple: everybody has something to

say and everybody can somehow draw. Each attendant, adult, child,

o pagina si la sfarsit se alege cu o publicatie. O comunitate gra-
fica ad-hoc. Workshopul some Fans & one Zine face exact acest
lucru la Timisoara.

Balamuc / loc de joacd s-altele este o platforma de cercetare
graficd a artistilor Livia Coloji, Ana Kun si Razvan Cornici.
Balamuc este un spatiu populat cu idei, fiinte si desene fabu-
loase. Un laborator de experiment si comunicare desenata,
de la ilustratia clasica la comics, facebook, performance sau
home hospitality.

artist, student, human, draws one page and at the end gets one pub-
lication. A graphics community offhand. The workshop some Fans
& one Zine does exactly that in Timisoara.

Balamuc [ loc de joaca s-altele is a platform for graphics research
of the artists Livia Coloji, Ana Kun and Razvan Cornici. Balamuc is
a space populated with ideas, beings and fabulous drawings.

A laboratory for experimentation and drawn communication,
from classical illustration to comics, facebook, performance and
home hospitality.



CONVORBIRILE
ART ENCOUNTERS ARAD

ZORAN ERIC

curator, Museum of Contemporary Art Belgrade, Serbia

IARA BOUBNOVA

curator, Institute of Contemporary Art Sofia, Bulgaria

ANYA MEDVEDEVA

director, Izolyatsia Platform for Cultural Initiatives Kiev, Ukraine

SLAVEN TOLJ

director, Museum of Modern and Contemporary Art, Rijeka, Croatia

ZOFIA PLOSKA

curator, Museum of Modern Art Warsaw, Poland

ANDA TONESCU

speaker, Arad Initiatives
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PROGRAMUL DE REZIDENT

ARTIST-IN-RESIDENCEPROGRAMME

RO

Art Encounters Foundation a initiat, in cursul acestei prime
editii, un program de rezidente adresat artistilor si curato-
rilor orientati spre arta contemporand. Scopul programului
este de a stimula creativitatea, de a permite explorarea prac-
ticilor artistice intr-o alta comunitate, de a facilita schimbu-
rile culturale, de a stabili un dialog viu, semnificativ, cu mediul
artistic local.

Imersiunea unui artist intr-un alt mediu este benefica in dublu
sens: 1i permite lui insusi confruntarea cu propriile sale resurse
creative, pe de o parte, dar, in egald masura, creeaza premisele
unei redescoperiri, dintr-o perspectiva noud, printr-o abordare
ineditd, a mediului cu care vine in contact.

Aceasta este experienta pe care Art Encounters doreste sa o
provoace: sa puna in ochii timisorenilor un oras nou, vazut
prin alti ochi, atenti si comprehensivi.

Integrarea curatorilor, istoricilor si a criticilor de artd in acest
program de rezidenta se aliniaza aceleiasi logici: de a propune
o noud lectura asupra practicilor de arta manifeste in acest
spatiu cultural.

Aceste multiple interferente pe care programul de rezi-
dentad initiat acum, la prima editie, de cdtre Art Encounters
Foundation, le provoacad, vor deveni mai intense pe toata
durata dintre evenimentele bienale.



As part of this residency programme, the Art Encounters Foundation
has launched an aimed at artists and curators interested in con-
temporary art. The goal of the programme is to stimulate creativity,
allow participants to explore the ways in which art is practised in a
different community, facilitate cultural interchange, and establish a
lively and meaningful dialogue with the local art scene.

For an artist to be immersed in a different environment is beneficial
in two ways. Firstly, it not only gives him or her an opportunity to
take a good look at his or her own creative resources, but also it cre-
ates the preconditions to rediscover, from a fresh viewpoint and via
a new approach, the environment with which he or she comes into
contact. This is the kind of experience that Art Encounters wishes

to encourage, by presenting to the people of Timisoara a new city,
viewed through different—observant and penetrating—eyes.

The joint involvement of curators, art critics and art historians in
this artist-in-residence programme follows the same logic of sug-
gesting a new reading of how art is practised in this cultural space.

The multiple synergies stimulated by the artist-in-residence pro-
gramme now being set up by the Art Encounters Foundation will
gather momentum throughout the period separating the biennial
events. They will be accompanied by research initiatives exploring
the history of contemporary Romanian art and a programme of pub-
lications presenting the results.



BOGDAN ARMANU / SILVIA AMANCE]
SERIA ,CALENDARELE ISTORIEI SEXY”

Seria ,,Calendarele istoriei sexy” este un proiect in desfasu-
rare care a inceput in anul 2014 si care consta in conceperea
unor calendare tematice, cu fotografii sexy. Premisa artistica,
de la care s-a plecat a fost aceea cd un calendar este instrumen-
tul potrivit pentru a mentine vie perceptia asupra timpului.
Primul capitol al seriei (Calendarul sexy-history 2015) a avut ca
tema formele luptelor socialiste ale secolelor trecute, miscarea

»Sexy-History Calendar” series is an ongoing project which started to
developed in 2014 and it consists in the making of thematic sexy-pic-
ture calendars. The artistic premise was that a calendar seemed to
be the perfect choice as it is a tool to maintain the sense of time.

The first chapter of this series (2015 a sexy-history calendar)
focused on the forms of the socialist struggles of the past centuries,

capitalului in cercurile politice, evolutia pietei globale si
repercusiunile acesteia.

Pe parcursul sederii in Timisoara, s-a realizat materializarea
unui nou capitol (Calendarul istoriei sexy 2016 / Timisoara / mis-
carea pe piata muncii), de aceastd data creand si un fir narativ cu
specific local.

the movement of capital in the fields of politics and the development
of the global market and its repercussions.

During the research stay in Timisoara, was realized a new chap-

ter (2016 a sexy-history calendar | Timisoara [ movement in the
labour market), this time creating a site specific narration for the
2016 calendar.

BIROUL DE CERCETARI MELODRAMATICE

Pe parcursul rezidentei sale in Timisoara, Biroul de Cercetari
Melodramatice a lucrat la cea de-a treia parte a trilogiei cine-
matografice, o prognoza meteo care jongleaza cu una dintre
caracteristicile principale ale melodramei, si anume incarca-
tura emotionala ale personajelor ei dezghiocate contra natu-
rii (vezi pagina 133). Contextul mai larg al incalzirii globale

During the residency in Timisoara, The Bureau of Melodramatic
Research worked on the third part of the film trilogy, a weather fore-
cast playing with one of melodrama’s central characteristics: the
emotional charge of its characters pitted against nature (see page
133). The broader context of global warming and climate change

si al schimbarilor climatice redistribuie emotiile in roluri de
forte strdine ce vin dinspre tinutul nonuman, luand forma unei
posesii demonice incontrolabile. O simpla suflare declanseaza
un nou climat, un vartej de ganduri, un ciclon, in timp ce stropi
de lacrimi se aduna in deseuri ce baltesc dubios.

recasts emotions as alien forces coming from the nonhuman realm

as uncontrollable demonic possession: a simple breath starts a new
climate, a whirl of thought, a cyclone while drops of tears gather in
dubious waste ponds.



MIHUT BOSCU-KAFCHIN

Subiectele mele sunt baraje ce-mi tin Nimicul deoparte, ilu-
zie la care lucrez zi de zi, credinta In magie ori stiinta, o pavaza,
la fel ca si metempsihoza, insa separat de filtrul romantic prin
care vad lucrurile.

Rezidenta Art Encounters mi-a oferit o perspectiva nouad asu-
pra Timisoarei, iar spiritul novator al orasului ma inspirat.
Tehnologia este o a doua natura a omului, internetul ne con-
dimenteaza epoca. Practica mea se bazeaza pe inovatiile

My subjects are barriers that keep Nothingness at bay, an illusion
on which Iwork day after day, belief in magic or science, a rampart,
the same as metempsychosis, but separated by the romantic filter
through which I view things.

The Art Encounters residency provided me with a new outlook
on Timisoara, and the innovative spirit of the city inspires me.
Technology is humankind’s second nature; the Internet flavours our

MATEI BEJENARU

Matei Bejenaru este artist si initiator al Bienalei de Arta
Contemporana ,Periferic” (1997-2008) din lasi, Romania.

in 2001, impreund cu un grup de artisti si filozofi din acelasi
oras, Bejenaru infiinteaza Asociatia ,,Vector”. Preda arta foto-
grafica sivizuald la Universitatea de Arte ,,George Enescu”
din Iasi.

in practica sa artisticd, bazati pe fotografie documentari,
video si performance, Bejenaru analizeazd modul in care glo-
balizarea influenteaza si afecteaza forta de munca din tarile

Matei Bejenaru is an artist and initiator of Periferic Biennial of
Contemporary Art (1997-2008) in lasi, Romania. In 2001, together
with a group of artists and philosophers from Iasi, Bejenaru founded
the Vector Association. He teaches photography and video at the
George Enescu Arts University in lasi.

In his artistic practice based on documentary photographies, vid-
eos and performances, Bejenaru analyses the way globalization
affects post-communist countries’ labor force and their rapidly

tehnologice, medicale, astronomice, iar Timisoara, la randul
sau, are parte de un crescendo in domeniul 1T-ului, asa incat
resimt orasul in mod fratern. Pentru mine conteaza cd sunt in
compania unor oameni minunati ce contribuie activ la con-
structia unui ecosistem artistic solid si stabil in Romania, iar
faptul ca fac parte din acest peisaj este un privilegiu.

(Mihut Boscu-Kafchin)

present age. My practice is based on technological, medical, astro-
nomical innovations, and Timisoara in its turn plays a part in the
IT crescendo, and this is why I experience the city in a fraternal way.
To me it counts that I am in the company of wonderful people who
are actively contributing to the construction of a solid, stable arts
ecosystem in Romania, and being part of this landscape is a privi-
lege. (Mihut Boscu-Kafchin)

post-comuniste, dar si rapiditatea cu care mentalitatea si stilul
de viata al locuitorilor acestora se schimba. Din 2010, el coor-
doneazad si creeazd Cdntece pentru un viitor mai bun (Songs for a
Better Future), o serie de performance-uri corale ce abordeaza
perceptia viitorului prin prisma unor diferite contexte soci-

ale si culturale. O colectie de viitoruri (A Collection of Futures) pe
care Bejenaru a creat-o in timpul in care a trdit in North Adams,
Massachusetts, in luna august a anului 2012, este o extensie a
indelungatei explorari a artistului a conceptului de viitor.

changing mentalities and lifestyles. Since 2010 he is developing
Songs for a Better Future, a series of choral performances dealing
with the perception of the future in different social and cultural con-
texts. A Collection of Futures that Bejenaru created while in resi-
dency in North Adams, Massachusetts, during the month of August
2012, was an extension of his long-term exploration of the concept
of the future.



ALEX MIRUTZIU

Parte a Generatiei Y, Alex Mirutziu (n. 1981, traieste si lucreaza
in Romania), a copilarit intr-o Romanie improvizata si precara,
odata cu punerea in opera a Casei Poporului. Resursele nece-
sare construirii acestei cladiri, cat si efectele post-ridicarii ei au
perturbat atasarea artistului fata de forma si obiect, devenind
mai tarziu preocupari constante in creatia lui.

Studiind pictura (2000-2004, Universitatea de Arta Cluj), el

a fost interesat de insertia propriei istorii in actul creativ, ca
apoi, trecand prin teatru fizic si performance (2007-2009,
Universitatea din Huddersfield, uk) sd se concentreze pe o
abordardare fenomenologicd a formei, ca pierdere a formei,
cat sia accesului ei intr-un real situationist. Artistul uzeaza
aceste parghii de atac ontologic care lubrifiaza si orchestreaza
spatiul incert dintre obiecte. Din 2009, Mirutziu tine prelegeri

Part of Generation Y, Alex Mirutziu (born 1981, lives and works
in Romania), grew up in precariously improvised Communist
Romania, at a time when “The People’s House” was erected.

The construction of the building forever changed his attachment
to form, as it has been largely the direct expression of Ceausescu’s
body language. When studying painting (2000-2004 University of
Arts, Cluj) he worked with personal narratives to thereafter going
through physical theatre (2007-2009 Huddersfield University,
UK) to spark a constant interest in the position of things, in form
as—Tloss of form, which foments, alongside an interest in philoso-
phy and design. All these are instruments to punch clean the dis-
cussion of closure and how the space after something ends is

in tard si strdindtate, axate in special pe insemnatatea actului
performativ azi, cat si pe relatia dintre arhitectura totalitara si
generatia lui. Recent, colaboreaza cu filosoful si teoreticianul
Graham Harman, cu poetul Graham Foust si cu agentia sue-
dezd de design Soderhavet. Aceasta din urma ofera climatul in
care Mirutziu abordeaza designul de litera ca fundament pen-
tru script-ul coregrafic.

Mirutziu adera la conceptul curatorial al proiectului Art
Encounters prin lucrari care indica datoria de a ne clarifica
contextul. De asemenea, artistul aflat in rezidenta in Timisoara,
continua cercetarea intitulata Razbunarea Arhitecturii sau Atunci
Cand Construiesc am Dreptate, cu finalitate publica in progra-
mul Art Encounters.

orchestrated. From 2009 he lectured in Romania and abroad on
what it means to perform today, as well as the relationship between
totalitarian architecture and generation Y. Most recently he collab-
orated with Graham Harman, Graham Foust, and Swedish design
agency Soderhavet.

In Art Encounters, Mirutziu adheres to the curator’s concept with
works that point out the duty to clarify our context. As artist in res-
idence in Timisoara, he continues his research entitled Revenge of
Architecture or When I build I'm Right—which will be publicly pre-
sented during Art Encounters.



ALINA SERBAN

Alina Serban este istoric de artd, curator si editor indepen-
dent. A coordonat, intre 2008 si 2011, activitatea Centrului de
Introspectie Vizuald, Bucuresti. Proiectele initiate in cadrul
centrului au ca teren comun o practicd orientata spre cerce-
tare, apeland la diferite formate: de la conferinte si proiectii
de film, la interventii de arta publica si expozitii, de la dezvol-
tarea unor retele locale, la editarea unor publicatii de speci-
alitate. In 2009, Serban este curator al Pavilionului Romaniei
la Bienala internationald de artd de la Venetia, cu proiectul
Seductia intervalului, proiect itinerat in 2010 la The Renaissance
Society, Universitatea Chicago, UsA.

Este editor al publicatiilor Ion Grigorescu. Omul cu o singurd
camerd, si Geta Brdtescu. Atelierul, apdrute la Sternberg Berlin
in 2013, al cartilor de artist Serii. Multiplii. Realisme., un pro-
iect dezvoltat impreuna cu fotograful roman Nicu llfoveanu
si Ioana Nemes. Carte de artist, Spector Books 2014. In 2010 edi-
teaza publicatia Evacuarea Fantomei. Arhitecturi ale supravietui-
rii, dedicata cercetdrilor intreprinse de arhitectii studioBAsAR

Alina Serban is an art historian, curator and independent editor.
Between 2008 and 2011 she co-ordinated the activity of the Centre
for Visual Introspection in Bucharest. What the centre’s projects had
in common was a research-oriented practice that drew on various
formats, from conferences and film screenings to public arts inter-
ventions and exhibitions, from the development of local networks to
the publication of specialist works. In 2009, Serban was the cura-
tor of the Romanian Pavilion at the Venice International Biennale
of Art, with a project titled The Seductiveness of the Interval,
which went on to be shown at The Renaissance Society, University of
Chicago, in 2010.

She is the editor of Ion Grigorescu. The Man with a Single Room
and Geta Bratescu. The Studio (Sternberg, Berlin, 2013), and

the monographs Series. Multiples. Realisms., a project devel-

oped with Romanian photographer Nicu Ilfoveanu, and loana
Nemes. Artist’s Book (Spector Books, 2014). In 2010, she published
Evicting the Ghost. Architectures of Survival, dedicated to the

in Bucuresti, $i nu numai, asupra fenomenului de retrocedare
a proprietatilor dupd 1989. Este implicata in proiecte de cer-
cetare si editoriale, oferind prezentdri teoretice si prelegeri la
diverse conferinte internationale. In 2014, realizeazi expozi-
tiile Vision of a Nation, in colaborare cu Centrul de fotografie
din Oslo—Fotogalleriet Oslo, si Vederi incantdtoare: Urbanism i
arhitecturd in turismul romdnesc de la Marea Neagrd in anii 1960
si 7o, impreuna cu arhitectii Kalliopi Dimou & Sorin Istudor, la
Sala Dalles a Muzeului National de Artd Contemporana.

Tema supusa reflectiei in cadrul Art Encounters este aceea a
locului pe care grupul Sigma il are pe harta artei contempo-
rane. Alina Serban a inceput “cartografierea” acestei prezente,
iar expozitia prezentatd este un prim raspuns oferit, rezultat al
unui studiu multistratificat, ce a inclus dialogul cu cercetitori
locali (Andreea Flondor), dar si confruntarea cu alti curatori,
apartinand altor medii culturale (Space Caviar).

research undertaken by the architects of studioBASAR in Bucharest
and others into the post-1989 phenomenon of retroceded proper-
ties. She is involved in research and publishing projects, and gives
theoretical presentations and lectures at various international con-
ferences. In 2014, she realised the following two exhibitions: Vision
of a Nation, in partnership with the Oslo Photography Centre, held
at the Oslo Fotogalleriet, and Enchanting Views: Urbanism and
Architecture in Romanian Black Sea Tourism in the 1960s and
70s, with architects Kalliopi Dimou and Sorin Istudor, held at the
Salle Dalles of the National Museum of Contemporary Art.

The theme reflected upon within the framework of Art Encounters

is the place of the Sigma group on the map of contemporary art.
Alina Serban has begun to map the group’s presence, and the exhi-
bition presented is a preliminary response, the result of a multi-lay-
ered study, which included dialogue with local researchers (Andreea
Flondor), as well as comparison with other curators from different
cultural media (Space Caviar).
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PROGRAMUL DE EDUCATI
EDUCATION PROGRAM

RO

Odata cu aceasta prima editie a bienalei, Art Encounters
Foundation pune bazele unui program de colaborare si de
interactiune directa cu vizitatorii sdi actuali si potentiali, pen-
tru a atrage noi segmente de public si pentru a aduce arta con-
temporand mai aproape de interesele acestora. Scopul aces-
tui demers educational este de a facilita accesul unui public cat
mai divers ca varsta si profil social la arta contemporana si de
aincuraja un dialog intre privitori si lucrarile de artd, bazat pe
nevoile de invatare si de dezvoltare personald, de delectare si
de expresie culturald ale acestora.

Prin valorificarea anumite principii din sfera medierii cul-
turale si a invatarii In muzee si galerii, Art Encounters isi
doreste sd dezvolte programe educative in care atat galeri-

ile, muzeele si celelalte spatii expozitionale, cat si orasul in
sine, sd functioneze ca locuri pentru descoperirea, investiga-
rea si experimentarea artelor vizuale. Astfel, activitatile orga-
nizate pe intreg parcursul bienalei pun accentul pe interactivi-
tate si pe invatarea prin experienta directa pentru a aduce arta
contemporana la indemana unui public cat mai larg — de la
cei mai tineri vizitatori, la vizitatorii adulti, de la cei care intra
prima datd in contact cu arta contemporand, la cunoscatori.

Aceasta interactiune directa intre vizitatori si lucrdrile de arta
se bazeaza pe resursele creative si emotionale ale acestora, aju-
tandu-i sd inteleaga si sa creeze legaturi personale intre arta
contemporana si preocuparile lor.

Interesul pentru artd si mai ales pentru artele vizuale con-
temporane nu este instinctiv. De aceea, educatia prin arta ar
trebui sa fie o preocupare importanta intr-un oras care isi
doreste sa creasca un public care priveste consumul cultural
ca un act natural, relevant pentru dezvoltarea individului si a
comunitatii insesi.

Aceasta prima editie a bienalei si prima iteratie a componen-
tei educationale a insumat vizita ghidatd a peste 5000 de copii
din 160 de unitdti de invatamant, de la varsta gradinitei si pana
laliceeni.

Pe parcursul editiilor urmatoare, Art Encounters Foundation
intentioneaza sa dezvolte aceasta initiativa de educatie non-
formala intr-un amplu program de educatie culturala ala-
turi de artisti, curatori, educatori, elevi, studenti si membri ai
comunitatilor locale.



Starting with this first edition of the biennale, the Art Encounters
Foundation lays the ground work for a public engagement pro-
gramme aimed both at its present and potential visitors with a
view to attract new audiences and to bring contemporary art closer
to their interests. The aim of this educational approach is to ena-
ble the access to contemporary art of audiences as diverse as possi-
ble from the point of view of both their age and social profile and to
encourage a dialogue between visitors and the works of art based
on their needs for learning, personal development, enjoyment and
cultural expression.

By valorising certain principles pertaining to public engagement
and interpretation and learning in museums and galleries, Art
Encounters wishes to develop educational programmes in which
galleries, museums and other exhibition locations as well as the city
itself function as sites for the discovery, investigation and experi-
mentation of visual arts. Thus, the activities organised during the
biennale put an emphasis on interactivity and learning by direct
experience in order to bring contemporary art within the grasp of an
audience as wide as possible - from the youngest visitors to adults,

from those who come into contact with contemporary art for the
first time to connoisseurs. This direct interaction between visitors
and the works of art is based on the visitors’ creative and emotional
resources, aiding them in understanding and creating personal con-
nections between contemporary art and their pursuits.

An interest in art and particularly in contemporary visual arts is not
instinctive. Therefore, education through art should be an impor-
tant concern in a city wishing to nurture an audience which regards
cultural consumption as a natural endeavour, relevant for the devel-
opment of the individual and of the community itself.

This first edition of the art biennale and first iteration of the educa-
tional programme sumed up as visitors more than 5,000 children
from 160 schools, kindergartens and highschools.

In the editions to come, the Art Encounters Foundation intends to
develop this nonformal education initiative into an ample cultural
education programme alongside artists, curators, educators, stu-
dents and members from the local communities.

Mona-Silvia Timofte
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PROGRAMUL DE VOLUNTARIAT

VOLUNTEERS PROGRA

RO

Programul de voluntariat a fost inscris in cadrul componentei
educative a bienalei, intr-o perspectiva de dialog intre
mediatori si publicul larg. 70 de tineri au participat la formarea
de mediere culturala si au avut rolul de a informa, de a ghida

si de a interactiona cu vizitatorii expozitiilor, voluntarii fiind
preponderent liceeni si studenti. Pentru acestia, experienta

Art Encounters a fost un pariu in care fiecare a avut de castigat.

Originalitatea acestei prime editii a depins in mare masura de
spiritul deschis si de spontaneitatea voluntarilor, care au facut
posibila apropierea publicului larg de arta contemporana.

Echipa primei editii Art Encounters a unit peste 100 de
voluntari, care au contribuit la organizarea celui mai mare
eveniment de arte vizuale din Romania.



The volunteering programme was signed into the educational pro-
gramme of the biennale, in a perspective oriented towards dialogue
between mediators and the public. 70 teenagers and young adults
have taken cultural mediation classes in order to give visitors infor-
mations and guided tours, the volunteers being mostly high-school
and college students. For them, the Art Encounters experience was a
wager in which everyone won.

The originality of this first edition depended largely upon the open
spirit and spontaneity of the volunteers who made contemporary art
accessible to the large public.

The team of the Art Encounters 1st Edition has united over 100 vol-
unteers, their involvement and dedication making possible to organ-
ise the largest visual arts event in Romania.









ARTIST

Acostioaei, Dan (1974, lasi, Romania - lives and works in Iasi,
Romania), Galeria Helios/Helios Gallery

Afif, Saddane (1970 Vendome, France - lives and works in Berlin,
Germany), Halele Timco/Timco Halls, Muzeul de Arta Timisoara/
Museum of Art Timisoara

AXKassen (art collective, 2004: Christian Bretton-Meyer, Morten
Steen Hebsgaard, Soren Petersen, Tommy Petersen - live and
work in Copenhagen, Denmark and Berlin, Germany)

Muzeul de Arta Timisoara/Museum of Art Timisoara

Alexandrescu, Dragos (1974, lasi, Romania - lives and works in
Vaasa, Finland), Halele Timco/Timco Halls

Amancei, Silvia (1991, Iasi, Romania - lives and works in Iasi,
Romania), Halele Timco/Timco Halls (*Armanu, Bogdan)

Antik, Alexandru (1950, Reghin, Romania - lives and works in
Oradea, Romania), Muzeul Temporar de Arta Contemporand/
Temporary Museum of Contemporary Art

Apparatus 22 (art collective, 2011: Erika Olea, Maria Farcas,
Dragos Olea and the late artist loana Nemes - live and work in
Bucharest, Romania), Halele Timco/Timco Halls

Armanu, Bogdan (1991, lasi, Romania - lives and works in Iasi,
Romania), Halele Timco/Timco Halls

Avantpost (group of artists: Aura Balanescu, Alexandru Boca,
Cosmin Haias, Marius Jurca, Livia Mateias, Liliana Mercioiu Popa,
Sorin Oncu, Renée Renard, Bogdan Tomsa, Nicolae Velciov)
Memorialul Revolutiei/Memorial of the Revolution

Barba, Rosa (1972, Arrigento, Italy - lives and works in Berlin,
Germany), Muzeul de Artd Timisoara/Museum of Art Timisoara

Bejenaru, Matei (1963, Suceava, Romania - lives and works in Iasi,
Romania), Halele Timco/Timco Halls

Bercea, Marius (1979, Cluj-Napoca, Romania - lives and works in
Cluj-Napoca, Romania), Halele Timco/Timco Halls

Bernea, Horia (1938, Bucharest, Romania - 2000, Paris, France)
Halele Timco/Timco Halls

Bertalan, Stefan (1930, Ricdstia, Romania - 2014, Timisoara,
Romania), Muzeul de Arta Timisoara/Museum of Art Timisoara,
Muzeul Temporar de Artd Contemporand/Temporary Museum
of Contemporary Art, Liceul Teologic Romano-Catolic
Gerhardinum/The Gerhardinum Roman Catholic Theological
High School, City Business Centre

Bocsok, Serioja (1990, Romania - lives and works in Bucharest,
Romania), City Business Centre

Bone, Rudolf (1951, Oradea, Romania - lives and works in Oradea,
Romania), Halele Timco/Timco Halls, Muzeul Temporar de Arta
Contemporand/Temporary Museum of Contemporary Art

Boscu-Kafchin, Mihut (1986, Cluj-Napoca, Romania - lives and
works in Cluj-Napoca, Romania), Halele Timco/Timco Halls

Botez, Stefan (1983, Romania - lives and works in Geneva,
Switzerland), City Business Centre

Brancusi, Constantin (1876, Pestisani, Romania - 1957, Paris,
France), Muzeul de Arta Timisoara/Museum of Art Timisoara

Bratescu, Geta (1926, Ploiesti, Romania - lives and works in
Bucharest, Romania)

Halele Timco/Timco Halls, Muzeul de Artd Timisoara/Timisoara
Museum of Art, Muzeul Temporar de Arta Contemporana/
Temporary Museum of Contemporary Art

Bujor, Irina (1984, Targu Mures, Romania - lives and works in
Stuhr, Germany & Pucioasa, Romania), City Business Centre

Butincu, Andreea-Lorena (1989, Brasov, Romania - lives and

works in Bucharest, Romania), Art Guest House

Bressan, Michele (1980, Trieste, Italia - lives and works in
Bucharest, Romania), Arta in spatiul public, Parcul Triade/Art in
the public space, Triade Park

Bukta, Imre (1952, Mezdszemere, Hungary - lives and works in
Hungary), Muzeul Temporar de Artd Contemporand/Temporary
Museum of Contemporary Art

Bureau of Melodramatic Research (group of artists, 2009: Irina
Gheorghe and Alina Popa - live and work in Romania)
Halele Timco/Timco Halls

Cadar, Vlad (1984, Timisoara, Romania - lives and works in
Timisoara, Romania), Galeria Helios/Helios Gallery

Cadere, André (1934, Polonia - 1978, Paris, France)
Fundatia Triade/Triade Foundation

Cantor, Mircea (1977, Oradea, Romania - lives and works on
Earth), Halele Timco/Timco Halls, Muzeul de Arta Timisoara/
Museum of Art Timisoara

Castro, Ollala (1989, Lugo, Spain)
City Business Centre (*Moise, Nicoleta)

Cernica, Simion (1973, Bucharest, Romania - lives and works in
Los Angeles, USA), Galeria Helios/Helios Gallery

Chirulescu, Marieta (1974, Sibiu, Romania - lives and works in
Berlin, Germany), Halele Timco/Timco Halls

Chisa, Anetta Mona (1975, Romania - lives and works in Berlin,
Germany & Prague, Czech Republic), Halele TEBA|Teba Halls (*
Tkacova, Lucia)

Cioca, Radu (1982, Romania - lives and works in Cluj-Napoca,
Romania), Art Guest House

Comsa, Radu (1975, Sibiu, Romania - lives and works in Cluj-
Napoca, Romania), Halele Timco/Timco Halls, Art Guest House

Constante, Lena (1909, Bucharest, Romania - 2005, Bucharest,
Romania), Halele Timco/Timco Halls

Croitoru, Alexandra (1975, Bucharest, Romania - lives and
works in Bucharest, Romania), Halele Timco/Timco Halls - in
collaboration with Vasile Pop-Negresteanu, Galeria Helios/
Helios Gallery

Dan, Cilin (1955, Arad, Romania - lives and works in Bucharest,
Romania), Halele Timco/Timco Halls, Muzeul de Artd Arad/
Museum of Art Arad

Dancuo, Nenad (1954, Zagreb, Croatia - lives and works in
Zagreb, Croatia), Muzeul Temporar de Arta Contemporana/
Temporary Museum of Contemporary Art

Dawicki, Oskar (1971, Stargard, Szczecinski, Poland - lives and
works in Warsaw, Poland)

Muzeul Temporar de Arta Contemporand/Temporary Museum of
Contemporary Art

Djamo, Daniel (1987, Bucharest, Romania - lives and works in the
European Union), Halele Timco/Timco Halls

Eskildson, Joakim (1971, Copenhagen, Denmark - lives and works
in Berlin, Germany), Galeria Calpe/Calpe Gallery

Flondor, Constantin (1936, Cernduti, Romania - lives and works
in Timisoara, Romania), Muzeul de Arta Timisoara/Museum of
Art Timisoara, Liceul Teologic Romano-Catolic Gerhardinum/
The Gerhardinum Roman Catholic Theological High School, Art
Guest House, City Business Centre

Ghenie, Adrian (1977, Baia Mare, Romania - lives and works in
Cluj-Napoca, Romania & Berlin, Germany), Halele Timco/Timco
Halls



Girbovan, Bogdan (1981, Dr. Tr. Severin, Romania - lives and
works in Bucharest, Romania), Galeria Calpe/Calpe Gallery

Graur, Teodor (1953, Pogaceaua, Romania - lives and works in
Bucharest, Romania), Muzeul de Artd Timisoara/Museum of Art
Timisoara, Muzeul Temporar de Arta Contemporand/Temporary
Museum of Contemporary Art

Grigorescu, Ion (1945, Bucharest, Romania - lives and works
in Bucharest, Romania), Halele Timco/Timco Halls, Galeria
Pygmalion/Pygmalion Gallery, Muzeul Temporar de Arta
Contemporand/Temporary Museum of Contemporary Art

Grubid¢, Igor (1969, Zagreb, Croatia - lives and works in Zagreb,
Croatia), Halele TEBA/TEBA Halls

Halilaj, Petrit (1986, Kostérrc, Skenderaj-Kosovo - lives and works
in Berlin, Germany), Halele TEBA/TEBA Halls

Hultén, Sofia (1972, Stockholm, Sweden - lives and works in
Berlin, Germany), Halele Timco/Timco Halls

Iepure-Gorski, Mihai (1982, Romania - lives and works in Cluj-
Napoca, Romania), Halele Timco/Timco Halls

Ivanciu, Alexandra
City Business Centre

Ivanov, Pravdoliub (1964, Plovdiv, Bulgaria - lives and works in
Sofia, Bulgaria), Artd in spatiul public - Parcul Alpinet/Art in the
public space - Alpinet Park

Jurca, Marius (1984, Timisoara, Romania - lives and works in
Timisoara, Romania), Memorialul Revolutiei/Memorial of the
Revolution, Atrium Mall Arad, Casa cu Lei/House of Lions

Jurgiu, Andra (1986, Oradea, Romania - lives and works in
Bucharest, Romania), City Business Centre

Kalnoky, Ilona (1968, Styria, Austria - lives and works in Berlin,
Germany), Muzeul de Artd Timisoara/Museum of Art Timisoara

Kameri¢, Sejla (1976, Sarajevo, Bosnia and Herzegovina - lives
and works in Sarajevo, Bosnia and Herzegovina), Fabrica TEBA/
TEBA Halls

Kelemen, Gabriel (1968, Timisoara, Romania - lives and works in
Timisoara, Romania), Muzeul de Arta Timisoara/Museum of Art
Timisoara

Kempinas, Zilvinas (1969, Plungg, Lithuania - lives and works in
New York City, USA), Fabrica TEBA/TEBA Halls

kinema ikon (group of artists, 1970 - live and work in Arad,
Romania), Muzeul de Arta Timisoara/Museum of Art Timisoara,
Art Guest House, Muzeul de Artd Arad/Museum of Art Arad,
Atrium Mall Arad, Casa cu Lei/House of Lions

Kiraly, losif (1957, Resita, Romania - lives and works in Bucharest,
Romania), Galeria Jecza/Jecza Gallery

Kovacs, Istvan (1964, Budapest, Hungary - lives and works in
Budapest, Hungary), Muzeul Temporar de Arta Contemporand/
Temporary Museum of Contemporary Art

Kuznetsov, Volodymyr (1976, Lutsk, Ukraine - lives and works in
Kyiv, Ukraine), Fabrica TEBA/TEBA Halls

Lay, Alwin (1984, Romania - lives and works in Cologne,
Germany), Galeria Calpe/Calpe Gallery

Lazarescu, Matei (1948, Bucharest, Romania - lives and works in
Bar sur Aube, France), Halele Timco/Timco Halls

Leac, V. (1973, Ndsaud, Romania - lives and works in Arad,
Romania), Galeria Helios/Helios Gallery

Liulca, Maxim (1987, Tighina, Moldova - lives and works in Cluj-
Napoca, Romania), Halele Timco/Timco Halls, Art Guest House

Lupas, Ana (1940, Cluj-Napoca, Romania - lives and works in
Cluj-Napoca, Romania), Galeria Geam MAT - Muzeul de Arta
Timisoara/Geam MAT Gallery - Museum of Art Timisoara

Maciucd, Dan (1979, Craiova, Romania - lives and works in Cluj-
Napoca, Romania), Halele Timco/Timco Halls

Man, Cilin (1961, Arad, Romania - lives and works in Arad,
Romania), Muzeul de Arta Timisoara/Museum of Art Timisoara,
Art Guest House, Muzeul de Artd Arad/Museum of Art Arad,
Atrium Mall Arad, Casa cu Lei/House of Lions

Mateias, Livia (1986, Salonta, Romania - lives and works in
Timisoara, Romania), Memorialul Revolutiei/Memorial of the
Revolution, Casa cu Lei/House of Lions, Atrium Mall Arad

Maxa, Florin (1943, Teius, Romania - lives and works in Cluj-
Napoca, Romania), Halele Timco/Timco Halls, Muzeul de Arta
Timisoara/Museum of Art Timisoara

Mercioiu Popa, Liliana (1975, Targu-Jiu, Romania - lives and
works in Timiaoara, Romania), Arta in spatiul public - Bastionul
Theresia/Art in the public space - Theresia Bastion, Memorialul
Revolutiei/Memorial of the Revolution

Mihaltianu, Dan (1954, Bucharest, Romania - lives and works in
Berlin, Germany & Bergen, Norway & Bucharest, Romania)
Muzeul Temporar de Arta Contemporand/Temporary Museum of
Contemporary Art

Mirutziu, Alex (1981, Sibiu, Romania - lives and works in Cluj-
Napoca, Romania), Halele Timco/Timco Halls

Mitroi, Florin (1938, Craiova, Romania - 2002, Bucharest,
Romania), Halele Timco/Timco Halls

Mladenovic, Ivana (Kladovo, Serbia - lives and works in
Bucharest, Romania), Halele Timco/Timco Halls

Monotremu (artistic duo, 2010, Targu Mures, Romania - lives and
works in Targu Mures, Romania), Galeria Helios/Helios Gallery

Moise, Nicoleta (1989, Bucharest, Romania), City Business Centre

Munteanu Rimnic, Anca (1974, Bucharest, Romania - lives and
works in Berlin, Germany), Halele Timco/Timco Halls, Biblioteca
Academiei Romane/Romanian Academy Library

Muresan, Ciprian (1977, Dej, Romania - lives and works in Cluj-
Napoca, Romania), Halele Timco/Timco Halls

Nancd, Vlad (1979, Bucharest, Romania - lives and works in
Bucharest, Romania), Halele Timco/Timco Halls, Muzeul de Arta
Timisoara/Museum of Art Timisoara, Galeria Calina Spatiu de
Arta Contemporand/Calina Gallery Contemporary Art Space

Neagu, Paul (1938, Bucharest, Romania - 2004, London, United
Kingdom), Halele Timco/Timco Halls, Muzeul de Artd Timisoara/
Museum of Art Timisoara

Nemes, Ioana (1979, Bucharest, Romania - 2011, New York
City, USA), Halele Timco/Timco Halls, Sinagoga Cetate/Cetate
Sinagogue, Muzeul de Artd Timisoara/Museum of Art Timisoara

von Neudorf, Tara (1974, Sibiu, Romania - lives and works in
Cluj-Napoca, Romania), Halele Timco/Timco Halls

Nicolae, Mircea (1980, Bucharest, Romania - lives and works in
Bucharest, Romania), Art Guest House

Niculescu, Alexandru (1979, Craiova, Romania - lives and works
in Bucharest, Romania), Halele Timco/Timco Halls

Nutiu, Romul (1932, Bilbor, Romania - 2012, Timisoara,
Romania), Halele Timco/Timco Halls

Olariu, Vlad (1983, Roman, Romania - lives and works in Cluj-
Napoca, Romania), Artd in spatiul public/Art in the public space
- Bvd. Corneliu Coposu

Olos, Mihai (1940, Arinis, Romania - 2015, Amoltern, Germany)
Galeria Pygmalion/Pygmalion Gallery

Pandele, Andrei (1945, Bucharest, Romania - lives and works in
Bucharest, Romania), Galeria Calpe/Calpe Gallery

Perjovschi, Dan (1961, Sibiu, Romania - lives and works in
Bucharest & Sibiu, Romania), Muzeul de Arta Timisoara/Museum
of Art Timisoara, Muzeul Temporar de Artd Contemporand/
Temporary Museum of Contemporary Art, Galeria Helios/Helios
Hallery, Balamuc, Halele Timco/Timco Halls, Balamuc

Perjovschi, Lia (1961, Sibiu, Romania - lives and works in
Bucharest, Romania), Halele Timco/Timco Halls, Muzeul
Temporar de Arta Contemporand/Temporary Museum of
Contemporary Art, Muzeul de Artd Timisoara/Museum of Art
Timisoara

Pop, Eugenia (1945, Cugir, Romania - 2012, Cluj-Napoca,
Romania), Muzeul Temporar de Arta Contemporand/Temporary
Museum of Contemporary Art



Pop-Negresteanu, Vasile (1955, Negresti, Romania - lives and
works in Bucharest, Romania), Halele Timco/Timco Halls - in
collaboration with Alexandra Croitoru

Rasovszky, Lea (1986, Bucharest, Romania - lives and works in
Bucharest, Romania), City Business Centre, Art Guest House

Sas, Sergiu (1981, Arad, Romania - lives and works in Timisoara,
Romania), Galeria Helios/Helios Gallery

Sava, Stefan (1982, Slobozia, Romania - lives and works in
Bucharest, Romania), Halele Timco/Timco Halls

Savu, Serban (1978, Sighisoara, Romania - lives and works in
Cluj-Napoca, Romania), Halele Timco/Timco Halls

Seda, Katetina (1977, Brno, Czech Republic - lives and works in
Prague, Czech Republic), Halele TEBA/TEBA Halls

Sigma (group of artists, 1969 - 1978: Stefan Bertalan, Lucian
Codreanu, Constantin Flondor, Ioan Gaita, Elisei Rusu, Doru
Tulcan - Timisoara, Romania), Liceul Teologic Romano-Catolic
Gerhardinum/The Gerhardinum Roman Catholic Theological
High School, City Business Centre

Solakov, Nedko (1957, Cherven Briag, Bulgaria - lives and works
in Sofia, Bulgaria), Halele TEBA/TEBA Halls

SubREAL (group of artists, 1990: Calin Dan, losif Kirély,* -
Bucharest, Romania), (*Dan Mihaltianu, membru fondator,
activeaza in grup intre 1990 si 1993/Dan Mihaltianu, founding
member, activates as part of the group between 1990-1993)
Halele Timco/Timco Halls

Tajber Ryszard, Artur (1953, Stalinogréd (Katowice), Poland -
lives and works in Krakow, Poland), Muzeul Temporar de Arta
Contemporand/Temporary Museum of Contemporary Art

Tanase, Roxana (1987, Bucharest, Romania - lives and works in
Bucharest, Romania), Art Guest House

Ter-Oganyan, Avdey (1961, Rostov-on-Don, Russia - lives and
works in Berlin, Germany)

Muzeul Temporar de Arta Contemporand/Temporary Museum
of Contemporary Art

Tiron, Stefan (1976, Valenii de Munte, Romania - lives and works
in Bucharest, Romania)

Galeria Helios/Helios Gallery, Halele Timco/Timco Halls, Atrium
Mall Arad

Tkacova, Lucia (1977, Slovakia - lives and works in Berlin,
Germany & Prague, Czech Republic), Halele TEBA/TEBA Halls

Tobias, Gert and Uwe (1973, Brasov, Romania - the twin brothers
live and work in Cologne, Germany)
Muzeul de Arta Timisoara/Museum of Art Timisoara

Toma, Iulia (1974, Romania - lives and works in Bucharest,
Romania), Halele Timco/Timco Halls

Tulcan, Doru (1943, Cladova, Romania - lives and works in
Romania), Galeria Jecza/Jecza Gallery

Ut6, Gusztav (1958, Sfantu Gheorghe, Romania - lives and works
in Sfantu Gheorghe, Romania), Muzeul Temporar de Arta
Contemporand/Temporary Museum of Contemporary Art

Vanga, Gabriela (1977, Romania - lives and works in Paris,
France), Muzeul de Arta Timisoara/Museum of Art Timisoara,
Art Guest House

Vilauy, Simona (1983, Targu-Jiu, Romania - lives and works in
Bucharest, Romania), City Business Centre, Art Guest House

Vreme, Sorin (1962, Timisoara, Romania - lives and works in
Timisoara, Romania), Muzeul Temporar de Arta Contemporand/
Temporary Museum of Contemporary Art, Art Guest House

Zidaru, Marian (1956, Romania - lives and works in Bucharest &
Liteni, Romania), Halele Timco/Timco Halls
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ILUSTRATI

p- 12 Schita in cerneald a Coloanei fard sfarsit, desenata de
Constantin Brancusi la Petrosani in august 1937, pe fundalul
viitorului amplasament din Targu-Jiu, fotografiat la sfarsit de
iulie de catre inginerul Stefan Georgescu-Gorjan, Courtesy:
Sorana Georgescu-Gorjan

p- 14 Rosa Barba, Only Revolutions (...less abstract sym-
bols...), 2015, film 16 mm, cutie luminoasd, motoare/16 mm
film, lightbox,motor, Photos credits: Bernd Borchardt,
Courtesy:©Rosa Barba/VG Bild-Kunst, Bonn

p- 15 Gert & Uwe Tobias, Untitled, 2015, xilogravura color pe
péanzd/ color woodcut on canvas, 180 x 150 cm, Photos credits:
Alistair Overbruck/Gert & Uwe Tobias/VG Bildkunst, Bonn
Courtesy: Contemporary Fine Arts, Berlin

Pp- 16 sus/up: Vedere din expozitie/Exhibition view, Timisoara Art
Museum, Photo credit: Ovidiu Micsa

p-16 jos/down, llona Kalnoky, Column/Coloand, 2009, ipsos, di-
verse dimensiuni/plaster, variable dimensions, approx 350 cm,
Photo credit: Ovidiu Micsa

p- 17 Mircea Cantor, Epic Fountain, 2012, ace de sigurantd placate
cu aur de 24 karate/24k gold plated safety pins, Courtesy: Maga-
zzino Gallery, Rome

p- 18 Paul Neagu, Unnamed, 1990, Bile din doua straturi de
bronz, cu diametrul de 8o mm, pe podea moale (3/9 bile si 2/8
bile deasupra)/double layer bronze balls, diameter 80 mm on
soft floor (3 by 9 balls and 2 by 8 balls on top), Photo credit:
Ovidiu Micsa, Courtesy: Ivan Gallery, Bucharest

p- 19 Gabriela Vanga, Mirare/Wonder, 2015, scard de lemn, 2
oglinzi, dimensiuni variabile/ ladder wood, 2 mirrors, Photo
credit: Ovidiu Micsa, Courtesy: the artist and the Art Encounters
Foundation

p. 20 Ana Lupas, Instalatie umedd/Humid Installation,
Martori/Witnesses, galeria Geam MAT, Muzeul de Art3,
Timisoara, 2,62 x 1,65 x 1,52 m: Video “Europa, Europa” Das
Jahrhundert der Avangarde in Mittel und Osteuropa; Recipiente,
Bonn, 1994; material textil, Margau, 1970, Photo credit: Ovidiu
Micsa, Courtesy: the artist

p- 30 Andrei Pandele, Cuplu care plimbd o oglindd pe Calea
Dorobantilor/Couple Walking a Mirror on Calea Dorobantilor, 1984,
Print lambda-crom pe hértie fotografica, 6o x 40 cm, Courtesy:
the artist and Art Encounters Foundation

P- 32 Vedere din expozitie/Exhibition view, Calpe Gallery, Bas-
tion, Momente cotidiene/Everyday Moments, Photo credit: Ovidiu
Micsa

P- 33 sus/up: Alvin Lay, Craiova. Ionatan, 2015, print cerneald Fine
Art[Fine Art inkjet print, 60x40 cm, framed, Courtesy: the artist
and Nathlia Huc Gallery, K61n

p- 33 jos/down: Joachim Eskildsen, In cdutarea rromilor (Romé-
nia), Coditele lungi, Tarnaveni/The Roma Journey (Romania), The
Long Plaits, Tarnaveni, 2000 — 2006, fotografie inramata/framed
photo, 40 x 48 cm, Courtesy: Gallery Taik Persons

P- 34 Zone 3, N. Dancuo, Dracula cel groaznic/Dracula the Horrible,
1996, Courtesy: Ileana Pintilie and the artist

p- 36 Zone 2, A. Ter-Oganian, The Forward Gallery, 1996, Courtesy:
Ileana Pintilie and the artist

P- 37 Zone 1, I. Bukta, Untitled, 1993, Courtesy: Ileana Pintilie and
the artist

p- 38-39 Vedere din expozitie/Exhibition view, Galeria Pygma-
lion/The Pygmalion Gallery, Photo credit: Ovidiu Micsa

p- 40 Mihai Olos, Fdrd titlu / Untitled, 2004-2007, obiect: carti

de joc, carton, capse, sfoara | object: cards, cardboard, staples,
rope, 10,5 X 18 X 15 cm, Photo credit: Marius Poput, Courtesy:
Olos Estate si Plan B Cluj/Berlin

p. 42 sus/up: Vedere din expozitie/Exhibition view, Galeria Pyg-
malion/The Pygmalion Gallery, Photo credit: Ovidiu Micsa

p. 42. jos/down: Ion Grigorescu, llustrarea Bibliei. Prima
sdptamand dupd Paste/lllustrations to Bible. The first week after
Easter, creion si acuareld pe hartie/pencil and watercolour on
paper, 70 x 100 cm, Photo credit: Ovidiu Micsa

P- 44-45 Anca Munteanu Rimnic, Lament, 2013, HD Video 5:26
min, Courtesy of the artist

p. 46-47 Install shot, Memorialul Revolutiei/Memorial of the
Revolution; stanga/left: Sorin Oncu, The Wall, 2015, Instalatie
500 EU pungi ajutoare cu fiind/Installation, 500 EU aid flour
bags, dimensiuni variabile/variable dimensions; dreapta/right:
Alexandru Boca, The Order of the Day, 2015, Instalatie, obiecte
din colectia proprie, metal, ziare, recipiente, masa de lemn/
Installation, objects from personal collection, metal waste,
newspapers, recipients, wooden table, dimensiuni variabile/
variable dimensions, Photo credit: Avantpost

p- 48 Liliana Mercioiu Popa, Cultura recentd/Recent Culture, 2015,
Instalatie din materiale neconventionale/Installation of uncon-
ventional materials, dimensiuni aproximative/approximate
dimensions 150 x 200 cm, Photo credit: Avantpost

p- 50 Constantin Flondor, Trigona, inox/stainless steel, 200 x 200
x 200 cm, Photo credit: Vlad Cindea

p. 52 - 55 Vedere din expozitie/Exhibition view, Sigma: Cartogra-
fia invatdrii 1969-1983/Sigma: Cartography of Learning 1969-1983,
City Business Centre, Photo credit: Ovidiu Micsa

p. 56 sus/up Constantin Flondor, Imbindri de bare triunghiulare,
1971/2015, lemn/wood, 186 X 250 X 250 cm

p.56 jos/down: Sigma, Ansamblu mobil, 1970/2015
p.57 Stefan Bertalan, Raul Timis cu retele, 1978
p.57 Sigma, Actiune pe malurile raului Timis, 1976

p- 58 Stefan Botez, Video still from On the Dematerialization of
Prophecies, 2013, 28 min 29 sec., Courtesy: loana Mandeal and
the artist

p. 60 Vedere din expozitie/Exhibition view, City Business Centre,
Pe terenuri plutitoare. Moduri de a practica imponderabilitatea/On
Floating Grounds. Ways of Practicing Imponderability

p-62-63 Dan Perjovschi, Desen pe hald/Drawing on the Hall, 2015,
Photo credit: Vlad Cindea, Courtesy: the artist

p- 62-63 Lia Perjovschi, Knowledge Museum mind map, 2015,
Courtesy: the artist

p. 64 Ioana Nemes, Echipa albd (Satana)/The White Team (Satan),
2009, blana, piele, coarne, aur, epoxid, vopsea, lac, lemn, 5 piese
unice/sheep fur, leather, horns, gold, epoxide, lacquer, wood, 5
pieces, 170 X 26 cm, Courtesy: Jiri Svestka Gallery Berlin

p. 66-67 Geta Bratescu, K, 1975, desen/drawing, 34 X 94 cm,
Photo credit: Stefan Sava, Courtesy: the artist and Ivan Gallery,
Bucharest

p- 67 Florin Mitroi, 8.VIL1997, 1997, placd din zinc/zinc plate, 50 x
100 cm, Photo credit: Jens Ziehe, Courtesy: Johnen Galerie, Berlin

p. 70 sus/up: Ciprian Muresan, Untitled, 2013-2014, 32000
postere, hartie imprimatd, model de scard go x 60 x H 250 cm,
carton, plastic, muschi, 300 x 250 x H 130 cm/90 x 60 x H 250 cm
scale model, pasteboard, plastic, moss, 300 x 250 x H 130 cma
Photo credit: Ovidiu Micsa



p. 70 centru/center: Vedere din expozitie/Exhibition view, Timco
Halls, Photo credit: Ovidiu Micsa

Pp- 70 jos/down: Marian Zidaru, Viziunea lui Ezekiel/Ezekiel’s Vision,
1998-2011, Photo credit: Razvan Nastase, Courtesy of the artist

p- 71 Mircea Cantor, Toate zerourile unui haiku infinit/All the Zeros
of an Infinite Haiku, 2015, Photo credit: Art Encounters Founda-
tion, Courtesy of the Artist and the Art Encounters Foundation

p- 72 lulia Toma, Untitled Fighters, 2014, installation, variable
dimensions, Photo credit: the artist, Courtesy: the artist & Ivan
Gallery, Bucharest

p. 73 Mihut Boscu-Kafchin, Alchimia celui de-al doilea corp/The
Alchemy of the Alter-Body, 2013, tehnica mixta pe panza/mixed
media on canvas, 175 X 157 cm, Private collection, Courtesy: the
artist

p- 74 Install shot, Photo credit: Ovidiu Micsa

stanga si dreapta/left and right: SUbREAL, Servind Arta 1/Serving
Art 1,1997-1999/2015, selection of 608 photographies; centru/
center: Sofia Hultén, Statik Elastik, 2012, cricuri folosite, lucrare
unicat, dimensiuni variabile/ used car jacks, unique work,
dimensions variable, Courtesy of Daniel Marzona, Berlin and
Reabervon Stenglin, Ziirich

Pp- 75 sus/up: Anca Munteanu Rimnic, Wild Worses, 2013, piele,
otel cromat/leather, chrome steel, 160 x 145 x 520 cm, Cour-
tesy of Anca Munteanu Rimnic and PSM Gallery, Berlin, Plan B
Gallery, Cluj I Berlin; jos/down: Mihai Iepure-Goérski, Suvenir/
Souvenir, 2014, instalatie (4 pruni uscati), dimensiuni variabile/
installation (4 dried prune trees), variable dimensions, Photo
credit: Diana Marincu, Courtesy :Baril Gallery and the artist

p. 78 Simion Cernica, Theme Park (Brdncusi), 2010, video-still,
Courtesy: the artist

p. 8o Atelier de amenajdri si decoratiuni exterioare cu Mono-
tremu/Home exterior design with Monotremu, Photo credit:
Salonul de proiecte

p- 81 sus/up: Alexandra Croitoru, The Cabbage Process, Video-
still, 2012, Courtesy: the artist

p- 81 centru/center: Sergiu Sas, Cautdndu-I pe Brancusi, Video-
still, 2015, Courtesy: the artist

p 81jos/down: Dan Perjovschi, Infinite Bunjee-Jumping,
2010/2015, Courtesy: the artist

p- 82 Sigma, Multivision 1,1978/2014-2015, film S8mm pentru 2
proiectoare & 10 ecrane de proiectie, 16 Min, instalatie multime-
dia [ S8mm film for 2 projectors & 10 screens, 16 min, multime-
dia installation, Photo credit: Andrei Jecza, Courtesy: the artists
and Jecza Gallery, Timisoara

p- 84 Dan Perjovschi, Fanzine/Zines, 1992-2015, Photo credit,
Courtesy: Balamuc

p- 86 André Cadere, New York, 1976, Photo credit: Gianfranco
Gorgoni, Courtesy Galleria Minini

p- 88 Calin Man, montaj foto, Casa cu Lei, Photo credit and
Courtesy: Cdlin Man

p- 90 Vlad Nanca, Cerc/Circle, 2015, Photo credit and Courtesy:
the artist

p- 92-93 Vedere din expozitie/Exhibition view, Jecza Gallery,
Inregistrarea urmelor/Recording traces 1970-1980. losif Kiraly, Doru
Tulcan, Photo credit: Ovidiu Micsa

p- 96 Suzana Dan, Nu md supdr sd dispar / I don’t mind disappear-
ing, 2014, acrilic pe panza/acrylic on canvas, 155 x 260 cm , Photo
credit: Alex Radu, Aiurart, Courtesy: Aiurart Contemporary Art
Space, Suzana Dan, Collection: Daniel Stefanica

p- 97 Install shot :Baril Cluj-Napoca, Pulling strings, Photo credit:
Ovidiu Micsa

p- 98 Floriama Candea, Metabiosis 5, 2015, Instalatie,

6 acvarii,kombucha, sculpturi vii, lumina de fundal, cu jet de
cerneala pe lightbox/Installation: 6 aquariums, kombucha,
living sculptures, backlight, inkjet on lightbox, 60 x 60 x 5 cm,
Photo credit: Sorin Neamtu, Courtesy: Eastwards Prospectus

P- 99 Mircea Nicolae, O sutd de locuri / Hundred Places, 2012-2014,
lucrare realizata in colaborare cu Ana Ciceala [ work realized

in collaboration with Ana Ciceald, 22 videoclipuri/22 videos,
dimensiuni variabile/variable dimensions, imagini captate din
video, 70 minute, HD/stills from video, 70 minute, HD,
Courtesy: ElectroPutere Craiova/ElectroPutere Craiova

p- 100 Radu Cioca, 23:59, 2014, instalatie/installation, proiectie
video/video projection, Photo credit: Ovidiu Micsa, Courtesy
Jecza Gallery and the artist

p- 101 Adi Matei, Loess, tehnicd mixtd/mixed media, Photo
credit: the artist,, Courtesy: Andreiana Mihail Gallery and the
artist

p- 102 Razvan Boar, Untitled, 2015, acrilic si cerneald pe hartie
milimetricd, lipici/acrylic and ink on tracing paper, glue,
52,5 X 42,5 cm (inrdmat/framed), Courtesy: Nicodim Gallery
Bucuresti and L.A. and the artist

p- 103 Belu-Simion Fainaru, Wishes of hope. Fear and tear,
vitraliu | stained glass, 2015; Photo credit: Ovidiu Micsa; Cour-
tesy: Plan B Cluj | Berlin & the artist

p-103 Belu-Simion Fainaru, Monument for nothingness, 2012-2015,
lucrare in situ [ in situ installation, Photo credit: Ovidiu Micsa;
Courtesy: Plan B Clyj | Berlin & the artist

p- 104 Vedere din expozitie/Exhibition view, Anca Poterasu
Gallery, Doubla determinare/Double Agency, Photo credit: Ovidiu
Micsa

Pp- 105 Vedere din expozitie/Exhibition view, Sabot Gallery Cluj-
Napoca, Orice punct cu orice alt punct/Any point to any other point,
Photo credit: Ovidiu Micsa

p- 106 Andreea-Lorena Butincu, The Skinned Painting, acrilic
pe panzad/acrylic on canvas, 200 x 300 cm, Photo credit: Vlad
Cindea

p-107 Szilard Gaspar, Action Sculpture, 2015, fibra de sticla si
vopsea/glass fibre and paint, dimensiuni variabile/variable di-
mensions, approx. 160 X 50 x 50 cm, Photo credit: Ovidiu Micsa,
Courtesy: the artist and Zorzini Gallery

p. 110 PPC - Ping Pong Constantin, Fabrica Teba, Open Tourna-
ment cu clasa lui Olaf Nicolai/Nicolai Olaf's class, Academia
de Arte Plastice, Miinchen, Fabrica Teba, Photo credit: Florin
Hornoiu

p- 112 Volodymyr Kuznetsov, THESE, 2015, Photo credit: Florin
Hornoiu

p- 114 Vedere din expozitie/Exhibition view, Halele Teba/Teba
Halls, Photo credit: Florin Hornoiu

p- 118 Cdlin Dan, Atdarnare/Hang, cadru din video | video still,
2015

p- 120 kinema ikon, Wunderkammerz/Apparatus, Photo credit:
reVoltaire

p- 122 Media Art Festival Arad, R.E.M.X - - Magazin Mixt, Atrium
Mall Arad, Photo credit: Florin Hornoiu

P- 134-135 Matei Bejenaru in colaborare cu/in collaboration with
Gabriel Malancioiu, Odd Materiei/Ode of Matter, performance
public, cor, baterie si soprand/public performance, choir, bat-
tery and soprano, Photo credit: Vlad Cindea

p- 136 Anca Munteanu Rimnic, Porumb, 2015, Porumb, costum,
actor/Corn, costume, actor, Performance, instalatie/perfor-
mance, instalation, Halele Timco, Photo credit: Vlad Cindea
Courtesy of the artist

p- 137 Biroul de Cercetari Melodramatice/The Bureau of Melo-
dramatic Research, Trilogia Weather forecast project, partea a
treia/ Weather forecast project Trilogy, third part: Written on
the wind, 2015, performance, Halele Timco, Photo credit: Vlad
Cindea

p- 140 Liliana Mercioiu Popa, What about you?, 2015, Bastionul
Theresia | Theresia Bastion, metal, dimensiuni aprox. 4x4 m/
dimensions aprox. 4x4 m, (concept, macheta/concept, mock-up,
2011), Photo credit: Ovidiu Micsa



p- 141 Pravdoliub Ivanov, Monumentul spdldtoresei necunoscute /
Monument to the Unknown Washerwoman, 2015, sculpturd, baza
metalica, coloana metalica, ligheane de plastic/metal base,
metal column, plastic basins, 10,8 m cu baza, 10 m coloana/10,8
m with base, 10 m without base, Photo credit: Ovidiu Micsa

p. 144 Conferintele Art Encounters/Art Encounters Talks, Muzeul
de Arta Timisoara, Sala Baroc/Museum of Art Timisoara, Ba-
roque Hall, Photo credit: Vlad Cindea

p- 146 Mansarda Workshops, Arta organizdrii unei expozitii/The
Art of Exhibition Making, Photo credit: Vlad Cindea

p- 150 Balamuc - atelier de fanzine cu Dan Perjovschi/Dan Perjo-
vschi’s Fanzine Workshop, Photo credit: Vlad Cindea

p- 151 Conferinte Arad/Arad Talks, Halele Teba/Teba Halls, Photo
credit: Florin Hornoiu

p- 160-161 Vizite ghidate interactive/Interractive guided tours,
Foto credit: Art Encounters

Pp- 164-165 Voluntarii/ Volunteers Art Encounters, Photo credit:
Vlad Cindea

ALTE CREDITE FOTO/OTHER PHOTO CREDITS
arh. Mihai Botescu
p-10-11,p.22-23,
p.28-29,p.76-77
Vlad Cindea
p-50-51

Norbert Ianko
pP-94

Calin Man

p-117

Sorin Neamtu

p- 151
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