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Editorial

Text MAGDA CARNECI

CONCEPTUALISMUL
IN EUROPA DE EST

lata un dosar asteptat de multa vreme: conceptualismul in arealul artistic roma-
nesc si est-european. Acest curent, aparut in anii 1960, in contextul reevaluarii
modernismului istoric propuse de neoavangardele postbelice, devenit un fel de
paradigma estetica din ce Tn ce mai laxa in ultimele decenii, merita de multa vreme
0 analiza critica aplicata. Pus sub semnul unui purism estetic nascut din provo-
carea duchampiana dar si din modele intelectuale ale epocii nasterii sale, concep-
tualismul reduce actul si obiectul artistic la esenta lor ideatica, logica, rationala,
Leliberata” de traditionalele elemente definitorii de pana atunci (senzorialitate,
expresivitate, rezonanta afectiva, simbolism cultural etc.). Dar, in contact cu reali-
tatea istorica si prezenta a fiecarei zone culturale, conceptualismul ajunge progre-
siv sa se amestece, metiseze, mixeze, cu numeroase influente locale, care-i colore-
aza diferit continutul. Capacitatea conceptualismului de a deconstrui radical
mecanisme ideologice, lingvistice sau vizuale a facut din el o unealta favorita a
unora dintre artistii est-europeni cei mai interesanti, in rezistenta lor contra sis-
temului politic. Este meritul dosarului coordonat de criticul de arta si teoreticianul
Cristian Nae, de a demonstra prin cateva texte consistente, semnate de nume
cunoscute ale exegezei de arta din spatiul est-european si romanesc, cum a evolu-
at in aceasta zona conceptualismul catre o formula hibrida si poate impura, dar
mai suculenta si mai incarcata semantic, transformand dezavantajul marginalizarii
geo-politice si al eventualului provincialism cultural, intr-un avantaj inradacinat
intr-o bogatie culturala, chiar spirituala, exceptionala.

Conceptualism in Eastern Europe

This issue is dedicated to a theme that has been expected for a long time now:
Conceptualism in the Romanian and East-European visual arts. This trend which appeared
in the West in the context of the reevaluation of classic modernism during the post-war
Neo-Avant-Gardes of the 1960s has become a sort of compulsory aesthetic paradigm in
the last decades. More and more inclusive and diluted, Conceptualism deserves an
applied and exigent analysis nowadays. Set under the sign of an intransigent purism com-
ing from Duchamp’s provocation from the beginning of the last century, but also influ-
enced by the intellectual debates of the 1960s, Conceptualism has reduced the artwork
and the artistic action to their rational, logic, idea-centered essence - an essence ,freed”
of the traditional elements of ,sensoriality”, expressivity, affective resonance, cultural
symbolism etc. Nevertheless, in contact with the historical texture of each cultural space,
Conceptualism has arrived progressively to mix with numerous local influences which
have given very different, even contradictory, colors to its content. The capacity of
Conceptualism to radically deconstruct ideological, linguistic, or visual mechanisms has
transformed it into a favorite instrument of the most interesting East-European visual
artists in their resistance against the political system. The file of this issue of ARTA - coor-
dinated by art critic and theoretician Cristian Nae - intents to demonstrate with the help
of several brilliant texts signed by well-known Romanian and East-European commenta-
tors, how Conceptualism has evolved in this cultural area towards a more hybrid and
impure formula - but a formula which is succulent and very charged semantically (and
politically). This is a way of transforming the disadvantage of a marginalized geo-strate-
gic position and cultural provincialism into an advantage rooted in an incredible, even
exceptional, cultural and spiritual richness.
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Note despre subvertirea, revizuirea si solidificarea

concomitenta a unui canon al artei alternative

M Text
CRISTIAN NAE

La ce poate servi astazi revizitarea artei conceptuale, intr-un dosar
tematic publicat in Romania, la mai bine de cincisprezece ani de cand
problematicile mostenirii si configuratiei sale globale au fost deja
dezbatute pe scara larga? De ce tocmai arta conceptuald - mai precis,
conceptualismul? Si de ce (din nou) acest decupaj geografic regional,
intr-o perioada istorica in care blocurile politico-economice sunt pe

cale sa se schimbe inca o data?

In privinta primei intrebari, intentia
dosarului de fata nu este aceea de a rea-
duce, pur si simplu, in atentia publica si
de a repune, astfel, in circulatie pe plan
international artisti si proiecte artistice
despre care s-a scris relativ putin in
Romania, si inca mai putin in afara ei. De
asemenea, el nu isi propune doar sa re-
viziteze concomitent nume devenite cele-
bre ale artei conceptuale din Polonia,
Croatia, Cehia, Ungaria, Slovenia, Slovacia
sau din Uniunea Sovietica, asa cum s-ar
putea considera la prima vedere, indeo-
sebi intrucat versiuni ale unora dintre
textele cuprinse in dosar au mai fost pu-
blicate in diverse reviste academice, carti
de autor, volume colective sau studii
monografice.

Desigur ca aceasta intentie de resin-
cronizare tardiva nu lipseste, iar faptul ca
arta conceptuala din Centrul si Estul
Europei a fost prea putin analizata in
Romania, multi dintre artistii deveniti
deja canonici in Occident fiind putin
cunoscuti publicului de aici, reprezinta
una dintre motivatiile incipiente ale aces-
tei propuneri de cartografiere regionala a
conceptualismului artistic. Tn cadrul aces-
tei cartografii, prezervarea unui criteriu al
apartenentei nationale a artistilor si
proiectelor analizate este justificat de
diferentele dintre diversele contexte cul-
turale, economice si sociale care
conditionau configuratia sistemelor artis-
tice din aceste tari, ceea ce fractureaza
aparenta omogenitate a acestei regiuni.
Insa ratiunile mai profunde ale revizitarii
conceptualismului intr-o maniera car-
tografica, ce asuma astfel unele dintre
presupozitiile metodologice ale geoisto-

ARTA 20-21/2016 | Conceptualismul in Estul si Centrul Europei

riei artei, depasesc simpla tentativa de
revizionism istoric, motivata de perspecti-
va nationald asupra istoriei artei (inca
activda in mod rezidual). Nici nu se
intentioneaza destabilizarea canonului
(eurocentric sau occidentalizat al) istoriei
artei globale. Mari expozitii retrospective,
precum “Global Conceptualism: Points of
Origin 1950s - 1980s”, montata la Queens
Museum of Art din New York in anul 1999,
au introdus deja in agenda istoriei artei
contemporane problema spinoasa a com-
parativismului geoistoric, reformuland
problema sincronicitatii, propunand
revizuirea conceptelor unidirectionale de
influenta si dispersie si reconceptual-
izand relatia dintre arta neoavangardelor
si contextul lor social.

Aceste problematici de ordin teoretic se
regasesc la un nivel metateoretic si in
aceasta scurta tentativa de revizitare cri-
tica a locurilor comune, care isi asuma,
asadar, nu doar o dimensiune recupera-
toare, ci si una prospectiva. Desi cea din
urma afirmatie poate parea paradoxala,
modul in care intelegem trecutul releva
aspecte semnificative ale cadrelor in care
prezentul isi genereaza identitatea de
sine, instantiind petele sale oarbe, omisi-
unile sale voluntare sau involuntare si
discursurile dominante, care insotesc
istoria recenta a artei. lar in aceasta pri-
vinta, conceptualismul joaca un rol deci-
siv, fiind, Tn opinia lui Terry Smith, ,cea
mai radicala, avangardista, inovativa si
aparent influenta arta a vremii sale si si-a
pastrat o buna parte din acea aura pana
astazi” (v. "Conceptualism Before, During,
and After Conceptual Art”, in ,e-flux jour-
nal”, vol. 29, no. 11, 2011).

Conceptualism in Eastern and Central Europe

Consider, asadar, ca o asemenea revizita-
re este simptomatica pentru mostenirea
acestor practici astazi, devenita aproape
ubicua (intr-un anume sens, toata arta
contemporana este ,postconceptuald”),
precum si pentru modul in care speci-
ficitatile socio-politice ale acestei regiuni
si relatia lor cu o parte din neoavangarda
artistica pot fi din nou puse in discutie
printr-o comparativa la nivel global sau,
cel putin, pentru moment, pe traditionala
axa Est-Vest.

Proiectul expozitional nord-american (un
reper in istoria recenta a expozitiilor de
arta) a evidentiat, pe de o parte, carac-
terul limitativ al canonului occidental, iar
pe de alta parte, dificultatile inerente
unei incercari de conectare si clasificare
coerenta a unor practici artistice ce au
avut loc aproape simultan in diferite
regiuni geografice indepartate, ale caror
conexiuni nu erau (inca) realizate. In
tendinta sa recuperativa, expozitia a
introdus o serie de disjunctii, clasificari si
chiar dihotomii intemeiate pe contextul
politic si social in care arta conceptuala
s-a manifestat inca de la sfarsitul deceni-
ului sase, alaturand spre exemplu arta
din fostul bloc Estic si a Uniunii Sovietice
cu cea provenind din America Lating,
Coreea de Sud si China / Taiwan / Hong
Kong. Aceasta a fost caracterizata de
organizatorii expozitiei, Luis Camnitzer,
Jane Farver si Rachel Weiss drept ,exis-
tentiala”, o marturie a luptei pentru
autonomie si libertate individuala si
colectiva, purtata cu armele limbajului si
comunicarii deopotriva vizuale, gestuale
si textuale, de artistii din aceste regiuni,
spre deosebire de subversivitatea fata de
sistemul artistic in general si de piata de
arta in particular, manifestata de artistii
conceptuali provenind din regiuni
geografice in care capitalismul avansat
oferea o anumita stabilitate.

Fara a impartasi intru totul aceasta diho-
tomie, revizitarea sa in context regional,
propusa si in structura acestui dosar, este
motivata de necesitatea revizitarii unei
perioade din istoria artei romanesti (anii
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'60-'80), in care, in primul rand, arta con-
ceptuala nu a fost desemnata, clasificata
ca atare si in privinta careia sunt putine
exemple Tn care artistii s-au identificat
efectiv cu tendinta conceptualista. Desi o
parte dintre artistii pe care Ti putem con-
sidera conceptuali, discutati in acest
dosar, cultiva si totodata contesta mar-
ginalitatea si izolarea, manifesta o ten-
dinta subversiva fata de anumite modali-
tati dominante de reprezentare si fata de
anumite discursuri si practici artistice
incapabile sa isi problematizeze principi-
ile, metodele de cercetare si limbajul uti-
lizat, ei se inscriu cu dificultate Tn canonul
deja constituit al artei conceptuale ameri-
cane.

Sunt insa si exceptii in aceasta privinta
(precum benzile lui Serban Epure sau
unele lucrari ale lui lulian Mereuta discu-
tate aici, la care se pot adduga si altele),
care se datoreaza insa mai curand simili-
tudinii formale generate de gandirea con-
ceptuala, care a propus echivalarea
notatiei textuale (a proiectului) cu opera
de arta, generand astfel un nou limbaj
abstract, aparent universal. Plasarea artei
romanesti intr-un context mai larg nu are
insa rolul de a legitima si reinstitutional-
iza practica unor artisti marginalizati, ci
de a le nuanta particularitatile.
Focalizarea acestui dosar pe regiunea
centrald si est-europeana (cu o extensie
n fosta Uniunea Sovietica) releva, pe de o
parte, faptul ca aceasta regiune nu a fost
omogena, generand pe plan national ver-
siuni distincte de angajament conceptual,
jar pe de alta parte, ca ceea ce putem
desemna astazi drept conceptualism nu
reprezinta un nou limbaj artistic, Tn sens
restrans (chiar daca, pe scurt, putem afir-
ma ca el se opune n bloc formalismului),

Global Conceptualism: Points of Origin 1950s - 1980s,
coperta catalogului, Queens Museum of Art, New York,
1999. Courtesy of the author

ci mai curand o tentativa de expansiune
transmediala a productiei artistice,
incluzand performance, elemente ale cul-
turii (socialiste) populare, structuri com-
pozitionale cvasiminimaliste, arta pos-
tala, planuri arhitecturale si diverse
modalitati de documentare si arhivare a
informatiei care a traversat neoavan-
gardele in deceniile 6-8, generata de o
mai larga nevoie de comunicare si conec-
tivitate translocala.

Totodata, textele selectate sau comisiona-
te in acest dosar nuanteaza dihotomia
simplista intre arta ,alternativd” (in care
arta conceptuala s-ar incadra in mod
uzual) si cea ,oficiala”, precum si cea intre
arta angajata politic intr-un sens social
mai larg si cea angajata doar in critica sis-
temului artistic in sens restrans.
Relevanta contextului socio-politic in
proliferarea artei conceptuale in regiune
se vadeste atat in necesitatea de a inven-
ta si descoperi modalitati alternative de
comunicare, concepere si expunere a
artei, iar pe de alta parte, in subvertirea
constanta a rationalitatii specifice dis-
cursului politic dominant, prin produce-
rea unor deviatii sau chiar a unor crize
produse in logica gandirii si reprezentarii
specifice modernitatii.

Insa o buna parte din arta conceptuala
produsa in Centrul si Estul Europei (si
indeosebi, in Romania), pe buna dreptate
asociata contraculturii si miscarii de
avangarda, se dovedeste a fi fost apoli-
tica, la fel de interesata astfel de configu-
rarea unor zone de autonomie si gandire
libera ca cea din America de Nord sau
Germania, de pilda; de asemenea, dupa
cum reiese limpede din acest dosar, an-
gajamentul politic explicit a avut loc la
nivelul configurarii unor sisteme de
reprezentare si limbaje alternative, speci-
fice contraculturilor globale din acele
decenii si in consonanta cu celelalte sfere
ale artei (literatura, muzica, dansul sau
teatrul). Acest lucru s-a produs insa de pe
pozitia unei marginalitati asumate si con-
testate, in raport cu care poate fiinteleasa
si strategia invizibilitatii asumata de
multe dintre interventiile conceptuale
discutate aici, precum si tendinta mai
generala de critica institutionala generata
de arta conceptuala a deceniului 7.
Chestionand ,distributia sensibilului”,
artistii conceptuali din aceasta regiune

s-au angajat deseori deopotriva in
redefinirea artei in raport cu sfera sociala
siin problematizarea zonelor de invizibili-
tate produse de discursul (altfel spus,
complexul artistico-politic) dominant si a
strategiilor sale de excluziune si reducere
la tacere, reusind sa transgreseze aceste
bariere. Desi aspectul ,romantic” (cu tri-
mitere la textele lui Boris Groys, Jorg
Heiser sau Sarah Wilson) sau existential
al conceptualismului poate fi decelat in
practica unor artisti diferiti precum Jifi
Kovanda, Decebal Scriba sau grupul
Actiuni Colective, el nu constituie o deter-
minatie unica a artei conceptuale din
aceasta regiune, ci exprima aceeasi
nevoie de comunicare interumana care a
impulsionat intreg programul conceptual-
ist pe plan international, cuprinzand
deseori aspecte transregionale (uneori
institutionalizate, oficial sau neoficial, in
structuri precum Centro de Arte vy
Communication din Buenos Aires, Artpool
din Budapesta, Artworkers Coalition din
Statele Unite ale Americii).

Acest lucru ne conduce catre cea de a
doua intrebare anuntata la nceputul
acestui text. In privinta terminologiei uti-
lizate, conceptualismul nu se refera la un
stil sau la un gen artistic deja cristalizat si
osificat, ci mai curand la o serie de atitu-
dini, preocupari de cercetare si practici
artistice care pot lua orice forma, sustinu-
te, pe de o parte, de un interes acordat
limbajului artistic si mecanismelor de
putere in care este implicat (precum si
efectelor politice pe care le genereaza),
de o concomitenta mefienta fata de
autonomia prezumtiva a reprezentarii
vizuale, iar pe de alta parte, de un interes
fata de sistemul institutional si, implicit,
social Tn care (sau n raport cu care, ade-
sea Tn afara caruia) arta este produsa.
Fara a reprezenta exclusiv o ,arta a idei-
lor” (Wood) sau o ,artd dematerializata”
(Lippard), opusa densitatii si voluptatii
materiei (ce ar fi specifice mai curand pic-
turii sau sculpturii), dupa cum este cel
mai adesea prezentata si inteleasa, con-
ceptualismul se prezinta in mod proteic si
polimorf: poate reprezenta o tendinta de
analiza a artei ca sistem semiotic (si o
concomitenta intelegere a artei ca dis-
curs), dublat de o atitudine critica fata de
propriile mijloace si potentialitati si
insotit uneori de o hipersensibilitate fata
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de aspectul proiectiv al imaginatiei, dar
cuprinde totodata si o strategica repliere
asupra formelor de comunicare, care
depasesc limbajul artistic traditional,
sustinut de o critica adusa formalismului.
Tn diversele sale manifestari (politic,
romantic, analitic sau neomaterialist),
conceptualismul a cultivat din punct de
vedere estetic deopotriva indiferenta de
tip duchampian fata de frumos, aspectul
aseptic, impersonal al ,operei”, sustinute
pe obiectivitatea prezumtiva a documen-
tului si a arhivei, si sublimul, incalcula-
bilul si absurdul, sugerate de propensi-
unea pentru testarea limitelor reprezen-
tarii.

Ce-i drept, conceptualismul privilegiaza
existenta mentala a artei; insa o poate
privi ca pe un proiect social, utopic, ca pe
0 structura generativa, un microsistem
(inchis sau deschis) sau ca pe un proces
interactiv. Astfel, conceptualismul din
Centrul si Estul Europei poate fi asociat
atitudinii si activitatilor Fluxus, dupa cum
poate fi conectat cu manifestarea perfor-
mativa (cu precadere atunci cand activ-
itatii 7i lipseste publicul imediat si este
recuperata doar prin intermediul mar-
turiei sale fotografice, insotita de comen-
tarii sau de scenariul sau scris), poate fi
asumat drept angajament existential
manifestat prin intermediul corporalitatii
atunci cand testeaza limitele vizibilului
sau poate exista doar ca document (arhi-
vabil). Pe scurt, conceptualismul desem-
neaza o tendinta (auto-)criticd si anti-for-
malistd.

In toate aceste ocurente, termenul se
refera la o practica, mai curand decat la
un produs finit, denota o serie de operati
asupra sistemelor de reprezentare si de
transformari petrecute la nivelul tehno-
logiilor de subiectivizare mai curand
decat un sistem de reprezentare auto-
nom. Fiind capabila de cele mai diverse
materializari (datorita accentului asupra
informatiei condensate intr-o potentiali-
tate, in detrimentul actualizarii sale n
obiect) si ingloband forme multiple de
relationare si comunicare interumana
(precum microscenariul, epistola - n
cazul artei postale), precum si sisteme de
diseminare a informatiei dintre cele mai
diverse, precum aparatul birocratic, stam-
pilele si timbrele specifice sistemului
postal, arta conceptuala din regiunea
central si est-europeana a chestionat
deopotriva sistemele existente de dis-
tributie si productie culturala, habitu-
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dinile receptarii (cantonate intr-un pro-
ces contemplativ) si expectantele privind
experienta estetica a publicului.

Tn acest fel, as spune ca un alt element-
cheie al conceptualismului regional, re-
vizitat in acest dosar alaturi de margina-
litatea strategica, autonomia potentiala a
limbajului artistic si explorarea dialecticii
vizibil /invizibil, il constituie potentiala recon-
figurare a sferei publice si a notiunii insesi
de publicitate. Pe de o parte, acest lucru
se reflecta in chestionarile relatiei dintre
arta, bani si spatiul public, a posibilitati-
lor de exprimare si reprezentare a colecti-
vitatii (si actiunii colective) si a modali-
tatilor in care discursul politic gestionea-
za circulatia discursului si structureaza
astfel spatiul public ca spatiu al comu-
nicarii — fara a deveni astfel arta interac-
tiva sau actiune colectiva propriu-zisa. Pe
de alta parte, ea deriva din caracterul
potential, procesual sau deseori imaginar
al proiectelor de arta conceptuala, al caror
aspect subversiv este mai curand generat
de aceasta situare n planul posibilitatii
de a exista, exprimata de timpul verbal al
viitorului perfect, mai curand decat de cel
al prezentului continuu.

Multe dintre aceste proiecte au fost
indreptate nu doar impotriva fetisizarii
obiectului artistic (asumat indeosebi de con-
ceptualismul nord-american) sau a limba-
jului politic (ca n situatia conceptualis-
mului moscovit), ci si impotriva reducerii
artei la o simpla reprezentare a unei reali-
tati date, mai curand decat la un proces
generativ si comunicational, la o serie de
strategii artistice, metodologii de cerce-
tare (a artei Tnsesi si a potentialului sau
transformational) si uneori (insa nu intot-
deauna), la inventarea unor tehnici de
rezistenta politica si a unor tehnologii de
subiectivizare alternativa. Aceste lucruri
se afla deopotriva in consonanta cu
aspectul material al unor lucrari concep-
tuale deja amintit de unii dintre autorii
cuprinsi in acest dosar (deseori aparand
drept un comentariu asupra picturalitatii,
iar mai recent, al mediului nsusi) si cu
observatiile mai generale facute de Rosa-
lind Krauss in deceniul 8 potrivit careia
arta contemporana a intrat, dupa arta
conceptuala, intr-o conditie ,post-media-
l@", hibrida, inter- si trans-mediala, iar
campul sau a fost redefinit prin interme-
diul unor opere care constau mai curand
intr-o serie de operatii realizate asupra
unor termeni culturali, decat in produce-
rea unor reprezentari finite.
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Nu Tn ultimul rand, din perspectiva
momentului cultural si istoric in care ne
aflam, consider ca interesul acestui dosar
poate rezida in modul in care noi, istoricii
de arta, producem efecte si testam rapor-
turi de putere de fiecare data cand pro-
punem asemenea naratiuni, fie ele frag-
mentare si plurale, precum si in maniera
in care gestionam politicile memoriei.
Pericolul consta chiar in maniera in care
se poate produce revizuirea canonului
global, reintroducand arta conceptuala
intr-o istorie paralela, care s-a osificat la
randul sau, producand astazi figuri patri-
arhale ale rezistentei culturale si naratiu-
ni dominante, deseori eroice si mitizate.
In fata acestui pericol, analiza tranzitiei
de la productia de artefacte culturale de
exceptie si obiecte estetice la critica
sociala si politica petrecuta in deceniile
6-8, trecand prin analiza conditiei artei, a
posibilitatilor sale de manifestare si a efi-
cientei sale (transformatoare) in campul
cultural, repusa aici in discutie, poate
deveni o noua marturie a necesitatii de a
intelege daca siin ce fel atitudinea critica
pe care a generat-o in mod implicit a fost
resorbita si recanalizata intre timp in arta
contemporana. De asemenea, ne poate
ajuta sa intelegem in ce fel constiinta
muzeala, care deja ne apasa acum, obli-
gandu-ne sa ne (re)producem constant
istoria recenta, genereaza micronaratiuni
plurale, care mai pot fi contestate inca si
chestionate.

Dincolo de criteriul nationalitatii, prezer-
vat pentru motivele strategice indicate
mai sus, textele din acest dosar au fost
organizate potrivit unor decupaje temati-
ce. S-a urmarit relatia artei conceptuale
cu performativitatea, dimensiunea criticii
institutionale (si inventarea unor institutii
si strategii de comunicare alternativa), re-
latia artei conceptuale cu mediile traditio-
nale (pictura, desenul, sculptura sau struc-
turile generative), lupta pentru autonomia
limbajului artistic in cdmpul mai larg al
culturii vizuale si explorarea sistemelor de
semnificare, precum si dimensiunea lor
uneori utopica, alteori absurda, racordata
unui angajament social subsidiar, ce a ge-
nerat in mod explicit sau implicit o critica
a aparatului birocratic de stat, a discursu-
lui ideologic oficial si a limbajului utilizat
de clasa politica dominanta.



Notes on the
Concomitant
Subversion,
Revision and
Solidifying of
an Alternative
Art Canon

Text CRISTIAN NAE

What is the use today of revisiting con-
ceptual art in a themed file, published in
Romania, more than 15 years since the
topics of its global legacy and configu-
ration have already been widely debat-
ed? Why precisely conceptual art — con-
ceptualism, to be more accurate? And
why (again) this regional geographical
cut, in a historical period when political-
economic blocs are changing once
more?

As to the first question, the intention of the present
file is not just to bring back to public attention and
thus into international circulation artists and artis-
tic projects that have been relatively largely ignored
in Romania, and even more so outside the country.
Also, it does not ambition only to concomitantly
revisit names from Poland, Croatia, the Czech
Republic, Hungary, Slovenia, Slovakia or the Soviet
Union which have earned fame in conceptual art, as
might be considered at first sight, especially as ver-
sions of some of the texts included in this file have
already been published in various academic maga-
zines, author books, collective volumes or mono-
graphs.

Of course, the intention to achieve a late re-syn-
chronizing is not lacking, and the fact that concep-
tual art in Central and Eastern Europe has been too
little analysed in Romania, with many already
canonic artist in the West being less known to the
public here, is one of the incipient motivations of
this proposal at a regional mapping of artistic con-
ceptualism. In this mapping, the preservation of a
criterion of national belonging of the artists and
projects under analysis is justified by the differ-
ences between the various cultural, economic and
social contexts which conditioned the configuration
of the artistic systems in these countries, which
fractures the apparent homogeneity of this region.

However, the more profound reasons of revisiting
conceptualism in a mapping manner, which thus
assumes some of the methodological presupposi-
tions of the geo-history of art, go beyond the mere
attempt at a historical revisionism, motivated by the
national perspective on the history of art (still
residually active). Nor do we intent to destabilize
the (Eurocentric or Westernized) canon of global art
history. Large retrospectives, such as “Global
Conceptualism: Points of Origin 1950s - 1980s”,
organized at the Queens Museum of Art in New York
in 1999, have already introduced in the agenda of
contemporary art history the thorny issue of geo-
historical comparatism, rephrasing the problem of
synchronicity, proposing to revise the unidirectional
concepts of influence and dispersion and reconcep-
tualising the relationship between the art of neo-
avant-gardes and its social context.

These theoretical issues are also reflected at a
meta-theoretical level in this brief attempt at criti-
cally revisiting common places, which therefore
assumes not only a recovering dimension, but also
a prospective one. Although the latter assertions
might seem paradoxical, our way of understanding
the past highlights significant aspects of the frame-
works in which the present generated its self-iden-
tity, instancing its blank spots, its voluntary or
involuntary omissions and the dominant discourses
which accompany the recent art history. And in this
matter, conceptualism plays a decisive role, being,
in Terry Smith’s opinion, “the most radical, avant-
garde, innovative and apparently influent art of its
time and it has kept a good part of that aura until
today.” (See "Conceptualism Before, During, and
After Conceptual Art”, in “e-flux journal”, vol. 29, no.
11, 2011).

Therefore, | think that such a revisiting is sympto-
matic for the legacy of these practices today, which
has become almost ubiquitous (to a certain extent
all contemporary art is “post-conceptual”), as well
as for the way in which the socio-political specifici-
ties of this region and its relationship to part of the
artistic neo-avant-garde can be discusses gain
through a comparative at a global level, or at least,
for the time being, on the traditional East-West axis.

The U.S. exhibition project (a landmark in the recent
history of art shows) has highlighted, on the one
hand, the limiting character of the Western canon,
and on the other hand, the inherent difficulties of an
attempt at coherently connecting and classifying
artistic practices which took place almost simultane-
ously in different and remote geographical regions,
and whose connections were not (yet) realized. In its
recovering tendency, the exhibition introduced a
series of disjunctions, classifications and even
dichotomies, based on the political and social con-
text in which conceptual art expresses itself as early
as the end of the sixth decade, by joining, for in-
stance, the art from the former Eastern bloc and of
the Soviet Union with that coming from Latin Ameri-
ca, South Korea and Chita / Taiwan / Hong Kong.

This was characterized by the organizers of the
show, Luis Camnitzer, Jane Farver and Rachel Weiss
as “existential”, a testimony to the fight for autono-

Collective Actions, Slogan, 1977. Moscow region,
Leningradskaya railway line, Firsanovka station. January
26, 1977. Photo documentation. Courtesy of the author
and Stella Art Foundation, Moscow

my and individual and collective freedom carried
with the arms of the language and communication
which are at the same time visual, gestural and tex-
tual by the artists of this region, unlike the subver-
sion with respect to the artistic system in general
and to the art market in particular, shown by the
conceptual artists coming from geographical
regions where advanced capitalism offered a cer-
tain stability. Without totally sharing this dichotomy,
its revisiting in the regional context, also proposed
in the structure of this file, is motivated by the need
to revisit a period in the history of Romanian art
(the sixties-to the eighties), when, first of all, con-
ceptual art was not defined and classified as such,
and for which there are few examples in which the
artists effectively identified with the conceptualist
tendency.

Although part of the artists we can consider con-
ceptual, discussed in this file, cultivate and at the
same time contest marginality and isolation, they
evince a subversive tendency to some of the domi-
nant ways of representation and towards certain
artistic discourses and practices unable to proble-
matize the principles, methods of research and the
language used, they difficultly belong to the already
constituted canon of American conceptual art.
However, there are also exceptions in this respect
(such as the strips by Serban Epure or some works
by lulian Mereuta discussed here, to which we might
also add others), which are yet due more to the for-
mal similitude generated by conceptual thinking,
which proposed to put an equal sign between the
textual notation (of the project) and the work of art,
thus generating a new abstract, apparently univer-
sal, language.

Placing Romanian art in a broader context does not
serve to legitimize and re-institutionalize the prac-
tice of marginalized artists, but to nuance their par-
ticularities. Focusing this file on the Central and
East European region (with an extension to the
Soviet Union) points out on the one hand, the fact
that this region was not homogeneous, generating
distinct versions of conceptual commitment at a
national level, and on the other hand, that what we
can call conceptualism today is not a new artistic
language, in a narrower sense (even though in brief,
we can say that it totally opposes formalism), but



rather an attempt as a trans-media expansion of
the artistic production, including performance ele-
ments of the popular (socialist) culture, quasi-mini-
malist composition structures, post art, architectur-
al plans and various ways of documenting and
archiving information, which permeated the neo-
avant-gardes of the sixth-eights decades, generated
by a broader need to communicate and to achieve
trans-local connectivity.

The texts selected or commissioned in this file
nuance the simplistic dichotomy between “alterna-
tive” art (where conceptual art would usually fit)
and “official” art, as well as that between politically
committed art to a broader social sense and art
committed only in the criticism of the artistic sys-
tem in a narrow sense is manifest. The relevance of
the socio-political context in the proliferation of
conceptual art in the region shows both in the need
to invent and discover alternative ways of commu-
nication, conceiving and exhibiting art, and, on the
other hand, in the constant subversion of the spe-
cific rationality of the dominating political discourse
by triggering deviations or even crises in the logic of
thought and of the specific representation of
modernity.

However, a large part of the conceptual art pro-
duced in Central and Eastern Europe (and especially
in Romania), which has rightly been associated to
the counter-culture and the Avant-garde movement,
proves to have been apolitical, just as interested
thus in configuring areas of autonomy and of free
thought like the art in North America or Germany,
for instance: also, as is clearly shown in this file, the
explicit political commitment took place at the level
of the configuration of new systems of representa-
tion and alternative languages, specific to the glob-
al countercultures from those decades and in har-
mony with the other spheres of art (literature,
music, dance or theatre).

This has nevertheless happened from the position
of an assumed and contested marginality, with
respect to which we can also understand the strate-
gy of invisibility assumed by many of the conceptual
interventions discussed here, as well as the more
general tendency of institutional criticism genera-
ted by the conceptual art of the seventh decade.
Questioning “the distribution of the sensible”, the
conceptual artists of this region often engaged in
redefining art in relationship with the social sphere
and in problematizing the areas of invisibility pro-
duced by the dominating discourse (in other words,
the artistic-political complex) and its strategies of
exclusion and reducing to silence, succeeding in
transgressing these barriers.

Although the “romantic” aspect (with references to
the texts by Boris Groys, Jorg Heiser or Sarah
Wilson) or the existential one of conceptualism can
be perceived in the practice of different artists,
such as Jifi Kovanda, Decebal Scriba or the
Collective Actions group, it does not produce a
unique determination of conceptual art in this
region, but rather expresses the same need for
inter-human communication which fuelled the
whole conceptualist program at international level,
often also comprising trans-regional aspects (some-
times officially or unofficially institutionalized, in
structures like Centro de Arte y Communication of
Buenos Aires, Artpool of Budapest, Artworkers
Coalition of the U.S.).

This leads us to the second question raised at the
beginning of this text, Regarding the terminology
used, conceptualism does not refer to a style, or to
an already crystallized and ossified artistic genre,
but rather to a series of attitudes, research preoc-
cupations and artistic practices which can take any
shape, on the one hand, by an interest granted to
the artistic language and to the power mechanisms
in which it is involved (as well as the political
effects in generates) and by a concomitant distrust
of the presumptive autonomy of visual representa-
tion, and on the other hand, by an interest in the
institutional and, implicitly, social system in which
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(or in relationship to which, often outside of which)
art is produced.

Without representing exclusively “an art of ideas”
(Wood), or a “dematerialized art” (Lippard), opposed
to the density and voluptuousness of matter (which
would be rather specific of painting or sculpture), as
it is most often represented and understood, con-
ceptualism presents itself in a protean and poly-
morphic way: it can be a tendency of analyzing art
as a semiotic system (and a concomitant under-
standing of art as a discourse), doubled by a critical
attitude towards its own means and potentialities,
and sometimes accompanied by a hypersensitivity
towards the projective aspect of imagination, yet it
also encompasses a strategic return to the forms of
communication which exceed the traditional artistic
language, backed by a critique of formalism. In its
various expressions (political, romantic, analytical
or neo-materialist), conceptualism has aesthetically
cultivated both the Duchampian indifference to
beauty, the aseptic, impersonal aspect of the
“work,” backed by the presumptive objectivity of the
document and the archive, and the sublime, incal-
culable and the absurd, suggested by the propensi-
ty for testing the limits of representation.

Indeed, conceptualism privileges the mental exis-
tence of art, yet, it can consider it as a utopian,
social project as a generative structure, a (closed or
open) micro-system or as an interactive process.
The conceptualism of Central and Eastern Europe
can be associated to the attitude and activities of
Fluxus, just as it can be connected to the perform-
ing manifestation (mainly when the activity lacks
the immediate audience and when it is only reco-
vered through the agency of its photographic recor-
ding, accompanied by comments or by its written
script); it can be assumed as an existential commit-
ment manifested through corporality when it tests
the limits of the visible or can only exist as a docu-
ment which can be archived. In a nutshell, concep-
tualism designated a ( self-critical and anti-formal-
istic ) tendency. In all these occurrences, the term
refers to a practice, rather than to a finite product,
it denotes a series of operations on the systems of
representation and of transformations at the level
of the technologies of subjectivizing, rather than as
an autonomous system of representation.

Being capable of the most various materializations
(due to the accent on information condensed in a
potentiality to the detriment of its actualizing in an
object), and encapsulating multiple forms of inter-
human networking and communication (such as the
micro-script, the epistle - the case of mail art), as
well as systems of dissemination of information of
the most various kinds - such as the bureaucratic
system, the stamps and specific stamps for the
postal system, the conceptual art from the Central
and East European area has both questioned the
existing systems of cultural distribution and pro-
duction, the habits of reception (stuck in a contem-
plating process) and the expectations regarding the
aesthetic experience of the public.

As such, | would say that another key element of
regional conceptualism, revisited in this file, togeth-
er with strategic marginality, the potential autono-
my of the artistic language and the exploration of
the visible/invisible dialectics, is given by the
potential reconfiguration of the public sphere and
of the notion of publicity itself. On the one hand,
this reflects in the questionings of the relationship
between art, money and the public space, of the
possibilities of expressing and representing the col-
lective (and the collective action) and of the ways in
which the political discourse manages the circula-
tion of the discourse and thus structures the public
space as a space of communication - without thus
becoming an inter-active art or collective action
proper.

On the other hand, it derives from the potential,
process-like, or often imaginary character of the
projects of conceptual art, whose subversive aspect
is rather generated by this situation in the plane of
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the possibility of existing, expressed by the future
perfect verbal time, rather than by the present con-
tinuous. Many of these projects were aimed against
not only the fetishization of the artistic object
(assumed especially by the North American concep-
tualism), or of the political language (as in the situ-
ation of the Moscow conceptualism), but also
against the reduction of art to a mere representa-
tion of a given reality, rather than a generating and
communication process, to a series of artistic
strategies, research methodologies (of art itself and
of its transformational potential) and sometimes
(but not always) to inventing techniques of political
resistance or technologies of alternative subjec-
tivization.

These things are equally consonant with the materi-
al aspect of conceptual works already reminded by
some of the authors included in this file (often
appearing as a comment on the picturality and
more recently, on the medium itself), and with the
more general observations made by Rosalind
Krauss during the eighties, according to whom con-
temporary art has entered, after conceptual art, a
“post-medial,” hybrid, inter- and trans-medial con-
dition, and its field has been redefined through the
intermediary of works which consisted more often
than not, in a series of operations made on certain
cultural terms, rather than in the production of
finite representations.

Last but not least, from the perspective of the pre-
sent cultural and historic moment, | think that the
interest of this file might derive from the way in
which we, art historians, produce effects and put to
the test relationships of power every time we pro-
pose such narratives, be they fragmentary and plu-
ral, as well as in the way in which we manage the
policies of memory. The danger lies in the very way
in which we might produce the revision of the global
cannon, reintroducing conceptual art in a parallel
history, which has become ossified in its turn, and
by producing today patriarchal figures of the cultur-
al resistance and of the dominating, often heroic
and mythifying, narrative.

In the face of this peril, the analysis of the transi-
tion from the production of exceptional cultural
artifacts and of aesthetic objects to the social and
political criticism of the sixties to the eighties,
passing through the analysis of the condition of art,
of its possibilities of manifestation and of its )
transforming efficiency in the cultural field, which is
put back into discussion here, can become a new
testimony to the need to understand whether and
in what way the critical attitude which conceptual-
ism has implicitly generated has been meanwhile
absorbed and re-channeled in contemporary art.
Also, it might help us understand the extent to
which the museum consciousness which already
weighs heavy upon us now, compelling us to con-
stantly (re)produce our recent history, generates
plural micro-narratives which can be still contested
and questioned.

Beyond the nationality criterion, preserved for the
strategic reasons indicated above, the texts in this
file have been organized according to thematic
groupings. We have followed the relationship
between performance character, the dimension of
institutional criticism (and the invention of institu-
tions and strategies of alternative communication),
the relationship of conceptual art with the tradi-
tional media (painting, drawing, sculpture or the
generative structures), the fight for the autonomy
of the artistic language in the wider field of visual
culture and the exploration of the signifying
systems, as well as its sometimes utopian, other
times absurd, dimension, attached to a subsidiary
social commitment, which has explicitly or implicitly
generated a criticism of the state bureaucratic
apparatus, of the official ideological discourse and
of the language used by the dominating political
class.



Conceptualismul hibrid
n arta romaneasca

B Text
ALEXANDRA TITU

O formulare sintetica a lui Sol
LeWitt din 1968’, semnaleaza inde-
pendenta ideii ca ,opera de arta”
fata de materializarea ei. Artistul
american prezintd esenta uneia
dintre cele mai restrictive directii
ale artei contemporane, ce debu-
teaza in contextul reevaluarilor
mostenirii dilematice a deja post-
avangardei si neoavangardei, arta
conceptuala. Aceasta directie dez-
volta din nou semnificatiile puse
in joc de avangarda istoricd, de
provocarile duchampiene.
JAntiarta”, ,Anarta” propun ca
proiect desolidarizarea de toate
reperele definitorii ale actului
artistic producdtor de semnifi-
catie (pldcere senzoriald, impli-
care afectiva, expresivitate, anver-
gura conotativad). Dincolo de aces-
te exigente, Duchamp padstreaza
insa o relatie directa cu autori-
tatea realitatii, prin tehnica
ready-made, prin preluarea bruta
de elemente de context de civiliza-
tie deja elaborate.

Horia Bernea, Obiect intens colorat, 1969, 130 x 80 cm. Colectia MNAC. Foto: Gabriela Pana
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Pe cat de transanta ca precizare a rupturii
de investitia si tehnicile de limbaj, dez-
voltate de-a lungul istoriei artei euro-
pene, sunt teoria si practicile frecventarii
realitatii formulate de Duchamp, pe atat
de ambigue sunt limitele dintre rezultatul
produs - obiect sau antiobiect, anobiect,
anti- sau anarta si campul realitatii
,apropriate” insesi. Aceasta ambiguitate
este intentionatd, nediferentierea faptu-
lui de arta fata de faptul obscur, fara sem-
nificatie culturala, fiind unul dintre scop-
urile derivate din programul fracturarii
dintre sistemele semiologice si nucleul
sensului mediat de jocul semnificatiilor.

Pe fondul acestei permeabilizari a grani-
telor dintre fenomenul omologat drept
arta si realitatea de mult absorbita civi-
lizatiei si sustrasa naturalitatii, curentele
ce debuteaza in a doua jumatate a dece-
niului 7, renegociind chiar conditia reali-
tatii la limita si in limitele artei si, cel mai
acut, conditia termenului din ce in ce mai
problematizat, subminat si extrateritoria-
lizat de ,arta”, se grupeaza pe doua coor-
donate radical opozitive, dar inevitabil
convergente si reciproc integrative. La fel
de ferm teoretizate se impun directia pu-
rista, reductibila la enuntul ideatic, cat si
cea ancorata pana la nediferentiere in
concretul obiectual, contextual, eveni-
mential. Tn ambele situatii, discursul se
impune ca atitudine, preluand tropismul
pentru ideologic al avangardelor. in ambe-
le situatii, demersul reprezentarii, ca si
strategiile ei traditionale sunt abandonate.
Tn 1971, in textele dedicate conceptualis-
mului in catalogul Bienalei Tineretului de
la Paris, atat Alfred Pacquement? cat si
Catherine Millet® sintetizeaza diversitatea
modalitatilor de raportare a realitatii la
conditia unei artisticitati imprecise si
retoric ambigue ca integrate, unui camp
teoretic si definindu-se in limitele acestu-
ia. In cadrul acestei bienale, artistul
roman Horia Bernea este distins cu pre-
miul pentru arta conceptuala ,Francois
Sthali”. El participase cu unul dintre jur-
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nalele sale cuprinzand notatii, reflexii,
meditatii si desene, obiect-proiect mai
complex, dar mai putin elaborat ca opera
de arta.

Tn punctul disponibilitatii spre materi-
alizare se contureaza distanta fata de
conceptualismul consecvent, in refuzul
transpunerii intr-o imagine cu conditia
traditionala de opera artistica, act
esential diferit de coniventa cu un con-
cret decupat si apropriat din realitate,
fara a fi transpus metaforic. Anii 70 sunt
pentru Bernea perioada unei disponibil-
itati maxime, cand experimenteaza
citarea elementelor textuale din mediul
industrial, in ciclul Grafice de productie, a
unor exercitii cromatice libere si a unor
obiecte ludic conceptuale - Haltera pen-
tru umar, Zmee (care mai tarziu, in alt con-
text creativ, devin Prapori). Dar, simultan
cu exercitiile obiectuale, inaugureaza
ciclul Deal, la randul sau cu un puternic
fond conceptual, care gestioneaza seriali-
tatea si regimul comparatist la nivelul
modurilor de figurare, al mediumului, dar
si optiunea stilistica asupra genului, toate
apartin celei mai traditionale conditii a
reprezentarii picturale. Schite si caiete de
notatii, experimente fotografice, texte,
note de idei si comentarii teoretice men-
tin relatia artistului cu conceptualismul,
dar ciclurile de pictura nu negociaza con-
ditia complex metaforica si mimetica.

O noua raportare la peisaj, cum o propu-
ne Bernea, ca reflectie asupra perceptiei
si, mai tarziu, ca deschidere metafizica,
recuperarea complexitatii experientei
existentiale, filtrate conceptual, cum le
practica Paul Neagu, explorarea traditiilor
rurale si ale avangardei istorice prin grila
neoavangardelor, practicata de Mihai
Olos, George Apostu, lon Bitzan, Ilie Pavel,
Ana Lupas, Mircea Spataru, aderenta
grupului timisorean 111, devenit Sigma, la
neoconstructivism si la practicile land
artei si ale artei performative sau la ex-
presionismul abstract, prin Romul Nutiu,
produc, pe suportul conceptualist, o re-
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conversie ideologica la nivelul artei, intr-o
simbioza latent conflictuala cu versiunile
conformiste sau neutre ideologic.
Prezent la aceeasi editie (1971) a Bienalei
pariziene, dominata de conceptualism (cu
proiectul performativ axat pe comunicare
prin text si dialog cu publicul, Ploi orizon-
tale), Paul Neagu este un caz concludent
pentru raportul flexibil dintre artistii
romani, foarte atenti la aspectul teoretic
al traseelor de evolutie ale artei momen-
tului, si conditia fundamental metaforica
a artei prezervate de traditia europeana
pana la revolutia primei avangarde.
Creatia sa se deruleaza pe mai multe coor-
donate, de la ciclul de desene Antropo-
cosmos, finalizate printr-un obiect efe-
mer, la seria performativa de relationare
senzoriala cu lumea concreta, tactila,
ingestiva (Blind bite, Cake man), kinetica
(seria Jump). Deja aceste exercitii perfor-
mative se refera la solutii si situatii ale
istoriei recente, prelungite in prezentul
complezent al anilor 70, ca arta manjabi-
la si gestualismul, care nu mai genereaza
in cazul sau o pictura-actiune, ci un dis-
curs spatial, o tridimensionalitate fulgu-
ranta, o sculptura / arhitectura actiune.
Tn aceasta perioada fecunda pentru arta
romaneasca, ce isi regasea vocatia euro-
peana, Mihai Olos aplica un program con-
ceptualist foarte liber resurselor patrimo-
niale ale artei populare / folclorului si
realitatii sociale a timpului. Intr-o prima
etapa, prelucreaza in cheie neoconstruc-
tivista elementul decorativ cu functie
apotropaic-ludica a fusului cu zdrangane,
intr-o serie de picturi, desene, proiecte
urbanistice si obiecte sculpturale. O astfel
de sculptura devine subiectul ciclului
performativ O statuie umbla prin Europa.
Actiunile Anei Lupas din aceeasi perioada,
dar si mai recente, interferand cu lucrarile
de tapiserie, la randul lor experimentale
in majoritate, au acelasi statut complex
de dominanta conceptuala, dar fara a
renunta, in majoritatea situatiilor la o-
biect, fie ca este vorba de cununile vege-



lon Bitzan, Harta continentelor, 1996-1997, tehnica mixta pe hartie, 197 x 338 cm. Colectia MNAC. Foto: Gabriela Pana

tale legate de sarbatorile solstitiale
agrare, fie de panzele Instalatiilor umede,
repetate Tn momente diferite.

Unul dintre cazurile cele mai complexe
ale deceniilor 7-8 este Stefan Bertalan,
care traverseaza etapa neoconstructivista
cu grupul 111, pentru a deveni teoreti-
cianul grupului SIGMA, cu amplul sau pro-
gram care combina actiunile de land art,
explorarile corporalitatii obiectualizate,
contextul cotidian urban si posibilitatile
mediumurilor analogice, fotografia si fil-
mul experimental, procedee specifice di-
rectiei nonmetaforic realiste ale binarului
curent. Grupul SIGMA, Tn ansamblul sau,
pune in practica programele conceptualiste.
Dintre actiunile realizate de Bertalan, re-
tinem doua, cele mai concludente pentru
relatia cu universul material, in sensul trans-
formarii ,obiectelor” vii, plantelor-parte-
ner in opere de arta. Aceste ,actiuni de
observatie” sunt cele legate de convie-
tuirea-studiu cu doua plante, o floarea
soarelui si o conopida, carora le urma-
reste procesul vegetativ si disparitia /

descompunerea treptata, intocmind har-
tile, diagramele acestor procese pe care
le reprezinta in desen si fotografie.
Dincolo de interesul experimental, aceste
naratii vizuale sunt expresia unei par-
ticipari subiective de un lirism profund si
de o subtila conditie metaforica. Studiul
dedicat cartofului atinge un dramatic
nivel metafizic.

Un filon conceptualist este prezent si in
extrem de complexa creatie a lui lon
Bitzan, care parcurge si, mai ales, inter-
preteaza posibilitatile realismului mai
nuantat si refuzand cu subtilitate sau
direct aspiratia simbolica sau doar para-
digmatica a acestei directii prea compro-
mise ideologic pentru a deveni o plauzi-
bila ideologie estetica, obiectualismul
neoavangardist, si exploateaza la fel de
interogativ, de ludic si de nedogmatic
conceptualismul, care il conduce la ampla
creatie legata de universul caligrafiei non-
textuale, textului, cartii, hartilor, bibliote-
cii. Cele doua regimuri de tratare a textu-
lui (desen sau scriiturd) contrapun igno-

rarea si importanta acordata scrierii ca
instrument de inventariere / transcriere a
realitatii.

Una dintre cele mai spectaculoase atitu-
dini conceptualist-ludice si protestatare
apartine lui Andrei Cadere, afirmat dupa
emigrarea la Paris prin actiuni-fronda,
care combina producerea de obiecte min-
imaliste si expunerea lor frauduloasa la
vernisarea unor expozitii. El atinge apo-
geul jocului provocator cu principiile par-
ticiparii la proiecte si in galerii, ale relati-
ilor dintre artist si rigorile societatii de
consum (asa cum Tnaintea emigrarii se
raportase la societatea totalitaristd), cand
raspunde parodic invitatiei de a participa
la Dokumenta Kassel in 1977. in aceasta
etapa, conceptualismul se integreaza
firesc ca program al unei libertati fata de
dogmatismele programatice, ceea ce ge-
nereaza accentuarea artisticitatii obiec-
tului produs contrar exigentelor acestei
directii binare, spiritul ludic si convietui-
rea noilor principii cu experienta creativa
traditionala.



Wanda Mihuleac, Proiect pentru ploaie artificiald, 70 x 100 cm. Colectia MNAC. Foto: Gabriela Pana

Cu aceeasi libertate sustinuta de suportul
teoretic responsabil pentru creatii com-
plexe, se configureaza aportul generatiei
imediat emergente a Getei Bratescu, a
Wandei Mihuleac, a lui lon Grigorescu.
Aportul acestei generatii, careia trebuie
sa i includem ca pe purtatorul de cuvant
si teoreticianul conceptualismului, pe
criticul de arta Mihai Driscu, se impune
printr-o coerenta de program sustinuta
de prestatii diferite, de la respectarea
riguroasa a normelor conceptualismului,
in cazul Wandei Mihuleac, a carei relatie
cu fragmentele de realitate sunt critic
apropriative, atat in cazul elementelor de
natura in discursul ecologist, cat si al
imaginilor corpului uman strain sau pro-
priu, de text sau imagine reintegrate unui
nou context ce le vectorizeaza mesajul, il
comenteaza, la interesul acut pentru rea-
litate, surprinsa de obiectivul fotografic si
mixata, interpretata sau substituita de un
lapidar comentariu imagistic / textual la
loan Grigorescu, preocupat de degajarea
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sensului mitic al factologiei cotidiene, si
la autoexplorarea propriului subiect, de la
portret expus, machiat, acoperit, identifi-
cat cu spatiul, devenit, la randul sau, un
autoportret, in cazul Getei Bratescu. Fie ca
practica tehnici performative, al caror
continut referential este dens cultural, fie
ca produc imagine pe suporturi specifice
fiecaruia dintre ei, fie ca apeleaza direct
sau prin intermediari la, pe-atunci, noile
media, prestatia lor are acel caracter hi-
brid, nuantat si legat de obiecte elaborate
tipic pentru arta romaneasca.

In 1981, expozitia Scrierea confirma
atractia pe care conceptualismul n
relatia cu textul si, mai ales, cu scriitura o
exercita asupra artistilor romani, atractie
pe care trebuie sa o intelegem dincolo de
0 obsesiva raportare la ideologia domi-
nanta. Mai devreme sau mai tarziu, in
creatia lor, artistii conceptualismului
romanesc devin interesati de textualism,
de scriere, fie ca este, ca in cazul lui
Bitzan si al Doinei Simionescu, o pseudo-

scriere, fie ca este vehiculul unor mesaje
complexe, de la gravitatea filozofic-poet-
ica a textelor integrate compozitiilor
(desene, picturd, instalatie) lui Alexandru
Chira, tapiseriilor si cartilor-obiect ale
Serbanei Dragoescu, ale carei relatii cu
conceptualismul de granita sunt mult mai
complexe, legate de solutii scenografice,
instalatie si ambient, jocurilor ironic-
poetice ale lui Nicolae Onucsan sau
explorarii / exploatarii argourilor margi-
nale ale lui Romelo Pervolovici sau
Gheorghe Rasovszky. Textul devine in
doua etape important pentru Marilena
Preda Sanc, mai intai cand realizeaza seria
cartilor-obiect si, recent, in compozitiile
dedicate textelor mobilizatoare ale poli-
ticilor feministe, ecologiste si culturale.

Revenind la un parcurs relativ cronologic,
odata cu ,generatia ‘80", pentru a prelua
o definire din limbajul criticii literare,
conceptualismul intra intr-o faza tarzie,
inca autoritara, cu programul sau teoretic
care legitimeaza o pluralitate de solutii si



surse referentiale, intre care chiar creati-
ile din arealul sau de Tnceput. Traseul sau
deja dispersiv si, in acelasi timp, integra-
tor, disponibil oricarui angajament, inter-
secteaza tematologia politica si sociala,
care se impune ca o urgenta, ocupand in
deceniul urmator prim-planul, suprapus,
metisat cu alte curente diferite ca program,
dar coerente ca intentionalitate - cel mai
reprezentativ fiind realismul, hibridare
deja intalnita la lon Grigorescu. Desi pre-
ocupat chiar in anii '90 de experimentul
asupra suprafetei pictate, loan Augustin
Pop recupereaza, in anii urmatori, con-
ceptualismul si realismul. Tntr-o suita de
cicluri acut critice, de un retorism simbol-
ic / metaforic, ataca declinul economic si
social. Teodor Graur, cu abordarile sale
ironice, ce se refera aluziv la situatii ca
tentativele de evadare din spatiul autoh-
ton inchis si apoi la obiectele si semnele
simbolice ale socialismului, ale mitizarii
autohtoniei, interferente cu seriile de per-
formance-uri cu tinta sociala si cu recen-
tul design ironic. Binaritatea preocuparilor
pentru traseele conceptualist sociale si
pictura traditionala amprenteaza creatia
Marilenei Preda Sanc, cu primele semnale
de feminism autoreferential, dezvoltan-
du--si potentialul politic-social in obiecte
si videofilme, alaturi de pictura expresio-
nist abstracta.

Hibridarile conceptualismului cu forme de
comportament artistic traditionale ras-
pund eclectismului stilistic si mediatic al
epocii, sub presiunea recuperarii unor
ratate Tnscrieri in prezentul istoric euro-
pean. Dan Perjovschi, din aceeasi genera-
tie, denunta impuritatea optiunii concep-
tualiste, persistenta dependentei de
prezenta si consistenta obiectului cu
prestanta nu doar materiala, ci si artistica.
Aportul unor artisti ce vin imediat din
urma, prezenti la finele deceniului 9 -
Calin Dan, activ mai ales prin aportul de
critic lider de opinie, losif Kiraly, Dan
Mihaltianu (reuniti la nceputul deceniu-
lui 10 ca grupul subReal) sau Nicolae
Onucsan, care abordeaza tematicile grave
cu o ironie provocata de conformisme,
inertii interpretative, automatisme, sustin
acest program de reasumare a unui con-
ceptualism deja asumat la timpul emer-

gentei sale, dar care, odata cu batalia
pentru integrarea instrumentalista a
videoartei si pentru mediumurile ambien-
tal-performative, impun acest proiect
recuperator ca pe o ideologie legitima-
toare. Programe retrospective sau ac-
tuale, persistenta tendintelor prospective,
interventii in contextul spatial semnifica-
tiv social si revizuirea / revizitarea tipolo-
giilor de realism definesc, in aceeasi
masura, prestatia artistilor acestor gene-
ratii compactate de acceleratia timpului
istoric - radical contemporan si obsedat
de apartenenta la o contemporaneitate
din ce in ce mai restrictiva.

Debutul unuia dintre cei mai ingeniosi,
imaginativi si degajati ca atitudine si opti-
une mediatica, dintre tinerii artisti, Mircea
Cantor, este legat de fotografie, evoluand
spre instalatia ambient-actiune, cu fond
conceptual grav, deseori in cheie ludica,
cu teme provocatoare, in unele cazuri
citand, in perspectiva postproductiei,
teme clasice ale postmodernismului.
Matei Bejenaru debuteaza solicitat de la
inceput de destinul clasei muncitoare in
disolutie, a emigrantilor si riscurilor dra-
matice sau banale ale existentei lor pre-
care, dar si de exercitiul in arealul textului
ca discurs citat, ca apropriere a discursu-
rilor de factura Kosuth, pentru a atinge
comentariul analitic al unei realitati natu-
rale, lecturata vizual si conceptual poetic,
asociind fotografia, filmul si poezia. De la
Afumatoarele anilor '90, la filmele de ati-
tudine ca Maersi Dubbai si reabilitarea
artistica a unui fost cartier muncitoresc,
de la investigarile cuvantului sonor la
lirismul poeziei vizuale, traseul sau este
foarte coerent, legat fara rigiditate de
predicatia conceptualista. Pe acelasi te-
ren al explorarii cuvantului, dar ca expe-
rienta a confruntarii aleatorului / hazar-
dului cu ordinea inevitabila, evolueaza
Marius Jurca, operand la confluenta din-
tre grafica manuala si dinamismul spatiu-
lui cvadridimensional digital.

Pe acest fond, conceptualist tardiv,
deschis pluralitatii mostenirilor recente si
referintelor aleatorii din depozitul culturii
universale, in contextul unor oscilatii de
la conformismul fata de noile ideologii
care traverseaza si bantuie universul

Paul Neagu, Gradually Going Tornado, 1977, tus si
acuarela pe hartie, 29,5 x 22,5 cm. Colectia MNAC.
Foto: Gabriela Pana

politic global, la suspiciunea fata de noile
tendinte de dogmatizare ale ideologiilor
ce subintind conflictele majore ale actu-
alitatii si refugiul in confruntarea libera
fata de vechile totalitarisme, artistii ge-
neratiilor lansate Tn ultimul deceniu, ca si
artistii care au traversat o mai lunga sau
mai scurta etapa a trecutului recent isi
asuma atitudini polemice, raspund unor
provocari curatoriale sau pur estetice,
sociale, tehnologice, fara restrictii si
fidelitati care sunt, in general, ale unei
directii sau ale unui curent nou.

Remarcabile prin capacitatea de selectie
a mediumului si versiunii stilistice adec-
vate tematicilor care 1i provoaca, sau
familiare autorului, proiectele sau lucra-
rile lui Sorin Oncu, Cosmin Haias, Mitos
Micleusanu, Elena Copuzeanu legitimeaza
cativa dintre artistii care practica aceasta
forma hibrida, deschisa ideologiilor este-
tice si extraestetice ale acestei contempo-
raneitati mai curand hermeneutice, re-
flexive si indatorate inovatiei secolului XX.

1. Publicata in ,Paragraphs on Conceptual Art”, in ,Artforum”,
vol. 5, aprilie 1967.

2. V. Art conceptuel: Praticque et théorie, Septiéme Biennale
de Paris, 1971, Paris, pp. 32-37.

3. V. “Utilisation du langage dans l'art conceptuel”, op. cit,,
pp. 37-43.



Hybrid Conceptualism in Romanian Art

Text ALEXANDRA TITU

A synthetic expression by Sol LeWitt
dating from 1968, points out the inde-
pendence of thought as a “work of art,”
as opposed to its materialization. The
American artist exhibits the essence of
one of the most restrictive directions of
contemporary art, which has its debut
against the background of the re-
assessment of the dilemmatic legacy of
what already is post-avant-garde and
neo-avant-garde, namely conceptual art.
This direction develops once again the
meanings put forward by the historical
avant-garde, by Duchamp’s provoca-

” u

tions. “Anti-art”, “Anart” propose a
departure from all the defining land-
marks of the meaning-producing artistic
act (sensory pleasure, emotional
involvement, expressiveness, connota-
tive scope. Beyond these exigencies,
Duchamp however preserves a direct
relationship with the authority of reality,
via the ready-made technique, by an
unprocessed take-over of already devel-
oped contextual civilization elements.

As radical - in terms of underlying the break-away
from the investment and language techniques - the
theories and practices of visiting the reality
described by Duchamp appear to be, as ambiguous
are the limits between the output - object or anti-
object, anobject, anti or anart and the field of the
Lappropriated” reality itself. This ambiguity is inten-
tional and a non-differentiation of the art fact from
the obscure fact, devoid of cultural significance, and
it is one of the derived aims in the fracturing pro-
gram between the semiological systems and the
core of the meaning mediated by the game of signi-
fications.

Against the background of this permeation of the
border lines between the phenomenon sanctioned
as art and the long-absorbed-into-civilization as
well as extracted-from-nature reality, the currents
that emerge in the second half of the seventh
decade, while re-negotiating the very condition of
reality at the boundary and within the boundaries
of art, and most acutely, the condition of the more
and more problematized, undermined and extra-
territorialized concept of “art”, group themselves
along two different and radically opposable but
inevitably convergent and mutually integrative
coordinates. As firmly theorized should be the
purist direction, reducible to the ideatic statement,
and the direction anchored up until non-differentia-
tion in the objectual, contextual, evential concrete
sphere. In both situations, the discourse imposes
itself as an attitude, while taking over the tropism
for ideology of avant-gardes. In both situations, the
approach of representation and its traditional
strategies are abandoned.

Back in 1971, in the texts devoted to conceptualism
in the catalogue of the Paris Youth Biennial, both
Alfred Pacquement? and Catherine Millet® make a
synthesis of a diversity of ways of placing reality
against the condition of an undefined and rhetori-
cally ambiguous artisticity, as integrated into a the-
oretical field and defining itself within its bound-
aries.
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Paul Neagu, Fusion I, Fusion II, undated, steel / nedatat, otel sudat, 183 x 183 x 11 cm. Collection MNAC.

Photo: Gabriela Pana

On the occasion of that biennial, Romanian artist
Horia Bernea is given the Francois Sthali award for
conceptual art. Bernea had joined in with one of his
journals containing notations, reflections, intro-
spections and drawings, a more complex project-
object but less developed as a work of art. At the
point of openness towards materialization, what
becomes noticeable is the distance from consistent
conceptualism by a denial of the transposition into
an image with the traditional condition of work of
art, an act which is essentially different from the
connivance with a concrete cut out from and appro-
priated from reality, with no metaphorical transpo-
sition. The seventies are for Bernea a period of
utmost openness when he experiments the quota-
tion of textual elements from the industrial envi-
ronment, in his cycle Production graphs, of free
chromatic exercises and conceptual ludic objects -
Weightlift for the shoulder, Kites (which later
become, in a different creative context, Prapori).
But, at the same time with the objectual exercises,
Bernea debuts his Hillside series, equally marked by
a strong conceptual foundation., that manages the
seriality of the comparatist regime at the level of
the figuration modes, of the medium, but also the
stylistic option on the genre as well, which belong
to the most traditional condition of the pictorial
representation. Various sketches, notebooks, photo-
graphic experiments, texts, thoughts and theoretical
commentaries maintain the relationship of the
artist with conceptualism, but the painting cycles
do not negotiate the complex metaphorical and
mimetic condition.

A new referencing to the landscape, as proposed by
Bernea, as a reflection on perception and, later on,
as a metaphysical aperture, the recovery of the
complexity of the conceptually filtered existential
experience, as exercised by Paul Neagu, the explo-
ration of the rural traditions and historical avant-
garde through the grid of neo-avant-gardes, as
exercised by Mihai Olos, George Apostu, lon Bitzan,
Ilie Pavel, Ana Lupas, Mircea Spataru, the adherence
of the Timisoara group 1.1.1, re-named Sigma, to
neo-constructivism and land and performance art
practices, or to abstract expressionism through
Romul Nutiu, generate, on a conceptualistic sup-
port, an ideological reconversion of art in a symbio-
sis which is latently clashing with the conformist or
ideologically neutral versions.

Attending the same edition (1971) of the Paris
Biennial, dominated by conceptualism (with a
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performative project focusing on communication via
text and dialogue with the audience, Horizontal
Rainfall), Paul Neagu is a self-evident case of flexi-
ble relation between the Romanian artists who are
very keen about the theoretical aspect of the lines
of development of current art, and the fundamen-
tally metaphorical condition of art as preserved by
the European tradition up until the revolution of the
first avant-garde. His creation runs along several
coordinates, from the series of drawings titled
Antropocosmos, completed by an ephemeral object,
to the performative series that establishes a senso-
ry relation with the concrete world - whether tac-
tile, ingestive (Blind bite, Cake man), or kinetic (the
Jump series). Yet, such performative exercises refer
to solutions and situations of recent history,
extended into the complaisant days of the '70s, as a
manageable art and gestualism, which, in his case,
does not generate an action-picture, but a spatial
discourse, a flashing tri-dimensionality, an action-
sculpture / architecture.

In those fecund days for a Romanian art that recov-
ered its European vocation, Mihai Olos applied
quite a free conceptualistic program to the heritage
resources of folk art and social reality of the day. In
a fist stage, Olos processes in a neo-constructivistic
key the decor element with an apotropaic-ludic
function of the jingle-spindle, in a series of paint-
ings, drawings, urban projects and sculptural
objects. Such a sculpture becomes the subject mat-
ter of the A statue wanders about Europe performa-
tive cycle. The actions of Ana Lupas from the same
period, but also more recent ones, interfering with
the tapestry works, the majority of which are experi-
mental themselves, have the same conceptually
dominant complex status, but without abandoning
the object in most cases, whether vegetal garlands
relating to agrarian solstice celebrations or Wet
Installations canvases which are repeated at differ-
ent points in time.

One of the most complex cases of the seventh /
eighth decade is Stefan Bertalan, who crosses the
neo-constructivistic stage alongside the 1.1.1. Group,
to grow into the theorist of the SIGMA group, with
his far-reaching program that combines the land art
actions, explorations of the objectualized corporeal-
ity, the everyday urban context and the possibilities
of the analogical, photography and experimental
film which are as many procedures specific of the
realistic non-metaphorical direction of the current
binary. The SIGMA Group - as a whole - puts into



practice various conceptualistic programs. Of all
Birtalan's actions, the most noteworthy as to the
relationship with the material universe, in the sense
of transforming living “objects”, partner-plants into
works of art. These “observation actions” relate to
the study-cohabitation with two plants, a sunflower
and a cauliflower where he observes their vegeta-
tive process and their gradual disappearance/
decomposition while mapping and charting such
processes which he represents in his drawings and
photographs. Beyond the experimental investment,
such visual narratives are the expression of a
subjective participation of a profound lyricism and
subtle metaphorical condition. The potato study
reaches a dramatic metaphysical depth.

A conceptualistic vein is also noticeable in the
very complex work of lon Bitzan who traverses but
especially interprets the possibilities of a more
nuanced realism while denying with subtlety or
directly the symbolic or only paradigmatic aspira-
tion of this direction which is too compromised
ideologically to become a credible aesthetic ideo-
logy, neo-avant-garde objectualism and exploits
conceptualism in an as interrogative, ludic and
non-dogmatic manner, moving towards the
far-reaching creation that relates to non-textual
calligraphy, text, book, maps, library.

The two manners of treating the text (drawing or
writing) counter pose the ignoring and importance
attached to the writing as an inventory / transcript
tool for reality.

One of the most spectacular conceptualistic-ludic
and protest attitudes goes to Andrei Cadere, who
gained notoriety due to his rebellious actions after
he immigrated to Paris. Cadere combines the pro-
duction of minimalistic objects and their fraudulent
display at various exhibitions. He reaches the cli-
max of the provoking game with the principles of
the participation in projects and galleries, and rela-
tionships between the artist and the norms of the
consumption society (just like he had addressed the
totalitarian society prior to his emigration), when he
answers is parodically to the invitation to partici-
pate in the Dokumenta Kassel (in 1977). At this par-
ticular stage, conceptualism integrates itself natu-
rally as a program of a freedom towards program-
matic dogmatisms, which generates an accentuation
of the artisticity of the object manufactured con-
trary to the exigencies of this binary direction, the
ludic spirit and the cohabitation of the new princi-
ples with the traditional creative experience.

The same freedom backed by the theoretical sup-
port that accounts for complex creations is notice-
able in the contribution of the immediately emerg-
ing generation of Geta Bratescu, Wanda Mihuleac,
lon Grigorescu. The contribution of that generation
that should also include the spokesperson and the-
orist of conceptualism, art critic Mihai Driscu,
asserts itself by a program coherence with different
performances, from the rigorous observance of the
norms of conceptualism, in the case of Wanda
Mihuleac whose relationship with the snippets of
reality is appropriative in a critical manner, for both
the elements of nature in the ecological speech and
the images of the human body, whether her own or
someone else’s, of a text or image that is re-inte-
grated into a new context with the role of a vector
and commentator for the message, to the keen
interest in the reality immortalized by the photo
camera and mixed, interpreted or substituted by a
succinct imagistic/textual commentary with lon
Grigorescu who attempts to derive the mythical
sense of the everyday factology, and to the self-
exploration of his own subject, from an exhibited,
made-over, covered portrait which identifies itself
with the space that becomes a self-portrait, in the
case of Geta Bratescu. Whether they employ perfor-
mative techniques with a culturally thick referential
content, or they produce images on supports that
are specific of each of them, whether they turn,
directly or through intermediaries, to the then novel
media, their creation has that hybrid, nuanced
nature that is linked to the objects developed typi-
cally for the Romanian art.

In 1981, the “Scrierea” exhibition confirms the
attraction that conceptualism, in its relationship
with the text and especially the writing, exercises on
the Romanian artists, an attraction we need to
understand beyond an obsessive referential to the
dominant ideology. Sooner or later, in their cre-
ation, the artists of the Romanian conceptualism
become interested in textualism, writing, whether it
is pseudo-writing like in the case of Bitzan and
Doina Simionescu, or it is the vehicle for complex
messages, from the philosophical-poetic gravity of
texts integrated into compositions (drawings, paint-
ing, installation) of Alexandru Chira, tapestries and
object books of Serbana Dragoescu whose relations
with border conceptualism are much more complex,
suggesting stage setting solutions, installation and
ambient, the sarcastic-poetic games of Nicolae
Onucsan, or the exploration / exploitation of the
marginal lexicons of Romelo Pervolovici or
Gheorghe Rasovszky. The text becomes important in
two stages for Marilena Preda Sanc, first when she
achieves the object-book series and, recently, in the
compositions devoted to the mobilizing texts of the
feminist, ecological, cultural policies.

Coming back to a relatively chronological roadmap,
with the ,generation of the '80s” in order to take
over a definition of the language of the literary crit-
ic, conceptualism enters a late stage, still holding a
strong grip of its theoretical program that legit-
imizes a plurality of solutions and referential
sources among which the very creations from its
area of inception. It's already dispersive route and,
at the same time integrating route, available to any
commitment, intersects the political and social the-
matology of an urgent nature and takes the fore-
front in the next decade, superposed, cross-bred
with other currents, different from each other in
terms of program but coherent in terms of inten-
tionality — with realism as the most representative
of them, a hybridation we already see with lon
Grigorescu. Even though loan Augustin Pop was
invested in the experiment on the painted surface
even in the nineties, he recovers in the following
years, conceptualism and realism. In a sequence of
acutely critical cycles of a symbolical / metaphori-
cal rethorism, he attacks the economic and social
decline. Teodor Graur with his sarcastic approaches
allusively touching upon situations such as the
attempted escapes from a closed autochthonous
space, and then upon the symbolical objects and
signs of socialism, of the mythicization of the
autochthonous world, interfering with the perform-
ance series with a social undertone and with the
recent sarcastic design. The binarity of the preoccu-
pations for the conceptualistically social routes and
the traditional painting leaves its mark on the cre-
ation of Marilena Preda Sanc, with the first self-ref-
erential feminist signs, which develops its political
and social potential in objects and videos, along-
side abstract expressionist painting.

The hybridations of conceptualism with traditional
forms of artistic behavior respond to the stylistic
and mediatic eclecticism of the era, under the pres-
sure of recovering failed adherences to the
European historical present day. Dan Perjovschi,
from the same generation, denounces the impurity
of the conceptualistic option, the persistence of the
dependence on the presence and consistency of the
object that has a material as well as artistic stature.

The contribution of some immediately succeeding
artists who emerged at the end of the 9th decade -
Calin Dan who was mainly active by his contribution
as a critical opinion leader, losif Kiraly, Dan
Mihaltianu (known at the beginning of the 10th
decade as the subReal Group), or Nicolae Onucsan
who tackles grave themes with a sarcasm stemming
from conformism, interpretive inertias, automa-
tisms, sustain this program of reassuming of an
already assumed conceptualism at the time of its
emergence but which, with the battle for the instru-
mental integration of video art, and impose for the
ambiental / performative media this recovering
project as a legitimizing ideology. Retrospective or
present-day programs, the persistent prospective
tendencies, interventions in the socially significant

spatial context and the revision / revisiting of the
realism typologies define to the same extent the
performance of the artists of these generations
compacted by the acceleration of the historical time
- radically contemporary and obsessed with the
allegiance to an increasingly restrictive contempo-
rary world.

An important chapter of contemporary art that con-
nects modernity to the present day, as an ever
transforming technology, is photography, an experi-
mental exercise in the works of the artists respon-
sive to this route that provides consistency to the
creation of the 8th decade. From the secondary,
complementary or preparatory condition, photogra-
phy ends up becoming the main tool of expression
for the artists of the border decades of the two cen-
turies that close the millennium and open the 3rd
millennium: losif Kiraly, Alexandru Patatics, ambi-
ent, action, with a grave conceptual background in
ludic disguise, condensed parables or narratives
that resume already classical themes of post-mod-
ernism.

The debut of one of the most ingenious, imaginative
and laid-back - in terms of attitude and mediatic
option - young artists, Mircea Cantor is related to
photography, evolving towards the ambient-action
installation, with a grave conceptual background,
often in a ludic key, with thought-provoking themes,
that cite in some cases, in the perspective of post-
production, classical themes of post-modernism.
Matei Bajenaru makes his debut under the impera-
tive sign of the destiny of a working class in dissolu-
tion, of emigrants and dramatic or mundane risks of
their precarious life, but also driven by the exercise
in the area of the text as a cited discourse, similar
to the Kosuth-like speeches, in order to attain the
analytical commentary of a natural reality, read
visually and conceptually in a poetic key, by associ-
ating photography with videos and poetry. From the
Smokehouses of the '90s to the attitude films such
as Mersi Dubbai and the artistic restoration of a for-
mer neighborhood of the working class, and from
the investigations of the sonorous word to the lyri-
cism of visual poetry, his route is very coherent,
loosely connected to the conceptualistic predica-
tion. Marius Jurca operates on the same ground of
word exploration, but as an experience of the con-
frontation of the randomness with the inevitable
order, at the meeting point between the manual
graphics and the dynamism of the digital quadri-
dimensional space.

Against this tardy conceptualistic background, open
to the plurality of recent legacies and random refer-
ences from the repository of the universal culture,
and within the context of tribulations from con-
formism towards the new ideologies that run
through and haunt the global political universe, to
the suspicion towards the new ideology-dogmatiz-
ing tendencies that haunt the major conflicts of the
present world and the refuge to the free confronta-
tion as opposed to the old totalitarianism, the
artists of the generations launched out over the
past decade, as well as the artists who have tra-
versed a longer or more partial stage of the recent
past take up polemic attitudes while responding to
curatorial or purely aesthetic, social, technological
challenges, with no restrictions or loyalties that
generally define a new direction or current. The
projects or works of Sorin Oncu, Cosmin Haias,
Mitos Micleusanu, Elena Copuzeanu that stand out
by the selection capacity of the medium and stylis-
tic version matching the themes that challenge
them, legitimate some of the artists who operate
with this hybrid form, open to aesthetic and extra-
aesthetic ideologies of this rather hermeneutical
contemporary world, which is also reflexive and
indebted to the 20th century.

1. Published in “Paragraphs on Conceptual Art”, in ,Artforum”,
vol. 5, April 1967.

2. See Art conceptuel: Pratique et theorie, Septiéme Biennale
de Paris, 1971, Paris, pp. 32-37.

3. See “Utilisation du language dans lart conceptuel”, op.cit.,
pp. 37-43.



Conceptualismul
neomaterialist

lvTe3<t
CATALIN GHEORGHE

In perioada de expansiune a Internationalei neoconceptualiste, nu
neaparat dupa modelul formarii unui imperiu, ci mai curand in acord cu
o paradigma a hibridizarii retelelor, s-au constituit mai multe directii,
pentru unii chiar tendinte, de generare a unor sensuri (exploratorii,
ironice, spectaculare), stdri (lichide, gazoase, afective), regimuri (ale
partajarii sensibilului, ale pietei targurilor, licitatiilor si galeriilor de
artd, ale industriilor creative), turniri (situationiste, institutionale,
relationale, participative, colaborative, educationale, performative, de

cercetare).

Daca teoriile culturale si stiintifice sunt
inca intelese ca moduri de a privi ansam-
blurile de relatii (de la cele intime la cele
economice) din societate si starile de
lucruri (de la cele vibrante la cele obiec-
tuale) din naturd, practicile artistice si
produsele lor (nu Tn toate cazurile mate-
riale) proceseaza critic ori compozitionist
interpretarile acestor teorii sau le ilus-
treaza reprezentational ori creativ, func-
tionand ca dispozitive de vizualizare a
modurilor de a privi ale artistilor, intr-o
incomensurabila si inevitabila fetisizare a
hegemoniei axei istorie-actualitate-viitor.
Tn acest timp, inflexibil la exterior si elas-
tic la interior, in care, in teoriile artei, nu
se mai pot subestima controversatele
elaborari ale postumanismului, determin-
ismului biologic si constructivismului
social, fiind astfel pusi in situatia de a ne
autoexplica paradoxurile noului materia-
lism. Cu cat tindem sa ne clarificam, cu
atat mai mult realizam faptul ca noul
materialism nu se bazeaza pe o explicatie
conditionata de o dualitate structurala
bipolara intre realitatea materiei si idea-
litatea semnificatiilor, ci pe intelegerea si
trairea unui transversalism inevitabil.

In aceste conditii, se poate constata cum
o serie de lucrari de arta se bazeaza pe
ansamblaje de elemente preluate din
biologie, geologie, meteorologie, medi-
cing, arhitectura s.a., in incrucisarile caro-
ra sunt deopotriva intercalate stari fizice
corespondente noilor tehnologii si realis-
melor naturale. Tn producerea conceptu-
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ala a unor astfel de lucrari de arta se face
un transfer operativ de la un interes pen-
tru solicitarea unui reprezentationism
lingvistic, la contrapunerea unei materia-
lizari care sa includa variatiuni ale inter-
pretarii conceptului. Tn acest fel, in cazul
unui conceptualism neomaterialist nu se
mai pune accent pe preeminenta concep-
tului Tn raport cu materializarea sa fizica,
ci pe importanta materiei de a comunica
concepte si situatii.

Desi in istoria conceptualismului apli-
carea principiului dematerializarii artei
corespundea interesului de a evita aso-
cierea productiei artistice cu consumul
artei ca marfa, teoretizarea dialectica a
Jintoarcerii materialitatii” e justificata din
perspectiva purificarii sensurilor sale
consumiste, printr-un discurs care incear-
ca sa redefineasca raporturile dintre
materie si semnificatie, in marja procesu-
lui istoric prin care s-a facut trecerea de
la turnura lingvistica la turnura neo-
materialista.

Dincolo de descrierea constituirii dife-
ritelor altor formatiuni realist speculative,
de la descrierea modului Tn care critica
materialismului economic a dus la inve-
ntarea sistemelor prin care circula fluxu-
rile financiare virtuale, pana la descrierea
modului Tn care managementul strategi-
ilor generate de interesele valorizarii
comerciale a produselor culturale a re-
ssuscitat studiile culturii materiale si ale
artefactualitatii, raman inca dominante
acele descrieri ale modurilor in care
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cotidianitatea lucrurilor nu ar mai fi expli-
cata prin defetisizarea lor compulsiva, ci
de intelegerea obiectelor ca fiind impli-
cate in practicile noastre culturale prin
agentia lor inerenta. Din acest motiv, pen-
tru  conceptualismul neomaterialist
importante sunt nu doar efectele
prestatiilor materiei, ¢i si determinarea
efectivitatii proceselor materializarii din
perspectiva impactului politic postuman-
ist al agentiei lucrurilor.

In ordinea exemplificarii, pentru expozi-
tia instalata la sfarsitul anului 2012 la
Muzeul de Arta din Cluj-Napoca, intitulata
,Greutati inerte”, prezentata apoi in cartea
de artist Dead Weights (publicata de Plan
B Cluj / Berlin in conjunctie cu expozitia
,The Invisible Clerk” de la Art Basel in
2013), Ciprian Muresan a realizat o serie
de gravuri [inspirate dintr-un fragment
din proza scurta O personalitate lumi-
noasd (Functionarul invizibil) de IIf si
Petrov], ldsate sa se usuce si sa se in-
drepte intre placi din PFL, pe care au fost
asezate sculpturi din colectia muzeului. n
specularea relatiei dintre invizibilitate
(ascundere) si materia vizibila (grea si apa-
satoare), subzista dependenta conceptua-
lizarii Tn raport cu efectivitatea ideologiei
materialiste.

Intr-una dintre imaginile publicate in
cartea sa, fotografiata in depozitul foarte
aglomerat cu sculpturi al muzeului, se
poate resimti modul in care fiecare piesa
sculpturala stabileste o retea irepetabila
de relatii, situatii si sensuri in care, dinco-
lo de etichetarea numerica si nominala, se
configureaza posibilitatea unei agentii a
fiecarei reprezentari care isi solicita pro-
pria autonomie, propria supravietuire
ideologica a Tncarcaturii sale istorice. Tn
aceasta situatie, materialismul istoric se
articuleaza cu materialismul corporal, caz
in care sculpturile ar putea fi vazute nu
doar ca instrumente ale simbolizarii
(inclusivin cazul in care simbolismul nu ar
fi o inventie conventionalizata strict ca
fiind umana, ci si in cazul in care noi am fi



preluat din lucruri calitatea lor de a se
autosimboliza), ci si ca materii agentiale cu
un spectru propriu de efectivitate a exis-
tentei lor.

Tntr-un alt registru conceptualist neomate-
rialist, se poate aduce in discutie si
lucrarea MDU (Mobile Darkroom Unit),
realizata de Matei Bejenaru in 2013 pentru
galeria de arta Kettle’'s Yard din cadrul
Universitatii Cambridge. Conceputa ca
rezultat al unei cercetari artistice in cadrul
unei rezidente de ,artist asociat”, lucrarea
s-a constituit procesual prin construirea
unui kit operational cu echipamente
reconditionate si materiale fotografice
colectionate de artist inca din anii '90, prin
editarea unui manual de utilizare a kitului,
prin transportarea kitului cu masina per-
sonala a artistului, conducand peste 2600
de kilometri prin Europa, de la lasi la
Cambridge, prin donarea kitului catre
Colectia Kettle’s Yard si prin desfasurarea,
la Comberton Village College, a unor cursuri
de instruire a studentilor in utilizarea
echipamentelor din acest kit, formuland
instructiuni de la expunerea negativului
pana la procesarea imaginii si printarea sa
pe hartie fotografica.

Tntr-o cutie de lemn, asemanatoare valizei  Ciprian Muresan, Greutdti inerte / Inert Weights, 2012,

Muzeul de Arta din Cluj-Napoca, imagine din expozitie

duchampiene, Matei Bejenaru a descom- | view from the exhibition. Courtesy of the author

pus un foto-maritor Krokus, fabricat Tn anii
'80Tn Polonia, si a inserat diferite ustensile
necesare realizarii fotografiei analogice
intr-o camera obscura. Dincolo de metafo-
ra inversarii sensului transferului tehno-
logic si de cunoastere dinspre Europa de
Est inspre lumea occidentala, se poate
vorbi despre reinvestirea relevantei mate-
riale a fotografiei realizate pe film si prin-
tate pe hartie fotografica, despre sculp-
turalitatea minimal-monumentala a apa-
ratului de marit, despre inerenta manuali-
tatii manipularii tehnice a dispozitivului,
despre agentia unui obiect de a determina
decizii concrete ale fotografului etc.
Asadar, in pofida faptului ca avem de-a
face aici cu o delimitare interpretativa a
catorva aspecte ale acestor doua lucrari,
fara a insista asupra unei reglari a opiniei
in functie de intentionalitatea autorilor, se
poate constata posibilitatea argumentarii
valabilitatii includerii in teoriile artei
recente a acestei tendinte a conceptualis-
mului neomaterialist.



Neo-Materialist
Conceptualism

Text CATALIN GHEORGHE

During the expansion of the neo-con-
ceptual International, not necessarily
according to the model of empire
formation, but rather to a paradigm of
hybridization of networks, several direc-
tions, or even trends, emerged. These
directions were meant to generate
meanings (exploratory, ironic, and spec-
tacular), regimes (of sharing the sensi-
tive, of the fair market, auctions and

art galleries, of the creative industries),
and turns (situational, institutional,
relational, participatory, collaborative,
performative, educational, of research).

If cultural and scientific theories are still seen as
ways of looking at combinations of relationships
(from intimate to economic ones) in the society and
the state of affairs (from vibrant to object-oriented
ones) in the environment, art practices and their
products (not in all cases material) process in a crit-
ical or compositional manner the interpretations of
these theories or illustrate them in a representa-
tional or creative way, functioning as devices of
visualizing artists’ ways of looking, in an immeasur-
able and inevitable fetishization of the hegemony of
the history-present-future axis.

Meanwhile, inflexible on the outside and flexible on
the inside, the controversial expansions of post-
humanism, biological determinism and social con-
structivism can no longer be underestimated in art
theories, thus being faced with the situation to self-
explain the paradoxes of the new materialism. The
more we tend to clarify it to ourselves, the more we
realize that the new materialism is not based on an
explanation subject to a bipolar structural duality
between the reality of the material and the idealism
of the significances, but on understanding and liv-
ing an inevitable transversalism.

Under these circumstances, it can be noticed how a
series of art works are based on ensembles of ele-
ments taken from biology, geology, meteorology,
medicine, architecture and other fields, which over-
lap and are interspersed with physical states corre-
sponding to new technologies and natural realisms.
In the conceptual production of such art works an
operative transfer takes place, from an interest in
requesting a linguistic representation to a material-
ism which includes variations of the concept inter-
pretation. Therefore, in the case of neo-materialist
conceptualism, the preeminence of the concept
against its physical materialization is no longer
emphasized, but the importance of the matter in
communicating concepts and situations.

Although in the history of conceptualism applying
the principle of dematerialisation of art was corre-
sponding to the interest in avoiding the association
of art production with its consumption as a com-
modity, the dialectic theorizing of the “return of
materiality” is justified in the light of purifying its
consumerist meanings through a discourse that
attempts to redefine the relationship between mat-
ter and meaning in the margins of the historical
process by which the shift from the linguistic turn
to the neo-materialist one has taken place.

Beyond describing the creation of various other
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Matei Bejenaru, Krokus enlarger with lamp / aparat de marit negative fotografice Krokus cu lampa,
MDU, Mobile Darkroom Unit, project by / proiect produs de Kettle's Yard, University of Cambridge, UK,
2013. Courtesy of the author

realistic speculative formations, from the depiction
of the manner in which the critique of economic
materialism has led to the invention of the systems
through which virtual financial flows circulate, to
the description of the way in which the manage-
ment of strategies generated by the interests in
commercial enhancing of cultural products has
resuscitated the studies of material culture and art,
remain dominant those descriptions of the manners
in which the mundane of things would no longer be
explained by their compulsive defetishization, but
by the understanding of the objects as being
involved in understanding our cultural practices
through their inherent agency. For this reason, for
neo-materialist conceptualism, it is not only the
effects of the performance of materials, but also
determining the effectiveness of the materialization
processes in terms of the post-humanist political
impact of the agency of things.

In order to provide an example, for the exhibition
installed in late 2012 at the Art Museum in Cluj-
Napoca, named "Greutati inerte", later on presented
in the artist’'s book as Dead Weights (published by
Plan B Cluj/Berlin in conjunction with the exhibition
"The Invisible Clerk" from Art Basel in 2013), Ciprian
Muresan created a series of engravings [inspired by
an excerpt from the short story The Bright
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Personality (The Invisible Clerk) by Ilf and Petrov],
let them dry and straighten between PFL boards on
which sculptures from the museum collection were
placed. In speculating the relationship between
invisibility (concealment) and visible matter (heavy
and oppressive) subsists the dependence of con-
ceptualization in relation to the effectiveness of
materialist ideology.

In one of the images published in his book, pho-
tographed in the museum warehouse, which is very
crowded with sculptures, one can feel how each
sculptural piece sets a unique network of relation-
ships, situations and meanings, in which, beyond
the number and name labeling, it is configured the
possibility of an agency of each representation
which claims its own autonomy, the ideological sur-
vival of its own historical significance. In this case,
historical materialism is articulated with body
materialism, where the sculptures could be seen
not only as tools of symbolization (including the
case where symbolism would not be an invention
conventionalized as strictly human, but also in case
where we would have taken from things their
capacity to self-symbolize), as well as matter agen-
cies with their own spectrum of effectiveness of
their existence.



View from the stores of the Art Museum, ) j »Dl bl
Cluj, in Ciprian Muresan, Dead Weights, 4 2
artist book published by Plan B Cluj / Berlin 1\ | 1 - Y - o
in conjuction with the exhibition T
The Invisible Clerk”, Art Basel, 2013. - ’
Courtesy of the author
Imagine din depozitul Muzeului de Arta din
Cluj-Napoca, in Greutati inerte de Ciprian
Muresan, carte de artist publicata de Plan B
Cluj / Berlin, Tn conjunctie cu expozitia
.The Invisible ClerRk”, Art Basel, 2013.
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In another neo-materialist conceptualist register, it
can also be brought into discussion the work MDU
(Mobile Darkroom Unit), created by Matei Bejenaru in
2013 for Kettle's Yard Art Gallery at the University of
Cambridge. Conceived as a result of artistic research
carried out during an "associate artist” residency, his
work was created by building an operational kit with
reconditioned equipment, and photographic materi-
als collected by the artist since the '90s, by editing a
user manual for the kit, by transporting the kit with
the artist’s personal car, driving for more than 2 600
kilometers through Europe, from lasi to Cambridge,
by donating the kit to Kettle’s Yard Collection and by
delivering at Comberton Village College courses to
train students how to use the equipment in this kit,
formulating instructions from the exposure of the
negative until the processing of the image and its
printing on photo paper.

In a wooden box, similar to Duchamp’s suitcase,
Matei Bejenaru decomposed a Krokus photo-enlarger,
manufactured in the '80s in Poland, and inserted
various utensils needed to create analog photography
in a darkroom. Beyond the metaphor of reversing the
direction of technology transfer and knowledge from
Eastern Europe into the Western world, one can talk
about reinvesting material relevance in the image
made on film and printed on photographic paper,
about the minimal-monumental sculpturality of the
photo-enlargement device, about the inherence of
the manual technical handling of this device and
about the agency of an object to trigger specific deci-
sions from the photographer.

Despite the fact that we are dealing here with an
interpretative delimitation of some aspects of these
two works, without insisting on shaping an opinion
according to the authors’ intentionality, it can be
noticed the possibility of bringing arguments in favor
of the validity of including this tendency of neo-
materialist conceptualism in recent art theories.

Matei Bejenaru, MDU, Mobile Darkroom Unit,
project produced by / proiect produs de
Kettle's Yard, Universitatea Cambridge, UK, 2013.
Courtesy of the author
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PDDIU

O ARHIVA ORIZONTALA

M Text
LUIZA NADER

O tendinta a arhivarii

In domeniul artelor vizuale, s-a putut observa, inca
de la Tnceputul anilor '60, o tendinta din ce in ce mai
accentuata pentru arhivarea / descrierea, documen-
tarea, catalogarea si indexarea realitatii, si pentru
surprinderea si inregistrarea acesteia prin fotografie
sau video (exemple fiind Art and Language, Mary
Kelly, Susan Hiller sau Douglas Huebler). In acelasi
timp, artisti interesati de arhiva si de fenomenul
arhivarii reliau experientele si experimentele
primelor avangarde.

Suprapunand problematicilor specifice fenomenului
arhivarii efectele hazardului si ale actului artistic
aflat sub semnul inconstientului sau al automa-
tismului, suprarealistii, constructivistii si dadaistii au
deconstruit notiunea de arhiva a secolului al XIX-lea,
cu ideologia sa specifica: sursa, demers exhaustiv si
adevar'. In cazul artistilor neo-avangardisti, aceasta
tendinta nu a generat lucrari in care reprezentarea
arhivei se extinde, izomorf, asupra realitatii, ci dim-
potriva, in anii '60 si '70 a tins catre o rupere totala
intre reprezentare si referinta sa (o anti-indexare),
catre experienta simulacrului, catre evidentierea pre-
caritatii suportului material al arhivelor - fragmentat
si inadecvat, sau catre incercari de structurare, tem-
porara si provizorie, a realitatii anomice.

In acelasi timp, practicile artistice legate de arhivarea
realitatii au coincis si s-au suprapus peste o alta serie
de practici care, inca de la mijlocul anilor '60, Tnce-
pusera sa respinga notiunile traditionale de opera de
arta si obiect artistic, mutand accentul, in schimb, pe
ceea ce inseamna proces, idee si lucru (lucrarea fiind
atat rezultatul actiunii, cat si actiunea insasi).
Practicile de arhivare nu s-au limitat la a beneficia
de instrumentarul artei efemere, procesuale sau per-
formative, dezvoltandu-|, ci l-au re-formulat si rede-
finit. Se poate insa vorbi si despre unii artisti, putini
de altfel, care au fost, pe de o parte, dominati de
Jimpulsul arhivarii’, iar pe de alta parte, de dorinta
de a documenta acele practici efemere care altfel
riscau sa se piarda.

Printre acestia se numara, in Polonia, Zofia Kulik si
Przemystaw Kwiek — duo-ul artistic KwieKulik - care,
de la sfarsitul anilor '60 a pus bazele unei arhive pe
care a denumit-o, in 1974, Studioul de activitati, docu-
mentare si proliferare (Pracownia Dziatah, Dokumen-

Imagine a instalatiei cuplului KwieKulik, Enciclopedia lui Meyer, PDDIiU, Varsovia, 12.1975 - 01.1976. /
View of the KwieKulik's installation, Meyers' Encyclopaedia, PDDiU, Warsaw, 12.1975 - 01.1976.
Courtesy of KwieKulik Archive (fragments of the exposition lit from behind by a red light,

where the original postcard from Anastazy Wisniewski was placed).

tacji i Upowszechniania, PDDiU). Contextul in care a
aparut si functionat initial arhiva Kwiek si Kulik,
aflata fizic in spatiul unui apartament personal, era
marcat de un anume orizont de imposibilitate -
indiferenta institutiilor oficiale si retinerea, daca nu
chiar ostilitatea, galeriilor consacrate (ca de exemplu,
Galeria Foksal) practicilor neoavangardiste.

Proiectul PDDIU se diferentia de celelalte demersuri
similare prin faptul ca, dedicat actiunilor, aducea in
prim-plan problematicile specifice documentarii si
comunicarii lor adecvate. Initial, PDDiU a documentat
actiuni ale KwieKulik, multe dintre acestea (cum ar fi,
de exemplu, proiectele lor de absolvire) fiind n prin-
cipal proiecte de arhivare.

Cu timpul, Tnsa, arhiva a devenit un fel de ,serviciu de
urgenta™ pentru documentarea actiunilor unor ar-
tisti care, la nivel atat existential, cat si artistic, erau
inspirati si motivati de idei cu care rezonau si Kwie-
Kulik. Tnca de la Tnceput, PDDiU s-a construit in jurul
intentiei de a proteja, genera si distribui date despre
aceste fenomene artistice, aflate in afara interesului
critic si teoretic al aparatului ideologic specific
epocii. Structura PDDiU era cea a unei arhive nu doar
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in sens metaforic, materialele fiind inca de la inceput
catalogate, indexate si clasificate in taxonomii complexe,
avand la baza atat referinte comune cat si afinitati artis-
tice. PDDIU nu a fost o structura organizata dupa o
ordine impusa din exteriorul fenomenului, ci a urmat,
mai curand, ceea ce Foucault definea ca a priori istoric -
principiile care se definesc in acelasi timp cu lucrurile pe
care le formuleaza’.

Tn acest sens, PDDiU este o arhiva alcatuita nu doar ca
baza de date, dar si, in primul rand, ca instrument pen-
tru ,diferentierea discursurilor in multipla lor existenta
si determinarea in propria durata”‘. Pe masura ce con-
struiau PDDiU, cei doi artisti deveneau din ce in ce mai
acut constienti de faptul ca orice act artistic care scapa
documentarii si inregistrarii urmeaza sa fie iremediabil
pierdut. Aceasta temere a stat la baza extinderii activi-
tatilor lor de inregistrare si in afara propriei zone de
interes si, de asemenea, la baza abandonarii afective a
spatiului privat - decizie metaforica si literala de a ,iesi
in lume” pentru a salva, de la uitare, arta efemera. in
acelasi timp, instrumentarul documentar elaborat de
KwieKulik a avut un rol mai complex decat simpla asigu-
rare a inregistrarii, de multe ori devenind factor determi-
nant si parte integrantd a intregului proces. Tn acest
sens, pentru practica lor documentara, mediul devenea
mesajul, iar arhiva a devenit ceva care ,isi defineste
rezultatul ca sistem al propriei enuntari, atat ca premisa
a evenimentului-enunt, cat si in ceea ce incorporeaza
acesta”’.

Documentarea practicilor artistice in Polonia

Cu toate ca problematicile arhivarii nu constituiau, la
sfarsitul anilor '60 si la Tnceputul anilor '70, un subiect
central in dezbaterile artistice poloneze, se pot identifi-
ca, privind retrospectiv, o serie de astfel de lucrari sau
artisti interesati de arhivare, mai ales de ceea ce implica
ea ca proces al documentarii, informarii si comunicarii.
Intelegand arhiva in sensul cel mai larg posibil, cel dat
de Foucault, ca sistem de formare si identificare a
enunturilor, categoriile mentionate mai sus pot determi-
na atat posibilitatile, cat si limitarile expresiei artistice.
In perioada analizatd se pot discerne trei moduri de
intelegere a documentarii - ca practica interventionista
a comunicarii, ca enunt complex, performativ, cat si ca
activitate de colectare cu deschidere istoricizanta.
Primul mod ar include practicile artistice ce au la baza
inregistrarea si distribuirea de informatii (prin mail-art,
de exemplu), provocarea si orice alta tehnica de apro-
priere (de exemplu, Biroul de poezie - Biuro Poezji a lui
Andrzej Partum, Galeria de Informatie Creativa - Galeria
Informacji Kreatywnej a lui Jan Chwalczyk, sau Galeria Da
- Galeria Tak a lui Anastazy Wisniewski). Cel de-al doilea
mod poate fi descris ca spatiu al explorarii problemati-
cilor arhivei in contextul redefinirii radicale a sculpturii
la Academia de Arte din Varsovia, in atelierele lui Jerzy
Jarnuszkiewicz si Oskar Hansen: o tranzitie de la docu-
mentarea utilitara a stadiilor succesive ale realizarii unei
sculpturi, la procesul care devine subiect de investigare,
dar si o trecere de la explorarea rolului si a utilitatii
fotografiei in constructia formei, la actiuni, jocuri sau
,conversatii” intermediale si interpersonale.
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Imagine din a doua expozitia si al treilea eveniment Enciclopedia lui

Meyer de cuplul KwieKulik, PDDiU,Varsovia, 12.1975 - 01.1976. / View of the
KwieKulik's second exhibition and third public event, Meyers' Encyclopaedia,
PDDIiU, Warsaw, 12.1975 - 01.1976. Courtesy of KwieKulik Archive (view from
the front door; at the top the painting with an inscription “KwieKulik” had
copied from the postcard from Anastazy Wisniewski, A Happy New Year, a
Month Ahead; the enlarger in the corner where the photographic dark room
was placed; in the background: a fragment of the exhibition).

Tn acest context se pot, de asemenea, investiga si moda-
litatile adecvate de documentare a comunicarii vizuale,
modalitati care devin parte integranta a procesului, nefi-
ind doar ecouri ale acestuia (exemple Zofia Kulik,
Przemystaw Kwiek, Jan Stanistaw Wojciechowski, Wiktor
Gutt sau Waldemar Raniszewski)®. Cel de-al treilea mod
este cel practicat de artistii care, fara a astepta inter-
ventia institutiilor oficiale, si-au documentat si arhivat
propria opera; fotografii care au documentat mediile
artistice (cum ar fi Zygmunt Rytka) si galeriile (cu varii
statute institutionale) care promovau avangarda si neo-
avangarda, Tn cadrul carora documentarea era tratata ca
forma de indexare a actiunilor inregistrate. Galeriile in
general au documentat evenimente care au avut loc in
contexte strict delimitate spatial, temporal si auctorial,
de asemenea si evenimente la care au contribuit, n
functie de idiomul lor specific (Galeria Foksal, Galeria
Wspotczesna sau Galeria Akumulatory 2). Astfel de actiuni
documentare erau determinate de o succesiune cronolo-
gica si de procesul acumularii, definit de similitudine.

KwieKulic si-au elaborat tehnicile si tacticile de arhivare



in paradigma primelor doua modele de intelegere a do-
cumentarii, cel de-al treilea fiindu-le in schimb diame-
tral opus. PDDiU a avut intotdeauna o pozitie radical
diferita de cea a ,galeriile de autor”, fiind un demers cu
totul personal - au esuat toate incercarile de a-l oficia-
liza, in sensul de a-i dedica un spatiu sau un buget.
Asemenea institutiilor avangardiste din Rusia post-
revolutionara, PDDIU s-a referit mai curand la un etos

stiintific, decat la unul artistic, concentrandu-se pe
cercetare si incercand sa creeze legaturi intre reflectia
teoretica si practica artistica. Cei care au condus PDDiU
nu au avut o identitate coeziva si nu au documentat acti-
uni prin care ar fi putut-o dobandi, ci au expus atat pro-
priile actiuni, cat si aceasta arhiva, care se inmultea prin
rizomi, influentei alteritatii — practici definite de relatii
nu atat prin similitudine, cat prin adiacenta, prin familiar
si nefamiliar in acelasi timp.

Arhiva vie, arhiva deschisa

Problematica documentarii si a structurilor arhivistice a
fost pentru prima data analizata in Polonia de catre crit-
icii de arta afiliati Galeriei Foksal PSP, in textele din 1971
- Arhiva vie si documentarea, si in antiexpozitia Arhive vii
(1972). Contextul era definit printr-o din ce in ce mai
accentuata tendinta de recuperare a practicilor critice
neoavangardiste din Europa de Vest, prin deja mentio-
natul numar crescand de proiecte artistice motivate de
fenomenul documentarii locale si, de asemenea, printr-
o impresionanta acumulare de documente in arhiva
Galeriei Foksal. Expozitia Arhive vii a inclus manifeste,
cataloage, note, filme si material audio. Toate aceste
documente au fost infasurate in plastic, devenind astfel
ilizibile. Scopul expozitiei nu a fost sa prezinte, ci dim-
potriva, sa submineze statutul documentului ca sursa a
cunoasterii si adevarului. Aratand ceea ce prefigureaza o
arhiva (izolarea, excluderea, reprimarea), Arhive vii, atat
textul, cat si expozitia, intr-o Tncercare autodistructiva a
arhivei de anihilare a puterii arhontice a documentului
si a documentarii, au dorit sa contrazica acel concept
definit de catre Derrida - de arhiva a mortii, a carei frac-
tura structurala este memoria.

In decursul deceniului 8, arhiva Galeriei Foksal PSP s-a
transformat intr-o structura ierarhica inchisa, excluziva
fata de contemporanii sai si excluzand pe acei artisti aflati
in opozitie fata de galerie sau care explorau in lucrarile lor
teme incomode, cum ar fi autoritatea, corporalitatea, sex-
ualitatea, realitatile politice imediate sau cultura de masa
din timpul presedintelui Gierek.

Pe langa PDDIU, un alt proiect care se opunea hegemoniei
avangardei institutionalizate, cu istoria si arhivele sale, a
fost Arhiva deschisd (1975) a lui Jan S. Wojciechowski’.
Arhiva personala a artistului a fost prezentata ca opera de
arta in cadrul expozitiei Bernacki, Bruszewski, Wojcie-
chowski de la Galeria Wspotczesna din Varsovia. Proiectul
lui Wojciechowski a evidentiat, printre altele, procesul
continuu al autoistoricizarii neoavangardei, prin docu-
mentare, intreaga suita de practici de arhivare si pre-
zentarea acestora, n acelasi timp, infatisand structurile
arhivistice ca neverosimil de deschise, intr-o iluzorie
promisiune a unui transfer liber al continutului.
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PDDiU: O arhiva orizontala

Expozitia Arhiva vie a Galeriei Foksal PSP a avut ca tema
centrala Tncremenirea sensului la nivel teoretic, dar a
facut-o de pe pozitia celei mai importante institutii cen-
tral-europene dedicate avangardei; in lupta cu propria
istorie, ea avea ca instrument propriile filtre selective si
propria arhiva alcatuita sub semnul exclusivismului.
PDDIiU, pe de alta parte, a fost guvernata de un spirit
pragmatic si de un etos al ,bunei practici”, al unui
demers necesar in situatia unei arte sustrase istoricizarii
si care se desfasura, in acelasi timp, in afara institutiilor
si Tn afara discursului generat de acestea. Datorita
arhivei KwieKulik, aceasta arta a putut deveni discursiva,
deschizand trecutul efemer catre efectul viitorului: posi-
bilitatile nelimitate de asamblare si dezasamblare, mon-
taj si reconfigurare. Efortul PDDiU poate fi comparat cu
un mecanism defensiv impotriva pierderii traumatice si
ireversibile®. PDDIU a functionat sub semnul incluziunii,
al nedeterminarii, al absentei unei ierarhii, inregistrand
atat evenimente importante, cat si unele mai putin sem-
nificative.

Posibilitatile nelimitate ale nenumaratelor legaturi intre
indivizi au insemnat pentru PDDiU potentialul crearii
unei ,istorii orizontale”: abandonarea Marii Naratiuni
pentru numeroase si polisemice istorii alternative. Intr-o
maniera apropiata conceptului de ,istorie orizontalad”,
PDDIU a refuzat dihotomia dintre centru si periferie, pla-
sandu-si subiectii si arta creata de acestia intr-un con-
text specific si intr-o relatie mereu deschisa si supusa
schimbarii . Tn polifonica arhiva KwieKulik, crescand si
fragmentandu-se pe axa timpului, trecutul se reintoarce
din viitor. Dar nu ca o trauma, ci ca un ,eveniment”, inte-
les n acceptia lui Alain Badiou: ca bresa in ordinea
cunoasterii, care permite subiectului sa se re-creeze, in
mod afirmativ, din nou™. Se reintoarce ca amintire / ne-
uitare activa despre radicalismul artistic si existential,
un eveniment in care Kwiek si Kulik nu au incetat sa
creada.

1. Sven Spieker, Marea arhivd: birocratia ca sursd artisticd, Cambridge, Mass., MIT
Press, 2008.

2. Sintagma creata de Zofia Kulik, vezi ,Sztuka i teoria ilustrowana przypadkami
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www.kulikzofia.pl/polski/ok2/ok2_wywiad1.html. Accesat: 25 august 2009.

3. Sven Spieker, op. cit. Desi Spieker nu citeazd in cartea sa un caz similar cu PDDiU
(cum ar fi arhiva Artpool, creatd in Ungaria la sfarsitul anilor '70 de catre Gyorgy
Galantai si Jalia Klaniczay), el aplica, intr-o maniera interesantd, conceptul lui
Foucault de a priori istoric, tehnicilor arhivarii din anii '70, concept care pare ast-
fel adecvat si pentru interpretarea structurii PDDiU.
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York, Verso, 2002, pp. 40-44.
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View of the KwieKulik's installation, Meyers' Encyclopaedia, PDDiU, Warsaw, 12.1975 - 01.1976. Courtesy of KwieKulik Archive (fragments of the exposition lit from behind by a red
light, where the original postcard from Anastazy Wisniewski was placed).

PDDiU: A Horizontal Archive

Text LUIZA NADER

An Archival Shift

In the field of the visual arts, one can notice from the early 1960s a shift
towards practices aimed at archiving reality: textual, photographic or filmic
recording, documentation, cataloguing and indexing of the world (e.g. Art
and Language, Mary Kelly, Susan Hiller, Douglas Huebler). At the same time,
artists interested in archives and archiving worked through the experience
of the early avant-gardes. Introducing elements of chance and unconscious
work to the problematic of the archival, the Surrealists, Constructivists, and
Dadaists deconstructed the 19th-century notion of the archive with its
accompanying ideology of the source, comprehensive work, and truth. Also
with neo-avant-garde artists the results were not works isomorphic stretch-
ing the archival representation towards the world. Rather, the archival prac-
tices of the 1960s and 1970s strived towards a complete separation of the
representation from its reference (destruction of the indexical relationship),
an experience of the simulacrum — seeing instead of the world — of repre-
sentation, an emphasis on the fragmentariness and inadequateness of the
material the archival structure is built with, or attempts to temporarily, pro-
visionally structure the anomic reality. At the same time, the archiving of
reality coincided and overlapped with a conglomerate of practices that,
from the mid-1960s, began to reject the traditional notion of the work of art
and the artistic object, emphasizing process, idea, and work (as in ‘a work’
as well as ‘to work’). Archival practices not only took advantage of and
developed, but also formulated and redefined, the instruments of
ephemeral, processual, conceptual, and performative art. Rare, however,
were the cases of artists affected, on the one hand, by the ‘archival
impulse’, and, on the other, by a mission to protect the elusive knowledge
about ephemeral practices which, undocumented, would have turned into
myth or fallen into oblivion.

Among such rare artists in the Polish context were Zofia Kulik and
Przemystaw Kwiek who, from the late 1960s, created the framework of an
archive that around 1974 they christened the Studio of Activities,
Documentation and Propagation (Pracownia Dziatan, Dokumentacji i
Upowszechniania, PDDiU). The context of the Kwiek and Kulik archive,
which was located in a private apartment, was determined by a horizon
of impossibility — the indifference of the official institutions and the

reluctance, or actual hostility, of established galleries such as Galeria
Foksal towards neo-avant-garde practices. The PDDiU was a unique project
because, being focused on ‘actions’, it emphasized the problematic of
their adequate documentation and the need for social communication. At
first, the PDDiU documented projects by Kwiek and Kulik, many of which
(e.g. their graduation projects) were archival projects par excellence. With
time, however, the archive became also a kind of ‘emergency service’,’
documenting the ephemeral activities of artists who, in their existential as
well as artistic practices, were inspired by, and worked with, ideas
KwieKulik sympathized with.

From the onset, the PDDiU was defined by the idea of protecting and
making available — of generating and distributing knowledge about artistic
phenomena that were outside the scope of interest of the ideological appa-
ratus of art history of the era. The specificity of an archival structure
described the PDDiU not only metaphorically. From the very beginning the
materials were catalogued, indexed, structurised by cross-indexed tax-
onomies, as well as by the affective associations accompanying them. Nor
was the PDDiU a structure organized by an externally imposed order. Rather,
it followed what Foucault called the historical a priori: principles that estab-
lish themselves together with what they are supposed to formulate.® In this
sense, the PDDIU is an archive construed not only as a data bank but also,
and above all, as that which ‘differentiates discourses in their multiple exis-
tences and specifies them in their own duration’.” As they built the PDDiU,
the artists were increasingly anxious that what was missed by the eye of
history and the lens of the photo camera would be irreversibly lost. Hence
their determination in reaching outside their own area of interest, as well as
the emotional gesture of abandoning private space — the metaphorical and
literal decision to ‘go out’ in order to save ephemeral artistic activities
from historical oblivion. At the same time, the documentation instruments
developed by KwieKulik not only served the act of recording but also deter-
mined it, often becoming an element of the process. In this sense, in
KwieKulik's documentation-based practice, the medium became the
message, and the archive became something that ‘at the very root of the
statement-event, and in that which embodies it, defines at the outset the
system of its enunciability”.’



At the table from the left / La mas3, de la stanga la dreapta: Tomislav Gotovac, tukasz
Szajna, Zofia Kulik, Charles Ahearn, Andrzej Partum, NN, PDDiU, Warsaw, 22.11.1978.
Courtesy of KwieKulik Archive

Documentation of Artistic Practices in Poland

While the problematic of the archive was hardly the core of artistic debates
in Poland in the late 1960s and early 1970s, one can, in hindsight, discern
constellations of archival practices. Artists were interested chiefly in the
issues of documentation, information, and communication. If, after Michel
Foucault, we adopt the broadest possible definition of the archive as a gen-
eral system of statement formation and identification, the above-men-
tioned categories will define the possibilities and impossibilities of
expressibility in the field of the visual arts. In the period in question, we can
discern three modes of thinking about documentation: as an intervention-
ist communication practice, a complex performative statement, or a collect-
ing activity opening the possibility of eventual historicization.

The first mode would include artistic practices based on documentation,
independent distribution of information (e.g. through mail art), provoca-
tion, or the use of all kinds of appropriation techniques (e.g. Andrzej
Partum’s Biuro Poezji (Poetry Bureau), Jan Chwalczyk's Galeria Informacji
Kreatywnej (Creative Information Gallery), or Anastazy WiSniewski's Galeria
Tak (Yes Gallery)). The second mode could be described as a space in which
the problematic of documentation is explored in the context of a radical
redefinition of the sculptural medium in Jerzy Jarnuszkiewicz's and Oskar
Hansen's studios at the Warsaw Academy of Fine Arts: a transition from a
utilitarian documentation of the successive stages of the creation of a
sculptural object to the issue of an indeterminate process as such, from
questions about photography’s role and usefulness in the construction of
form to intermedial and interpersonal actions, games, or ‘conversations’.
In this context, we could also ask questions about adequate modes of docu-
menting visual communications, modes that would be their integral part
rather than just an echo (e.g. the practices of Zofia Kulik, Przemystaw Kwiek,
Jan Stanistaw Wojciechowski, Wiktor Gutt, Waldemar Raniszewski,).® The
third level would be artists who, without waiting for the official institutions,
documented and archived their work themselves; photographers docu-
menting the artistic milieu (e.g. Zygmunt Rytka); as well as avant-garde and
neo-avant-garde galleries of various institutional statuses, where docu-
mentation was treated as indexical towards the practices recorded.
Galleries usually documented events taking place in a specific space-time
and belonging, as well as co-creating, to their specific artistic idiom (Galeria
Foksal, Galeria Wspotczesna, and Galeria Akumulatory 2). Such documenta-
tion was determined by chronology and the process of accumulation,
defined by identicalness.

Whereas KwieKulik used in their archive techniques and tactics developed in
the former two modes, there was a radical difference between the third
mode and their philosophy of documentation. The PDDiU occupied a com-
pletely different position in the field of art than the so called ‘author’s galle-
ries’ — it was an utterly private enterprise, and attempts to institutionalize it
(aimed at securing a space of its own or a budget) did not succeed. Like the
avant-garde institutions in post-revolutionary Russia, the PDDiU referred to
a scientific ethos rather than an artistic one, focusing on the process of
research, trying to unify theoretical reflection and artistic praxis. The sub-
jects running it had no cohesive identity and did not document actions
through which they could gain one. Rather, they exposed their own practices,
as well as the constructions of the rhizome-growing archive, to the influence
of alterity, practices characterized by relationships not so much of similari-
ty as of ‘adjacency’ - being familiar and strange at the same time.

Living Archive, Open Archive

The problematic of documentation and archival structures were first criti-
cally approached in the Polish context by critics affiliated with Galeria
Foksal PSP in their 1971 texts The Living Archive and Documentation and the
anti-exhibition Living Archives (1972). Their context was, on the one hand,
defined by a growing recuperation of neo-avant-garde critical practices in
Western Europe, and, on the other hand, the already mentioned growing
number of documentation-based artistic projects in Poland as well as an

uncontrolled accumulation of documents in Galeria Foksal's own archive.
The Living Archives show featured manifestoes, catalogues, recordings,
films, and audio materials. All these documents had been wrapped up in
plastic, making them illegible. The purpose of the Living Archive was not to
present, quite the contrary, indeed to undermine the document’s status as
a source of knowledge and truth. By exposing the structures prefiguring the
archive (isolation, exclusion, repression), the , the text and the show, aimed
against the Derridian archive of death (whose structural fracture is memo-
ry), working against itself, becoming an attempt to annihilate the archontic
power of documents and documentation. Over the course of the 1970s, how-
ever, the Galeria Foksal PSP archive transformed into a closed hierarchical
structure, exclusive towards its contemporary field of art and excluding
from the historical narrative those artists and critics who disagreed with it,
as well as those artistic practices that explored the issues of authority, cor-
poreality, sexuality, or referred directly to the political reality at hand or the
Gierek-era mass culture.

Besides the PDDiU, another project opposing the hegemony of the institu-
tional avant-garde with its history and archives was Jan S. Wojciechowski's
Open Archive (1975)." The artist’s private archive was presented as a work of
art in the exhibition Bernacki, Bruszewski, Wojciechowski at the Galeria
Wspotczesna in Warsaw. Wojciechowski's project highlighted, among other
things, an ongoing process of the neo-avant-garde’s self-historicization —
through documentation, all kinds of archival practices and their presenta-
tions. At the same time, it made archival structures phantasmally transpar-
ent, creating an illusory promise of a free transmission of meaning.

PDDIU: A Horizontal Archive

The Galeria Foksal PSP’s Living Archive dealt with the cardinal problem of
the petrifaction of meaning on the theoretical level, but did so from the
position of Central Europe’'s most important avant-garde institution;
wrestling with its own history, it possessed a certain, exclusion-based his-
tory and an archive related to it. The PDDiU, in turn, was governed by prag-
matics and an ethos of ‘good work’, of doing a good job in the situation of
an art that is not being historicized, which takes place both outside institu-
tions and outside the discourse generated by them. The KwieKulik archive
made it possible to make such art discursive, opening the ephemeral past
to the effect of the future: the unlimited possibilities of assembling and dis-
assembling, of montage and reconfiguration. The PDDiU work could be com-
pared to a defensive mechanism against irreversible, traumatic loss.® It was
marked by inclusiveness, indeterminateness, non-hierarchical-ness, as it
collected spectacular events as well as unsuccessful ones.

The endless possibilities of the various connections between individual
events meant that the PDDiU archive had the potential to ‘horizontalize his-
tory": to abandon the Grand Narrative on behalf of many polysemous alter-
native histories. In a manner close to the concept of ‘horizontal history’, it
rejects the centre-peripheries dichotomy, locating subjects and the art they
create in a specific place, as well as describing the relationships between
them as unstable and always open.® In the polyphonic KwieKulik archive,
growing and fragmenting along the time axis, the past returns from the
future. Rather than as a trauma, however, it returns as an ‘event’ as in Alain
Badiou’s definition: a breach in the order of knowledge enabling the sub-
ject to affirmatively create himself anew.” It returns as memory/active non-
forgetting about existential and artistic radicalism; an event that Kwiek and
Kulik have been faithful to. / Translated from Polish by MARCIN
WAWRZYNCZAK. Courtesy of the translator

1. Sven Spieker, The Big Archive: Art from Bureaucracy, Cambridge, Mass., MIT Press, 2008.

2. Zofia Kulik's term, see: “Sztuka i teoria ilustrowana przypadkami zyciowymi, czyli SZTUKA Z
NERWOW", 1986-1995, Link: www.kulikzofia.pl/polski/ok2/ok2_wywiad1.html. Accessed 25
August 2009.

3. Sven Spieker, op. cit. While Spieker does not cite a case similar to the PDDiU (such as the
Artpool archive created in Hungary from the late 1970s by Gy6rgy Galantai and Jalia Klaniczay)
in his book, he applies, in an interesting manner, Foucault’s historical a priori concept to the
1970s archival practices, a concept that seems adequate to interpreting the PDDiU structure
as well.

4, Michel Foucault, The Archaeology Knowledge, London, Routledge, 2002, p. 146.

5. Ibidem.

6. Jan Stanistaw Wojciechowski, “Rzezbiarze fotografuja - moje lata 70", Rzezbiarze fotografujg,
ed. by Grzegorz Kowalski and Maryla Sitkowska, Warsaw, Muzeum Narodowe, 2004, p. 27.

7. tukasz Ronduda, “Jan Stanistaw Wojciechowski - Otwarte Archiwum”, “Piktogram”, 5/6 (2006),
pp. 106-107.

8. In this sense, the PDDiU combines the characteristics of the archives of Meydenbauer (an
archive of public monuments) and Rodchenko (a Lenin archive), both analyzed by Spieker.
See: Sven Spieker, op. cit., p. 134.

9. Throughout this paragraph, | use the concept of horizontal history developed by Piotr
Piotrowski. See: Piotr Piotrowski, “How to Write a History of Central-East European Art?”,
“Third Text”, 96 (2009), pp. 5-14.

10. Alain Badiou, Ethics: An Essay on Understanding of Evil, trans. by Peter Hallward, New York,

Verso, 2002, pp. 40-44.



NU AR EXISTA KOVANDA FARA MILER

B Text
PAVLINA MORGANOVA

Figura cea mai proeminenta a conceptualismului
artistic din Praga de la inceputul secolului XXI este,
fara indoiala, Jifi Kovanda. Cu toate acestea, in anii
70, acesta nu era in centrul atentiei, ci facea parte
dintr-un grup mai larg de conceptualisti si de artisti
din zona body art din Praga, reunit in jurul lui Karel
Miler si Petr Stembera. Kovanda nu a fost in niciun fel
asociat cu Aktual-ul lui Milan KniZak, ale cdrui activi-
tati incepeau sa apuna la inceputul anilor ‘70. Pe la
jumatatea anilor ‘70, acesta apartinea unui mic grup
de spectatori care priveau reprezentatiile nocturne
clandestine ale lui Petr Stembera, Jan Mlcoch si Karel
Miler " in pivnita Muzeului de Arte Decorative din
Praga; in 1977 contribuia cu propriile reprezentatii.
Pana atunci, el avusese deja reprezentatii importante
in Piata Wenceslas si Insula Strelecky Island din
Praga.

Contactul sau cu Jan Mlcoch si Karel Miler,
care lucrau la Galeria Nationala, l-a ajutat
sa se angajeze ca depozitar pentru colectia
de arta moderna din centrul Pragai, de la
Biblioteca Municipala. Acest loc este im-
portant, nu numai pentru ca artistul si-a
expus cateva instalatii aici, ci si datorita
faptului ca aici l-a intalnit zilnic pe Karel
Miler. Miler a fost fara indoiala o sursa de
inspiratie pentru Kovanda: era un istoric
de arta cu studii universitare, un traduca-
tor al celor mai recente texte teoretice din
limba engleza, un prieten apropiat al lui
Petr Rezek, Petr Stembera si Jan Ml€och, si
era interesat de fenomenologie si zen-
budism. Miler lucra la Galeria Nationala ca
prim-curator, iar mai tarziu, dupa epurarile
politice de la inceputul anilor ‘70, ca tehni-
cian. Tnca de atunci, Kovanda si Miler isi
imparteau spatiul de lucru, care era un fel
de birou. Tn ciuda faptului ca apartineau
unor generatii diferite (Miler s-a nascut in
1940, iar Kovanda n 1953), 7i lega o natura
introvertita si un fel de asceza interioara.
Ambii erau fascinati de posibilitatile con-
ceptualismului, deoarece nu necesita for-
mare in arte clasice sau materiale scumpe
pentru a crea lucrari bune de arta concep-
tuala. Autoexprimarea era posibila prin
cele mai simple si accesibile mijloace,
printr-un gest, printr-un obiect cotidian,
printr-un text.

Karel Miler a inceput sa lucreze cu artele
spectacolului in debutul anilor ‘70, cand,
indemnat de Petr Stembera, a inceput sa
utilizeze semantica, la Tnceput in poezia
vizuala, Tn body performance. Prima

reprezen'ga’;le prezentata de Miler, Elthgr, Karel Miler, Ori si ori / Either, and Or, 1972. Courtesy of the artist
and Or din 1972, este un spectacol de joc




Jifi Kovanda, Instalatie Il / Installation [1l, 1979.
Courtesy of the artist

de cuvinte semantice, evidentiind polari-
tatea intelesurilor. Urmatoarele, in 1973, au
fost reprezentatiile Perpendicular si
Identification, in cadrul carora corpul este
un obiect abstract existential, generand o
situatie complet specifica, determinata de
efectul gravitatiei. Miler nu este un artistin
adevaratul sens al cuvantului, ci un filozof
si un poet. Putem privi opera lui Miler asa
cum am privi un poem in imagini, in spirit-
ul miscarii de avangarda poetista a anilor
‘20, asa cum a fost formulata de Karel
Teige. In ,Manifestul poetismului” din 1928,
Teige scria: ,..poezia este unica. Toate
curentele de inspiratie poetica sunt iden-
tice din punct de vedere calitativ si difera
doar Tn sensuri expresive, cantitative.
Atunci cand abandonam termenul de
«arta», intelegem cuvantul «poezie» in
sensul sau grecesc initial: poiesis, creatia
suprema. Astazi, poezia nu se regaseste
doar in carti; putem poetiza cu ajutorul
culorilor, al luminilor, al sunetelor si mal
iscarilor, putem poetiza cu ajutorul vietii.”?
Opera lui Miler este, de fapt, mai apropiata
de poetismul ceh, decdt de body art-ul
american; corpul artistului surprins intr-un
fel de situatie fotografie-model este uti-
lizat precum o sectiune dintr-un colaj, ca o
intersectare cu lumea reala si cu entitatea
imaginii. Actiunile corporale reprezentau
afirmatii vizuale pentru Miler. Notitele lui
Miler din 1973 contin scurte afirmatii: ,Un
fapt pur are dimensiunile universului.
Puritatea unui fapt face universul un spec-
tacol captivant.”* Pe langa conceptualism,
acesti artisti sunt clar influentati de zen-
budism, care era popular la vremea aceea
si de care Miler era puternic interesat.

Primele reprezentatii ale lui Kovanda au o
incarcatura similara: pe 18 noiembrie 1976,
a asteptat pana cand l-a chemat cineva,
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sau pe 19 noiembrie 1976 si-a intins bratele
lateral in Piata Wenceslas.* Asemenea lui
Miler, corpul lui Kovanda era intr-o anu-
mita situatie semantica; dar spre deose-
bire de Miler, corpul lui Kovanda a devenit
o parte dintr-o situatie sociala specifica,
chiar daca a ramas, datorita documentarii
fotografice, oarecum separat si intr-un
anumit sens, singur. in opinia mea, pute-
rea performance-urilor lui Kovanda consta
in modul in care face vizibil invizibilul
interactiunilor sociale. Daca cei doi artisti
au Tn comun un anumit simt al subtilitatii
si al discretiei gestului, acestia difera n
relatia lor cu spatiul Tn care gestul este
produs. Pentru Karel Miler, fotografia este
comunicatorul spectacolului, dovada
acestuia, dar si o imagine cu calitati vi-
zuale incontestabile. El insusi si-a fotogra-
fiat majoritatea reprezentatiilor sau a
rugat un prieten sa apese butonul apara-
tului si sa fotografieze situatia reprezen-
tata. In fotografiile care documenteaza
reprezentatiile lui Miler, aproape intot-
deauna exista doar Miler si spatiul. Pe de
alta parte, in fotografiile lui Jifi Kovanda
vedem adesea trecatori aleatorii sau alti
participanti la performance. Oamenii re-
prezinta o parte naturala a spatiului in
care lucreaza Kovanda. Pavel Tuc, care a
fotografiat majoritatea reprezentatiilor lui
Kovanda, le surprinde de departe intr-un
mod simplist, care poate chiar sa para un
cadru aleatoriu.

In ciuda acestor diferente, putem gasi in
abordarile lui Kovanda si Miler alte
aspecte similare. Acestea includ, spre
exemplu, evitarea fizicalitatii exaltate si
faptul ca este problematic sa 1i conside-
ram pe amandoi artisti din domeniul body
art. Tn schimb, ambii isi folosesc trupurile
ca materiale minimaliste sau ca un koan
zen-budist. Miler si Kovanda au devenit
maestri ai gestului corporal minimalist
care, prin intermediul fotografiei, vizuali-
zeaza continuturi metafizice extinse. In
acest mod au reusit sa comunice o situatie
complexa a artistului si, mai presus de
orice, a individului din cadrul unui regim
totalitar.

La sfarsitul anilor ‘70, Miler, asemenea lui
Petr Stembera si Jan Mlcoch, nu a mai
creat performance-uri. Kovanda a reusit sa
depaseasca senzatia de osteneala si de
stereotipie a reprezentatiilor, pe la sfarsi-
tul anilor ‘80, trecand la instalatie.
Kovanda a discutat despre acest aspect in
anii ‘90, in textul ,De la performance la
instalatie?”: ,In 1976, am stat pe mijlocul
trotuarului din Wenceslas Square cu
bratele intinse lateral. Astfel, cineva, unde-
va, cumva exista. in 1979, am atirnat doua
scanduri legate de o grinda de tavan in-
tr-o camera goala. Ceva, undeva, cumva
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exista.”* Acesta afirma ca principiile
lucrarilor sale nu s-au schimbat. Pe durata
anilor ‘80, a lucrat cu instalatii si a pictat.
La inceputul anilor 2000, s-a intors la per-
formance cu lucrari precum Kissing
through Glass, prezentata in 2007 la Tate
Modern.

Ma intreb adesea de ce cel mai tanar si cel
mai putin proeminent dintre conceptua-
listii praghezi, Jifi Kovanda, a avut succes.
De ce nu Karel Miler, a carui arta este atat
de delicata si de atemporala? De ce nu
Petr Stembera, care a fost legat de Marina
Abramovi¢ sau Chris Burden? Sa fie oare
rezistenta lui Kovanda, sa fie sensibilitatea
sa in a experimenta in fiecare deceniu?
S-au scris multe lucruri despre arta sa. Eu
am incercat doar sa exprim ca, in opinia
mea, nu ar exista Kovanda cel pe care il
cunoastem astdzi, daca sansa nu ar fi facut
ca acesta sa lucreze alaturi de Karel Miler.
Au impartit un birou timp de peste zece
ani, s-au intalnit zilnic si au petrecut orele
de munca Timpreuna. Nu cred ca au vorbit
prea mult despre arta; de fapt, nu cred ca
au vorbit deloc despre arta. Dar sunt sigur
ca timpul pe care l-au petrecut impreuna a
fost foarte important, in special pentru Jifi
Kovanda.

In urma Revolutiei de Catifea din 1989, dru-
murile lor s-au despartit Th mod natural.
Miler s-a intors la lucrarile sale academice,
ca istoric de arta si curator al colectiei de
la Galeria Nationala din Praga. El Tsi
pastreaza lucrarile de arta, pe care le-a
expus integral pentru prima data in 1977, in
apartamentul lui Petr Rezek, iar pentru a
doua oara, in 1977, la Galeria Praga, in
vechi dosare uzate.® La jumatatea anilor
‘90, Kovanda a fost angajat ca asistent la
Academia de Arte Plastice din Praga si
treptat a devenit un profesor foarte popu-
lar si, mai presus de toate, un artist
recunoscut la nivel international si
reprezentat in cele mai prestigioase
colectii din lume.

1. Stembera si Miler au avut performance-uri de la inceputul
anilor ‘70, MlCoch li s-a alaturat in 1974.

2. Karel Teige, ,Manifest poetismu”, in: Avantgarda znama a
neznama, vol. 2, Svoboda, Praga 1972, p. 591. Manifestul a
fost publicat pentru prima data in revista ,ReD", 1928, vol.
1,nr. 9.

3. Notele de lucru dactilografiate din 1973 si pastrate in arhi-
va lui Karel Miler.

4, Acestea erau doua performance-uri fara titlu, din 1976.

5. Jifi Kovanda, ,0d akce k instalaci?”, in: ,Uméni instalace”,
JVytvarné uméni nr. 4", 1994, p. 75.

6. Karel Miler - Petr Stembera - Jan MIoch / 1970 - 1980,
Praga, Galeria Praga, 25 November 1997 - 25 January 1998.
Expozitie pregatita de Karel Srp.



There Would Be No Kovanda without Miler

The most prominent figure of Prague conceptualism in the art world of the
early 21st century is undoubtedly Jifi Kovanda. Yet in the 1970s he did not
stand at centre stage, instead belonging to a broader group of Prague con-
ceptualists and body artists around Karel Miler and Petr Stembera. Kovanda
was not at all associated with Milan Knizak's Aktual, whose activities were
fading in the early 1970s. Around the mid 1970s he belonged to a small group
of viewers watching the clandestine night-time performances of Petr Stem-
bera, Jan Mlcoch and Karel Miler~ in the cellar of the Museum of Decorative
Arts in Prague; in 1977 he contributed his own performances. At that time he
had already carried out important performances on Wenceslas Square and
Strelecky Island in Prague. His contact with Jan MICoch and Karel Miler, who
worked at the National Gallery, helped him secure a position as a depository
worker for the collection of modern art that was based in the center of Prague
at the Municipal Library.

The place is important, not just because Kovanda carried a few of his instal-
lations out there, but because he came into everyday contact with Karel Miler
there. Miler was undoubtedly an inspirational figure for Kovanda: he was uni-
versity educated art historian, a translator of the latest theoretical texts from
English, a close friend of Petr Rezek, Petr Stembera and Jan Ml¢och, and held
an interest in phenomenology, Zen-Buddhism. Miler worked in the National
Gallery first as a curator and later, after the political vetting of the early 1970s,
as a technician. Since then Kovanda and Miler shared a work space, an office
of sorts. Despite belonging to different generations (Miler was born in 1940
and Kovanda in 1953), they were linked by an introvertive nature and a kind
of inner ascetics. Both were fascinated by the possibilities of Conceptualism,
since there was no need for classical art training or expensive materials to
make good conceptual art. Self expression was possible through the simplest
and most accessible means, through a gesture, an everyday object, a text.
Karel Miler began working with performance in the early 1970s when, prompt-
ed by Petr Stembera, he began using semantics, which he had originally
employed in visual poetry, in body performance. Miler's first presented per-
formance Either, and Or from 1972 is performed semantic wordplay empha-
sizing the polarity of meanings. Following in 1973 were the performances
Perpendicular and Identification, in which the body is in an abstract existen-
tial and completely specific situation determined by the effect of gravity.
Miler is not an artist in the true sense of the word, but a philosopher and
poet. We can view Miler's work as we would a picture poem in the spirit of the
1920s Poetist avant-garde movement as formulated by Karel Teige. In his 1928
"Poetism manifesto", Teige writes: "...poetry is only one. All currents of inspi-
ration are qualitatively identical and differ only in expressive, quantitative
means. In abandoning the term 'art,’ we understand the word 'poetry" in its
initial Greek sense: poiesis, supreme creation. Today poetry is not only stored
in books; we can poetize using color, light, sound and movement, we can poe-
tize with life."” Miler's work is really closer to Czech Poetism than to American
body-art; the artist's body captured in a kind of photo-model situation is
used like a clipping in a collage, as intersection of the real world and entity
of the image. Body actions were visual statements for Miler. Miler's 1973 notes
to his work contain short statements: "A pure fact has the size of the universe.
The purity of a fact makes the universe a thrilling spectacle.” In addition to
Conceptualism, they are clearly influenced by the then popular Zen-
Buddhism, in which Miler was strongly interested.

Kovanda's early performance also have a similar charge: on 18 November
1976 he waited until somebody called him or on 19 November 1976 he
stretched his arms out at his sides on Wenceslas Square.’ Like Miler's,
Kovanda's body was in a certain semantic situation; but unlike Miler,
Kovanda's body became part of a specific social situation, even if it remains,
due to the photo-documentation, somewhat separated and in a certain sense
alone. | feel that the power of Kovanda's performances is in how he makes
visible the invisible of social interactions. If the two artists share a sense for
subtlety and the inconspicuousness of the gesture, they differ in their rela-
tionship to the space in which this gesture is made. A photograph is for Karel
Miler the communicator of the performance, its proof, but also an image with
indisputable visual qualities. He photographed most of his performances
himself or would ask a friend to push the camera's button and photograph
the performed situation. In the photographs documenting Miler's perform-
ances there is almost always just Miler and the space. In the photographs of
Jifi Kovanda, however, we often see random bystanders or other participants
of the performance. People are a natural part of the space in which Kovanda
works. Pavel Tu¢, who photographed most of Kovanda's performances, cap-
tures them from afar in a completely plain way that can even appear to be a
random shot.

Despite these differences we find in Kovanda's and Miler's approach other
shared aspects. This includes, for instance, an avoidance of exalted physical-
ity and the fact that it is problematic to consider both to be body artists.
Instead, they use their bodies as a minimalist material or a Zen-Buddhist
koan. Miler and Kovanda became masters of the minimalist body gesture
that, through photography, visualizes broader metaphysical contents. In this

Karel Miler, Identification / Identificare, 1973. Courtesy of the artist

way they managed to communicate a complex situation of the artist and,
above all, the individual within a totalitarian regime.

In the late 1970s, Miler, like Petr Stembera and Jan Mlcoch, stopped creating
performances. Kovanda was able to overcome the feeling of fatigue and for-
mulaicness of performance around the turn of the 1980s by moving to instal-
lations. Kovanda addressed this in the 1990s in the text "From Performance
to Installation?": "In 1976, | stood in the middle of the sidewalk on Wenceslas
Square with my arms stretched out at my sides. Thus, someone somewhere
somehow was. In 1979, | leaned two tied planks against a ceiling beam in an
empty room. Something somewhere somehow was." He was saying that the
principles of his work do not change. Throughout the 1980s he worked with
installations and painted. In the early 2000s he then returned to performance
with works such as Kissing through Glass performed in 2007 at the Tate
Modern.

| often wonder, why youngest and least prominent of the Prague conceptual-
ists, Jifi Kovanda, made it. Why not Karel Miler, whose art is so delicate and
timeless? Why not Petr Stembera who was linked to Marina Abramovic or
Chris Burden? Is it Kovanda’s endurance; is it his sensitivity in testing new
waters with every decade? There is a lot written about his art. | just tried to
express here that, in my view; there wouldn’t be the Kovanda we know today
if he had not happened to work alongside with Karel Miler. They shared an
office for over ten years, met on a daily basis and spent the workday togeth-
er. | don't think they talked about art too much; actually | don't think they
talked about art at all. But | am sure that the time they spent together had
great significance, especially for Jifi Kovanda. Following the Velvet Revolution
in 1989, their paths naturally diverged. Miler returned to his scholarly work as
an art historian and curator of the collection of the National Gallery in
Prague. He stores his artworks, which he comprehensively exhibited for the
first time in 1977 in Petr Rezek flat and for the second time in 1997 at the
Prague City Gallery, in old worn folders.6 In the mid 1990s, Kovanda was hired
as an assistant at the Academy of Fine Arts in Prague and gradually became
a popular teacher and, above all, an internationally renowned artist repre-
sented in the most prestigious collections around the world.

1. Stembera and Miler performed since the beginning of 1970s, Mlcoch joined them in 1974.

2. Karel Teige, Manifest poetismu, in: Avantgarda znama a neznama, vol. 2, Svoboda, Prague
1972, p. 591. The manifesto was originally published in the journal “ReD*, 1928, vol. 1, no. 9.

3. Typed working notes from 1973 and stored in the archive of Karel Miler.

4. These were two untitled performances, from 1976.

5. Jifi Kovanda, "Od akce k instalaci?", in: Uméni instalace, ,Vytvarné uméni no. 4*, 1994, p. 75.

6. Karel Miler - Petr Stembera - Jan Mlcoch / 1970 - 1980, Prague, Prague City Gallery, 25
November 1997 - 25
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DESPRE ARTA CONCEPTUALA SI PERFORMATIVITATE:

UNGUARDED MONEY ON THE STREET

A LUI MIKLOS ERDELY*

Inspirat de o moneda de 10 forinti lasata intre cioburile unei
vitrine sparte in timpul revolutiei, la inceputul lui noiembrie
1956, artistului polivalent Miklos Erdeély i-a venit ideea sa
stranga bani pentru scopuri caritabile in locuri publice din
Budapesta.’ Acesta si-a prezentat conceptul membrilor asa-
numitului Marabou guard, un grup inovator de evrei dfiliati
universitatii Vorosmarty’, care, la randul lor, au decis sa pre-

zinte conceptul Uniunii Scriitorilor, ai carei membri demon-
strau in cadrul intalnirilor lor, in timpul revolutiei, o vointa
extraordinard pentru reforma.* Uniunea a sustinut ideea lui
Erdély°® (care pand in 1983 nu-i era atribuitd, de fapt, nici
macar nu era considerata ca fiind o lucrare artistica) si l-a aju-
tat, furnizand diverse cufere pe care sa le plaseze in aproxi-
mativ opt locatii® din capitala Ungariei.

Aceste cufere erau insotite de postere ce reprezentau
bancnote de 100 de forinti si o invitatie de a dona
pentru rudele victimelor: ,puritatea revolutiei noas-
tre ne da dreptul sa colectam in acest fel donatii
pentru familiile martirilor nostri”” Cuferele erau ne-
pazite, fiind plasate in zonele urbane ale Budapestei,
iar trecatorii puteau face donatii, timp de zece pana
la douasprezece zile, aruncand bancnote si monede
in interiorul acestora.®

Unguarded Money on the Street este o lucrare tim-
purie de arta conceptuala, care a imbinat actionis-
mul cu o dimensiune morala® puternica, mergand
mana in mana cu fortele eliberatoare ale miscarii
populare. Ideea centrala a lucrarii lui Erdély a fost
relatia unui artist cu starea de urgenta aparuta in
urma devalorizarii monedei®, astfel principiile etice
devenind dominante - o perspectiva care a con-
tribuit la conturarea istoriografiei unei incercari de
reforma, dupa incheierea stalinismului. Nu exista
nicio indoiala ca modul in care Revolutia din 1956 a
devenit un punct de referinta istorica, de superiori-
tate morala si politicd, ramane o intrebare importan-
ta. Acest eseu isi propune sa analizeze, la nivel teo-
retic, atat modul in care s-a intersectat arta concep-
tuala cu performativitatea, cat si modul in care au
aparut actiunile conceptuale, asa cum Erdély insusi a
descris Unguarded Money.

Fara sa fi citit Arta dupd filozofie a lui Joseph Kosuth,
scrisa dupa 1969, Erdély a explorat ideea artei care
nu are doar o functie decorativa, ci poate servi si in
alte scopuri.” Cel mai probabil a fost un factor interi-
or care, in zilele extrem de intense ale revoltelor, l-au
determinat pe Erdély sa atraga atentia asupra trans-

B Text
KATALIN CSEH-VARGA

Miklos Erdeély, Colectare de fonduri la Uniunea Scriitorilor Maghiari
pentru ajutorarea familiilor celor cazuti, octombrie 1956, Budapesta /
Collecting action of the Hungarian Writer’s Union for supporting the
families of the fallen), October 1956, Budapest.

Source: 1956 Institute. Photo: Tibor Szentpétery

formarilor care au loc n politica, societatea si cultura
maghiara.” Artistul a afirmat ca — asa cum scria, de
altfel, si Kosuth - ,este necesara separarea esteticii
de arta” si ca ,arta «formalista» nu este arta, ci pur
si simplu un exercitiu de estetica."” Astfel, Erdely a
pus intrebari cruciale referitoare la functia reala a
artei, mai ales in vremuri de criza, reusind sa
uneasca intr-un mod creativ rolurile unui critic cu
cele ale unui artist. Dupa cum declara in 1983, noti-
unea de arta conceptuala nu era familiara multor
artisti maghiari. Totusi, multi dintre acestia simteau
deja, de ceva vreme, ca exista o arta care nu are ca
obiectiv principal conditiile estetice. (Neo-) avan-
gardistii au fost Tn cautarea de forme de exprimare
situate dincolo de formalismul material, iar arta con-
ceptuala era o cale de iesire din asta si ,a extins
domeniul de aplicare al libertatii in domeniul
artelor™.
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lent cu bancnote si monede este ca acestea au fost cre-
ate printr-un apel la actiune - lucrarea artistica s-a dez-
voltat prin actul concret al persoanelor care impartasesc
cu artistul credinta in triumful moral al revolutiei demo-
cratice. Unguarded Money este o lucrare fascinanta,
deoarece nu a avut nicio functie sau forma estetica, prin
urmare, indeplinind cerintele internationale ale artei
conceptuale. Este pur si simplu un moment performativ
in care ideea a devenit forma.”

Ceva mai tarziu, lucrarile conceptuale ale lui Erdély au
devenit mai abstracte, dar - dupa cum a subliniat si isto-
ricul de arta Annamaria Sz6ke la Simpozionul ,Marcel
Duchamp” desfasurat la Budapesta - functia artei sale
nu s-a schimbat la finele anului 1987: aceasta a avut
scopul de a crea un ,haos fertil Tn mintea spectatoru-
lui"®. Lucrarea artistica despre care vorbea Szbke, Last
Year's Snow (1970), este prezentatd intr-o situatie expoz-
itionala tipica (imateriald), iar Unguarded Money a trans-
format o situatie cotidiana, printr-o interventie activa,
intr-o actiune conceptuala dezvoltata in continuare prin
logica actului creativ duchampian.

Multumiri deosebite Annamariei Széke si Fundatiei ,Miklos Erdély” pentru
furnizarea de informatii si materiale valoroase referitoare la Unguarded Money.
De asemenea, apreciez foarte mult ajutorul necontenit al Centrului de Cercetare
Artpool Art, in special sprijinul acordat de catre directorul Jilia Klaniczay si
arhivista Dora Halasi.

Miklés Erdély, Puritatea Revolutiei noastre! (Cutia de colectare de la Uniunea Scriitorilor
Maghiari) / The purity of our revolution! (The collecting box of the Writer's Union), October
1956, Budapest. Source: 1956 Institute / Archive of Radio Free Europe, Kennedy Archive.
Photo: Laszlé Almasy

Tn ultima vreme, am ajuns la concluzia ca una din varia-
tiile turnurii performative in avangarda maghiara postbe-
lica este strans legata de aparitia si extinderea artei con-
ceptuale.” Nu a fost doar ruptura de structurile materiale,
triumful limbii in constitutia sa transgresiva si efemera, ci
devotamentul fata de experiment, care aduce cu sine
schimbari sociale, politice si culturale. Imaginea si limba
au fost impulsionate de arta conceptuala, iar artisti din
Ungaria au extins posibilitatile desenului / picturii, foto-
grafiei, naratiunii vizuale liniare si a poeziei clasice.”

Deja de la mijlocul anilor '60 se putea observa o schim-
bare catre o materialitate si imaterialitate a comunicarii
in artele plastice.® Majoritatea acestor tendinte incor-
poreaza fizicalitatea corpului uman, ceea ce a dus la
aparitia unui numar de posibilitati necunoscute pana la
acel moment. Cu toate ca nu se considerau artisti perfor-
mativi, artisti precum Gabor Attalai si Laszlo Lakner au
combinat medii diverse de exprimare artistica, profitand
astfel de depasirea frontierelor. Lucrari artistice de foto-
grafiere a corpului (Attalai)” sau actiuni de desen foto-
grafic (Lakner)® au fost cu sigurantd alimentate de un
amalgam fertil dintre performativitate si arta conceptuala.
Cu toate ca istoricul de arta Géza Boros a pretins ca
Unguarded Money ar fi primul performance” maghiar, eu
as fi mai precauta in atribuirea termenului de ,perfor-
mance” la ceea ce Erdély insusi a numit o actiune con-
ceptuala. Desi Unguarded Money are un caracter partici-
pativ si include caracteristici ale performativului [das
Performativel, cum ar fi prezenta corporala, faptul ca se
bazeaza pe un eveniment, efemeritate, procesul de
creare, aparitii, aceasta nu contine co-prezenta unui
public si a unui interpret, a unui ,scenariu” sau a oricarui
fel de structura. Fascinant in cazul cuferelor umplute

1. Edit Sasvari la evenimentul Public Art-esték a Kultiplexben: Mi a Public Art? A
koztéri mlivészet Gj formai. Politika és mivészet. Al treilea eveniment din serie.
Octombrie 23, 2003. Cu participarea lui Géza Boros, Edit Sasvari, Annamaria Széke
si Daniel Erdély. Sursa: Centrul de Cercetare Artpool Art, inregistrare electronica
(DVD).

2. Miklos Erdély, citat in Peternak, Miklos. ,Beszélgetés Erdély Miklossal 1983
tavaszan”, Revista literara si culturala LArgus". Compilatie Erdély Miklos. Nr. 5. Vol.
II. septembrie - octombrie 1991, pp. 75-88, aici p. 77.

3. Daniel Erdély la evenimentul Beszélgetés Erdély Miklés Orizetlen pénz cimii
miivérol, 22 octombrie, 2006. Mlicsarnok. Invitati: Eva Standeisky, Zoltan Sebdk,
Miklos Erdhardt. Coordonator: Edit Sasvari. Versiune dactilografiatd. Sursa:
Fundatia ,Miklos Erdély” (Annamaria Szdke), p. 5.

4. Eva Standeisky, Ibid., p. 5.

. Fekete, Gyula, ,Tengercsepp”, Magyar Forum, 12 martie 1992. Link:

www.artpool.hu/Erdely/sajto/Boros.html. Accesat ultima oard: 4 aprilie 2016.

. Annamaria Szdke, Public Art-esték a Kultiplexben.

. Sasvari Edit, Beszélgetés Erdély Miklos Orizetlen pénz cimii mivérdl, p. 1.

. Janos Kalman, Ibid., p. 8.

9. Zoltan Sebdk, Ibid., p. 11.

10. Ibid., p. 10.

11. Miklos Erdély, citat in ,Beszélgetés Erdély Miklossal 1983 tavaszan”, ,Argus", p. 77.

12. Ibid.

13. Kosuth, Joseph, Art After Philosophy, 1969. Link:
www.lot.at/sfu_sabine_bitter/Art_After_Philosophy.pdf. Accesat ultima oara: 5
aprilie 2016.

14. Morgan, Robert C., ,Conceptual Art: The Internalization of the Document”, Morgan
(ed.), Conceptual Art: An American Perspective, Jefferson: MacFarland & Company,
1994, pp. 28-47.

15. Miklos Erdély, citat in ,Beszélgetés Erdély Miklossal 1983 tavaszan”, ,Argus”, p. 75.

16. Cseh-Varga, Katalin / Nagy, Kristof, ,The Anti-Football of the Hungarian Neo-
Avant-Garde. Crossing Art into Immateriality”, discutii din cadrul conferintei CEAD,
Muzeul de Artd Olomouc, 5 aprilie 2016.

. Mai precis, trebuie sa subliniem faptul ca arta poetica experimentald duce la un
alt fel de performativitate in neo-avangarda maghiara, care a fost recent detec-
tata si a analizata de catre Emese Kiirti. Vezi si ibid.

18. Ibid.

19. A se vedea, de exemplu, I can be foolish too I-lI-Ill, numit si Idiotic Manner I-11-11
(1973); No Air (1971) sau Cutting of a Wart on my Breast I-1I-11l (1971). Cseh-Varga,
Katalin. ,Documentary Traces of Hungarian Event-Based Art", Shifting Ground: A
Visual History of Cold War Hungary, Cristina Cuevas-Wolf / Isotta Poggi (eds.),
Exhibition catalogue (in curs de aparitie).

20. Lakner, Laszlo, Felveszem a lépcs6 formajat (1971).

21. Boros, Géza, ,Orizetlen pénz. Jovokotvény. Két 1956-os konceptualista akcid”,

JKritika”, Nr. 10, 1996, pp. 26-27, aici p. 27.

. Similar cu titlul legendar al expozitiei lui Harald Szeemann: “Live in Your Head.
When Attitudes Become Form: Works, Concepts, Processes, Situations,
Information" (Bern, 1969).

. Sz6ke, Annamaria, Simpozion ,Marcel Duchamp”. ELTE Esztétika Tanszék,

Budapesta, 11 decembrie 1987. Link:

www.artpool.hu/Duchamp/MDspirit/text/Szoke.html. Ultima accesare: 4 aprilie

2016.

Foarte similar cu George Brecht. George Brecht, citat in Umathum, Sandra, Kunst

als Auffiihrungserfahrung. Zum Diskurs intersubjektiver Situationen in der zeit-

gendssischen Ausstellungskunst. Felix Gonzalez-Torres, Erwin Wurm und Tino

Sehgal, Bielefeld: transcript, 2011, p. 91.
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On Conceptual Art and Performativity: Miklos
Erdely’s Unguarded Money on the Street*

Text KATALIN CSEH-VARGA

Early November 1956' during the days of the revolution, inspired by a 10-
Forint-coin in a broken shopping window that was not taken by anyone,
Hungarian poly-artist Miklos Erdély came up with an idea to collect money for
the reason of charity on public places all around Budapest.? He presented the
concept to members of the so-called Marabou guard, a Jewish pathfinder
group affiliated to the Vorosmarty University’, who thereupon decided to sug-
gest it to the Writer's Association which’s member meetings had the strongest
reform spirit in the days of the revolution’. The Association supported
Erdély’s idea® (which until 1983 was not known as his and not even considered
to be an artwork) and helped providing diverse cases to place them at about
eight different locations® in the Hungarian capital. The cases were accompa-
nied by posters with 100-Forint-bills and the invitation to donate to the rela-
tives of the fallen victims: “The purity of our revolution allows us to collect for
the families of our martyrs this way.” The coffers stood in the urban areas
without any guards and passer-by was able to make their donations for ten
to twelve days® by throwing bills and coins into them.

Unguarded Money on the Street is a very early piece of conceptual art that
merged actionism with a strong moral dimension® going hand in hand with
the liberating forces of the folk upheaval. The idea that was in the focal point
of Erdély’s piece was an artist's reaction to the state of emergency when
money lost its value® and ethical principles became dominant — a prospect
that helped to shape the historiography of a reform attempt following the
end of Stalinism positively. There is no doubt that how the 1956 revolution
became a historical reference point of moral and political superiority is a
striking question, in this particular essay | am looking at, basically on the
level of theory, how conceptual art and performativity found together and
how conceptual actions, as Erdély himself called Unguarded Money, could
appear.

Without having read Joseph Kosuth’s Art After Philosophy, that was written
not before 1969, Erdély explored that art’s only function was not a decorative
it could serve other purposes too.” Most probably it was an inner pushing fac-
tor in the extremely intense days of the upheaval that Erdély decided to draw
attention to transformations happening in Hungarian politics, society and
culture.” The artist had recognized that, in the words of Kosuth, “[ilt is neces-
sary to separate aesthetics from art[...]"” and that “[...] “formalist” art [...] is not
art at all, but pure exercises in aesthetics.” It is absolutely true for Erdély
that he asked crucial questions about the real function of art, especially in
times of crisis, and that he creatively united the roles of a critic and an artist®.
As he stated in 1983, the notion of conceptual art was not familiar to many
Hungarian artists for quite a long time although many of them sensed the
existence of an art without a primary focus on aesthetic conditions. (Neo-)
Avant-gardists were looking for forms of expression lying beyond material-
formalism. Conceptual art was the way out and it “[...] widened the scope of
freedom in the arts [...]"".

Lately | have come to the conclusion that one variation of the performative
turn in the Hungarian post-war avant-garde is tightly linked to the emergence
and expansion of conceptual art.” It was not only the break with material
structures, the triumph of language in its transgressive and ephemeral
constitution, but the devotion to experiment that leaves social, political and
cultural changes behind. The image and language were both challenged by
conceptual art and even artists in Hungary expanded the possibilities of
drawing / painting, photography, linear visual narration and classic poetry®.
At the latest around the middle of the Sixties one could detect a fundamen-
tal change toward the different materiality and immateriality of communica-
tion in the fine arts.” Most of these tendencies incorporated the physicality
of the human body that opened a range of unseen possibilities. Artists like
Gabor Attalai and Laszlo Lakner combined diverse media of artistic expres-
sion, took advantage of frontier crossings although they would have never
called themselves performance artists. Photo-body works (Attalai)® or photo-
drawing-actions (Lakner)” were certainly driven by a fruitful “mix” of perfor-
mativity and conceptual art.

Although art historian Géza Boros claimed Unguarded Money to be the first
Hungarian performance® | would be more careful in adapting the term “per-
formance” to what Erdély himself named a conceptual action. Albeit
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Unguarded Money does have a participatory character and includes features
of the performative [das Performative], like bodily presence, event-based-
ness, fleetingness, the process of creation, come-abouts, it does not contain
the co-presence of an audience and a performer, a “script” or any structure.
What is fascinating about the cases slowly filling with bills and coins is that it
was created out of a call for action - the artwork constituted itself through
the concrete act of individuals who only share with the artist their belief in
the moral triumph of the democratic revolution. Unguarded Money is fasci-
nating because it had no aesthetic function and form and therefore fulfilled
the international requirements of conceptual art. It is simply a performative
moment when the idea became form*.

Some time later conceptual works of Erdély became more abstract, but, as art
historian Annamaria Széke pointed out at the Marcel Duchamp Symposium in
Budapest by the end of 1987, the function of his art did not change: it followed
the aim to create a “fertile chaos in the heads of the spectator™. The art
object Sz6ke was talking about Last Year’s Snow (1970) presented in a typical
(immaterial) exhibition situation, whereat Unguarded Money through active
intervention turned an everyday situation into a conceptual action develop-
ing with the logics of Duchampian art creation further®.

Special thanks to Annamaria Sz6ke and the Miklos Erdély Foundation for providing me valu-
able information and material on Unguarded Money. | also very much appreciate the restless
help of the Artpool Art Research Centre, especially the assistance of director Jalia Klaniczay
and archivist Dora Halasi.
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»construiam orasul universal
inca de pe vremea cand nu vazusem niciun oras”

B Text
DIANA MARINCU

Mihai Olos (1940-2015) a fost unul dintre cei mai importanti artisti ai
neoavangarde: romdnesti, cu o operd care cuprinde sculpturg, p:ctura
actionism si land art. in cadrul studiilor dedicate artei romanesti de
dupa anii 1950 opera lui Mihai Olos este apreciata si
istoricizata fragmentar, prin analiza critica a lucrdrilor
sale, de cele mai multe ori decupate dintr-un parcurs

artistic inca nedescifrat in intregime.

Semnificatiile unei identitati regionale, comuna tarilor excomu-
niste, dar si in conexiune cu reperele venite din Vest ale artei
conceptuale, minimaliste si performative, ar putea developa
cateva trasaturi distincte ale contextului aparitiei conceptualis-
mului Tn Romania, apropiate de ceea ce Mladen Stilinovic
definea ca arta conceptuala - ,un joc despre conditiile de viata
in socialism”. De asemenea, datele incomplete furnizate de
exegeza locala asupra operei lui Olos pun in dificultate un
demers mai exhaustiv de analiza si ramane in sarcina unor studii
viitoare o astfel de intreprindere care sa-si asume formularea
unei documentari cronologice exacte. Textul de fata introduce
cateva dintre notiunile de baza care au construit teoriile artistu-
lui si practica sa extrem de personald, urmarind una dintre lini-
ile posibile de analiza, si anume sistemul de referinta mai larg
pe care proiectul utopic al ,Orasului universal” il sugereaza.
Experimentele anilor 1960 si 1970 in Romania cuprind o serie de
gesturi artistice si redefiniri ale artei avand ca punct de pornire
traditiile rurale, spiritualitatea inteleasa distinct de credinta reli-
gioasa sau natura ca stadiu de intelegere a lumii, care prin
extensia temporala sau conceptuala a momentului pot merge
pana la capatul pamantului si Tnapoi’ sau pana in punctul ,unde
toate se intalnesc si se despart intr-odatd” (Mihai Olos),
redefiniri datorate unor artisti precum Paul Neagu, Ana Lupas,
Mihai Olos, Alexandru Chira, grupul Sigma s.a.. Urmele multora
dintre interventiile sau actiunile acestor artisti sunt recuperate
in forme diferite, de la ,conservele” gandite de Ana Lupas pen-
tru lucrarile sale, la machetele si desenele lui Olos din atelierul
sau, recent repuse n circuit’.

Cunoscut pentru abordarea unui limbaj vizual inspirat de traditi-
ile, natura si cultura populara din Maramuresul natal, Mihai Olos
si-a dezvoltat un sistem conceptual definit de structuri morfo-
logice modulare, care formeaza proiectul utopic al ,Orasului uni-
versal” - Olospolis (o referinta in egala masura la ,satul primor-
dial™). Acest proiect traduce, prin structurile simbolice ale
obiectelor traditionale, modelul unei constructii expandate
modular, un oras ,care sa se mute cu totul pe alte planete, daca
e cazul™. Influentele constructivismului, ale conceptualismului si
ale ,plasticii sociale” l-au plasat, Tnca din anii 1960, in randul
celor mai experimentali artisti din Romania. Printre actiunile
sale emblematice se numara Aur, grau, oameni, din 1972, de la

Mihai Olos, Fdrad titlu / Untitled, 1974, goasa pe hartie / gouache on paper, 100 x 100 cm.
Foto / Photo: Marius Poput. Courtesy of Olos Estate si Plan B Cluj / Berlin

mina Herja, unde Olos a ,regizat” o intalnire, la 500 metri sub
pamant, intre minerii care lucrau acolo si lingourile de aur
imprumutate de la banca, reprezentand rezultatul final al muncii
lor, pe care acestia il vedeau pentru prima data.

Sau actiunea O statuie umbld prin Europa, in care sculpturile sale
se plasau pe fundalul unor locuri istorice sau simboluri cultur-
ale cunoscute, cum ar fi Acropola din Atena, Sagrada Familia din
Barcelona sau Muntele Vezuviu, trasand un parcurs, in egala
masura fizic si conceptual, cat si o abordare deschisa asupra
cunoasterii, prin care trecutul culturii si prezentul artei contem-
porane din Romania se aliniaza intr-o convietuire simultana,
care nu mai cunoaste ierarhii istorice.

Participarea artistului la Documenta 6 (1977), in cadrul Academiei
Libere a lui Joseph Beuys, Free International University for
Creativity and Interdisciplinary Research, a pus bazele unei prie-
tenii solide si unei admiratii reciproce intre cei doi, pornind de
la proiectul ,Orasului universal’, pe care Olos l-a prezentat
acolo. Istoricul de arta Ileana Pintilie descrie aceasta intalnire:
,0los a Tnceput un dialog cu artistul german, i-a explicat lui si
celorlalti vizitatori proiectul sau despre orasul universal facand
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chiar un desen pe tabla aflata Tn acea sala. In cele din urma i-a
prezentat lui Beuys una din structurile sale in care forma se dez-
volta in progresie geometrica. Beuys trebuia sa taie «nodul gor-
dian» si a ales in final un mic modul ca o imbinare (un nod) care
se repeta de cateva sute de ori” Discutiile lui Mihai Olos cu
Beuys au cuprins, de asemenea, conform jurnalului sau,
povestea visului pe care Olos l-a avut in noaptea in care a murit
Le Corbusier, in care vizualizase o ,arhitectura colosald” a
Orasului universal si a visului despre sculptura luminoasa a lui
Rockne Krebs, cu fascicole de laser care creau un spatiu infinit,
impresionandu-1 pe artistul german cu imaginile sale onirice®.
Sculpturile modulare ale lui Mihai Olos reunesc experienta
sculpturii traditionale in lemn cu noile principii ale instalatio-
nismului, creand structuri geometrice abstracte care subliniaza
calitatile intrinseci ale materialului folosit si potentialul fiecarui
element de a se sprijini reciproc. Olos scria: ,Modulul, pentru a
se implini, se bizuie pe toleranta lemnului.” Lucrarile rezultate
astfel, Tn special micile obiecte indestructibile, sunt dovezile
unei structuri care se poate extinde la infinit, urmarind principi-
ile unor module imbinate intre ele care formeaza in final obiecte
independente. Aceasta independenta consta in sistemul auto-
sustinerii fiecarui modul, fara lipiri sau alte intruziuni in materi-
alul obiectului, cat si in potentialul obiectului de a deveni o
structura dinamica care prin rotire nu-si schimba forma sau
infatisarea.

Limbajul pe care artistul il preia din folclorul maramuresean
este considerat de acesta extrem de actual si specific naratiu-
nilor prezentului (cum este forma fusului cu zdrangane). Creatia
lui Mihai Olos nu ,traduce” principiile ce definesc cultura popu-
lara in arta vizuala a prezentului, ci parcurge un drum al
descifrarii realitatii inconjuratoare prin aceste principii funda-
mentale ale constructiei generative si imbinarilor firesti. Orasul
universal este inteles prin satul universal, despre care Olos
spunea: ,Satul este ultima singuratate colectiva. Este un nod.
Orasul este intermediul dintre lume si sat. Gandita lumea ca sat,
orasul este o aglomeratie hibrida, neorganica.” Tn sculpturile de
mici dimensiuni, machete ale unor proiecte mai mari, exista un
echilibru intre monumentalitatea proiectului modernist si mo-
destia mestesugului popular ce reasaza principiile estetice si
simbolice intr-un program artistic coerent, al cunoasterii univer-
sale prin aprofundarea propriei istorii.

Mihai Olos, O statuie umbld prin Europa / A sculpture travelling all over Europe, 1982,
fotografie / photography, Dimensiuni variabile / variable dimentions.
Courtesy of Olos Estate si Plan B Cluj / Berlin

De altfel, Olos recunoaste ca primele sale reflectii asupra orasu-
lui au survenit inca de pe vremea cand nu vazuse cum arata un
oras, totul pornind de la alcatuirea satului natal. Istoria persona-
la si identitatea locala nu pot fi insa considerate singurul cadru
de analiza al gramaticii formale folosite de artist, daca ne
gandim la versatilitatea si complexitatea artei populare pe care
o invoca adesea. Unitatea creatiei sale consta probabil in vizi-
unea asupra microstructurilor materiei integrate macrocosmo-
sului care cuprinde, ,rasuceste” si leaga creativitatea umana
intr-o spirala exponentiala infinita.

Daca in 2013 curatorul italian Massimiliano Gioni propunea un
nou filtru prin care se poate deslusi creatia vizuala a lumii con-
temporane, prin intermediul imaginii ca instrument al cunoas-
terii enciclopedice, o recontextualizare Tn acest spirit a Orasului
universal gandit de Mihai Olos ar putea apropia proiectul sau de
alte demersuri artistice utopice guvernate de imaginatie si intu-
itie. Vizualitatea contemporana, la care face apel Gioni, nu
impune canoane sau limbaje dominante, ci teritorii spirituale
eliberate de conditia reprezentarii realitatii imediate, facand
posibila imaginarea unor lumi construite in intregime de artisti.
Orasul universal si-ar gasi astfel locul alaturi de Palatul Enciclo-
pedic al lui Marino Auriti sau de Apollo’s Ecstasy, cunoscuta insta-
latie a lui Walter de Maria, intr-un ,muzeu imaginar” al armoniei
dintre om si univers. Imposibilitatea de a incadra proiectele lui
Olos Tntr-un canon deja existent, pe de-o parte, blocheaza ade-
sea referintele critice asupra operei sale, dar, pe de alta parte,
deschide o valorificare curatoriala si critica, Tn care
reprezentarea vizuala, sursele de inspiratie, gesturile neoficiale,
marturiile, conexiunile imprevizibile si libere pot forma canale
noi de receptare pentru opera artistului.

* Mihai Olos, ,Carta de la Murska Sobota”, ,Verso”, bilunar cultural, 2010, nr. 79, 16-28 februarie.
1. Referinta la expozitia ,Ends of the Earth: Land Art to 1974", dedicatd cercetdrii lucrdrilor de
_Land Art, curatoriata de Philipp Kaiser §i Miwon Kwon, Haus der Kunst, 2012-2013.

2.1n 2010, la Galeria de Arta Contemporana a Muzeului National Brukenthal, curatoarele Liviana
Dan si Anca Mihulet au expus lucrdrile lui Mihai Olos ntr-o expozitie dedicata operei acestu-
ia si au inceput o cercetare mai ampla, multe dintre piesele expuse fiind aduse direct din
atelierul artistului de la Baia Mare si restaurate la Muzeul Brukenthal.

3. Ana Olos, Mihai Olos. La povesti in casa de paie. Fragmente de jurnal, Editura Fundatiei Triade,
Timisoara, 2015, p. 176.

4. Mihai Olos, op. cit.

5. Illeana Pintilie, Actionismul in Romania in timpul comunismului, Editura Idea Print, Cluj, 2000,
p. 23.

6. Ana Olos, op. cit., pp. 57-58.

7. Mihai Olos, op. cit.

8. Ana Olos, op. cit., pp. 176-177.
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Mihai Olos, Fdra titlu / Untitled, Anii 1970 / 1970s, tehnica mixtd pe placaj /
mixed media on plywood, 45.1 x 45 cm. Foto / Photo: Marius Poput.
Courtesy of Olos Estate si Plan B Cluj / Berlin



Text DIANA MARINCU

Mihai Olos (1940-2015) was one of the most outstanding artists of the
Romanian neo-avant-garde, whose work includes sculpture, painting,
actionism and land art. As part of the studies of Romanian art after the
1950s, the work of Mihai Olos is evaluated and put into a historical context
only in a fragmentary way, more often than not, cut out from an artistic
path which has not yet been fully deciphered. The significations of a region-
al, common identity of the ex-communist countries, but also connected to
the landmarks of the conceptual, minimalist and performing art coming
from the West, might develop several distinct features of the context in
which conceptualism appeared in Romania, close to what Mladen Stilinovic
defined as conceptual art - “a play about the living conditions in socialism.”
Also, the incomplete data supplied by the local criticism of the work by Olos
hampers a more exhaustive analytical demarche and it will be the task of
future studies to approach such an enterprise which would assume to for-
mulate an accurate chronological documentation. The present text intro-
duces several of the basic notions which founded the theories of the artist
and his extremely personal practice, following one of the possible lines of
analysis, that is, the broader reference system suggested by the utopian
project of the "Universal City".

The experiments of the sixties and seventies in Romania include a series of
artistic gestures and of redefinitions of art with a starting point in the rural
traditions, in spirituality understood distinctly from religious faith, or in
nature as a stage of understanding the world, which can go, through the
temporal or conceptual extension of the moment, to the end of the Earth
and back, or to the point “where everything meets and parts at once” (Mihai
Olos)'; such redefinitions are owned to artists like Paul Neagu, Ana Lupas,
Mihai Olos, Alexandru Chira, the Sigma Group and others. The traces of
many of their interventions or actions are recovered in various forms, from
the “tin cans” thought by Ana Lupas for her works, to the scale models and
the drawings of Olos in his study, which were recently introduced again into
the circuit®.

Known for his approach of a visual language inspired by folk traditions, the
folk nature and culture of his native Maramures, Mihai Olos developed a
conceptual system defined by modular morphological structures, which
form the utopian project of the “Universal City” - Olospolis (at the same
time a reference to the “primeval village”)’. Through the symbolic struc-
tures of the traditional objects, this project translates the model of a con-
struction expended by modules, a city “which could move on different pla-
nets, if need be.”* The influences of constructivism, conceptualism and
“social visual art” placed him as early as the 1960s among the most exper-
imental artists in Romania. Among his emblematic actions is Gold, Wheat,
People, in 1972, from the Herja mine, where Olos “directed” a meeting, 500
meters underground, between the miners working there and the gold
ingots borrowed from the bank, which represented the end result of their
work, seen by them for the first time.

Or the action A Statue is Walking Across Europe, in which his sculptures were
placed on the background of well known historical places or cultural symbols,
such as the Acropolis in Athens, the Sagrada Familia in Barcelona, or Mount
Vesuvius, tracing an equally physical and conceptual roadmap, as well as an
open approach to knowledge, whereby the past of the culture and the pres-
ent of contemporary art in Romania aligned in a simultaneous cohabitation,
which no longer has historical hierarchies.

The artist’s participation in Documenta 6 (1977), as part of the Free Academy
of Joseph Beuys, Free International University for Creativity and
Interdisciplinary Research, laid the foundations of a solid friendship and of
a mutual admiration between the two, starting from the project of the
"Universal City", which Olos presented there. Art historian Ileana Pintilie
describes this meeting as follows: ,0los started a dialog with the German
artist, he explained to him and to the other visitors his project of the uni-
versal city, even sketching a drawing on the table in that hall. Eventually, he
showed Beuys one of his structures in which the form develops in geome-
trical progression. Beuys has to “cut the Gordian knot”, so he finally chose
a small module as a twining (a knot) which repeated itself several hundred
times.” Mihai Olos's discussions with Beuys also included, according to his
diary, the story of the dream that Olos had during the night when Le
Corbusier died, when he had envisioned a “colossal architecture” of the
Universal City, and of the dream of Rockne Krebs's luminous sculpture, with
laser beams which created an infinite space, impressing the German artist
with his onirical images®.

Mihail Olos’ modular sculptures marry the experience of traditional wood
sculpture with the new principles of installationism, creating abstract geo-
metrical structures which underscore the intrinsic qualities of the materi-
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als used and the potential of each element to mutually support each other.
Olos wrote: “In order to be completed, the module rests on the tolerance of
the wood.”’

The works thus resulted, especially the small indestructible objects, are
proofs of a structure which can extend to the infinite, following the princi-
ples of entwined modules which finally form independent objects. This
independence consists in the system of self-support of each module, with-
out collages or other intrusions in the material of the object, as well as in
the potential of the object to become a dynamic structure, which does not
change its shape or aspect when rotated.

The language the artist draws from the Maramures folklore is considered
by him extremely present and specific of the narratives of the present (such
as the form of the spindle with bells). Mihai Olos's creation does not
“translate” principles which define popular culture into the visual art of the
present; instead, he crosses a road of deciphering the surrounding reality
through these fundamental principles of the generative construction and of
the natural twinning. The universal city is understood by the universal
village, of which Olos said: “The village is the last collective loneliness. It is
a knot. The city is the intermedium between the world and the village.
Thinking the world as a village, the city is a hybrid, non/organic agglomera-
tion.”® There is a balance in the small-size sculptures, scale models of
bigger projects, between the monumentality of the modernist project and
the modesty of the folk craft, which re-arranges the aesthetic and symbolic
principles into a coherent artistic program, of universal knowledge though
the in-depth research if one’s own history.

As a matter of fact, Olos admits that his first reflections on the city first
came by when he had not yet seen what a city looks like, everything start-
ing from the composition of his native village. Personal history and local
identity cannot, however, be considered the only framework of analysis of
the formal grammar used by the artist, should be think of the versatility and
complexity of folk art which he often invokes. The unity of his creation
probably consists in his vision of the micro-structures of matter, integrated
into the macrocosm, which encompasses, “twists” and links human creativ-
ity into an infinite exponential spiral.

While, in 2013, Italian curator Massimiliano Gioni proposed a new filter to
reflect the visual creation of the contemporary world, through the agency
of the image as instrument of encyclopedic knowledge, a re-contextualiza-
tion in this spirit of the “Universal City” conceived by Mihai Olos might bring
his project closer to other utopian artistic demarches, governed by imagi-
nation and intuition. Contemporary visuality, to which Gioni resorts to, does
not impose dominating canons or languages, but spiritual realms liberated
from the condition of representing the immediate reality, allowing the
imagination of worlds built entirely by artists.

The Universal city would thus find its place alongside The Encyclopaedic
Palace of Marino Auriti or Apollo’s Ecstasy, the well/known installation by
Walter de Maria, in an “imaginary museum” of the harmony between man
and the universe. The impossibility to encapsulate Olos’ projects into an
already existing canon, on the one hand, often blocks the critical references
to his work, while, on the other hand, it opens a curatorial and critical reap-
praisal, in which the visual representation, the sources of inspiration, ne
unofficial gestures, the accounts, the unpredictable and free connections
can form new channels of reception for the artist's work.

* Mihai Olos, “The Charter from Murska Sobota”, “Verso”, cultural bimonthly, 2010, no. 79, 16-28
February.

1. Reference to the exhibition "Ends of the Earth: Land Art to 1974", devoted to the research of
the Land Art works, curated by Philipp Kaiser and Miwon Kwon, Haus der Kunst, 2012-2013.

2.1n 2010, curators Liviana Dan and Anca Mihulet exhibited Mihai Olos’ works, at the
Contemporary Art Gallery of the National Brukenthal Museum, in a show devoted to him and
they started a more complex research, many of the exhibits being directly brought from the
artist’s study in Baia Mare and restored at the Brukenthal Museum.

3. Ana Olos, “Mihai Olos. La povesti in casa de paie. Fragmente de jurnal” (Story-Telling in The
Straw House), Triade Publishing House, Timisoara, 2015, p. 176.

4, Mihai Olos, op. cit.

5. lleana Pintilie, Actionismul in Romania in timpul comunismului, Idea Print Publishing House,
Cluj, 2000, p. 23.

6. Ana Olos, op. cit., pp. 57-58.

7. Mihai Olos, op. cit.

8. Ana Olos, op. cit., pp. 176-177.
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Mihai Olos, Fdra titlu / Untitled, 2007. Foto / Photo: Marius Poput. Courtesy of Olos Estate si Plan B Cluj / Berlin

Mihai Olos, Fdra titlu / Untitled, anii 1970 / 1970s, Sculptura in lemn / wood sculpture, Foto / Photo: Marius Poput. Courtesy of Olos Estate si Plan B Cluj / Berlin



MIKLOS ONUCSAN

Cateva repere ale procesualitatii

in practica artistica timpurie W Text

MADALINA BRASOVEANU

Desi nu s-au numdrat pana acum printre lucrdrile care sa beneficieze de
o semnificativa atentie critic, in favoarea altor creatii ale sale, care
implicau obiectul, instalatia, asamblajul sau fotografia, seriile lucrarilor
bidimensionale realizate in decursul anilor '80 de Miklos Onucsan
impartasesc in egala masura preocupdrile de sistematizare a gandirii si
reprezentadrii artistice regasibile in celelalte categorii de lucrari. Diverse
demersuri ale artistului din acea perioadd, care au primit, prin executie,
variate forme de materializare, au ca numitor comun, pe de o parte, pre-
ocuparea pentru procesul de conceptie si formulare a rezultatului vizual,
iar pe de alta parte, urma, respectiv caracterul mai mult sau mai putin
mediat de urma al imaginii.

Prima dintre seriile lucrarilor bidimensio-
nale, Tnscrisa sub titlurile generice Exercitii
si Plan de asteptare, a fost initiata inca de
la debutul anilor '80 si a constat in stan-
dardizarea unui proces de obtinere a ima-
ginilor, care rezulta in urma observarii unui
accident: un fier de calcat neracit, uitat pe
un teanc de hartii, printre care se afla si o
coala indigo. Posibilitatea imprimarii ter-
mice a indigoului pe hartie a condus la
declansarea exercitiilor de reproducere
controlata a accidentului, cu implicarea
ocazionala a altor instrumente si ingre-
diente neconventionale, rezultand imagini-
urma de o mare expresivitate si varietate
grafica, intr-un timp foarte scurt si cu o
implicare minimala si lipsita de ,maiestrie”
a manualitatii.

Pretiozitatea de filigran a efectelor grafice

obtinute devansau cu mult eficacitatea
tehnicilor grafice traditionale, in imagini
care se obtineau repede si facil, dar erau Tn
acelasi timp unicate, care se supuneau inca
regulilor de compunere a suprafetei ce
mizau pe rezultate estetice - atat cat
puteau fi ele controlabile in procesul de
reproducere a accidentului. Interesul artis-
tului in tot acest proces era unul ambiva-
lent, urmarind, pe de o parte, desavarsirea
unei tehnici apte sa produca usor si efi-
cient o cantitate mare de suprafete grafice
spectaculoase, pentru a le submina impor-

tanta, pe de alta parte, prin insasi suprasat-
urarea cu imagini pe care a generat-o, pen-
tru a se debarasa de imaginea estetica si de
efectul vizual, cultivand statutul lor de ur-
ma, de amprenta, frenetic si facil reprezen-
tabila, Tn contextul convingerii ferme a
artistului potrivit careia arta nu este o
indeletnicire a iscusintei manuale.

Cea de-a doua serie a lucrarilor bidimen-
sionale, initiata spre mijlocul anilor ‘80, se
revendica de la Exercitille in ,tehnica”
indigoului cu privire la modul in care
intelege statutul si productia imaginii, dar
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Miklos Onucsan, Istoria ruginii de la origini pdnd azi, 1986, obiect gasit, 200 x 600 cm. Courtesy of the author

este rezultatul unei Tnscenari procesuale
diferite. Aici, ingredientul principal de
obtinere a imaginii este hartia stratificata
cu smoala, a carei constitutie era data de
doua straturi de hartie lipite intre ele
printr-un strat subtire de smoala. Artistul
lucra cu hartia astfel preparata intervenind
asupra ei cu instrumente incalzite si / sau
cu solventi, in cad