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Aspiratiile celor care ar vrea sa izoleze arta de lumea sociald sint asemanatoare cu cele ale porumbelului
lui Kant ce-si imagina ca, odatd scapat de forta de frecare a aerului, ar putea zbura cu mult mai liber. Dacd
istoria ultimilor cincizeci de ani ai artei ne Tnvata ceva, atunci cu siguranta ca ea ne spune cd o artd detasatd
de lumea sociald e liberd sd meargd unde vrea, numai ca nu are unde sd meargd. (Victor Burgin)

The aspirations of those who would isolate art from the social world are analogous to those of Kant's dove which dreamed of
how much freer its flight could be if only were released from the resistance of the air. If we are to learn any lesson from the

history of the past fifty years of art, it is surely that an art unattached to the social world is free to go anywhere but that it has
nowhere to go. (Victor Burgin)
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Luis Camnitzer: sinteza angajamentului pentru arta
cu angajamentul pentru o viata mai buna
Ovidiu Tichindeleanu

Unul dintre instrumentele fundamentale de lucru pe care le foloseste gindirea decoloniald e rasturnarea per-
spectivei eurocentrice. Prin schimbarea reperelor istorico-epistemice din perspectivele proprii ale , periferii-
lor* noneuropene se urmareste instituirea unui revizionism istoric radical, necesar pentru aducerea la
vizibilitate, cu consecinte, a istoriilor reprimate ale modemnitatii. Mutatia poate fi realizata fie programatic, la
un nivel institutional al politicului, fie gradual, ca o revolutie inceatd, la nivelul cultural al politicului, prin aduna-
rea treptatd de referinte diferite ale rezistentei, altfel reduse la invizibilitate de colonialitatea cunoasterii. T ambe-
le cazuri, ceea ce distigd vizibilitate — si solicitd munca intelectuald angajatd si de duratd — e profunzimea istoriei
oprimate, adincimea altor istorii, conexiunile nebanuite si necesitatea gindirii noneurocentrice.

Aceastd arhiva cu scrieri ale lui Luis Camnitzer face parte din a doua categorie. Desi aceastd orientare e suscep-
tibild recuperarii, deturnarii si/ori oportunismului, din cauza pozitiei inevitabile de avangarda culturald, e in ace-
lasi timp cea mai lizibila si vizibild pentru ochi mai putin obisnuiti cu clarobscurul periferiei. Selectia propune o
mutatie a perspectivei din interiorul unor practici artistice si teoretice ce Tsi afld calea spre liberare tocmai in
constientizarea raporturilor complexe dintre ,centru® si ,periferie”.

Luis Camnitzer e un artist uruguayan diasporic, stabilit din 1964 in SUA, care si-a cladit intreaga practica de
artist conceptual pe Tntrebari ridicate dinspre periferia nonoccidentald si rezistenta impotriva autocolonizari,
motivatd de constientizarea situatiei de vesnic imigrant in relatie cu imperiul in inima cdruia traieste. Prima imigra-
re a lui Luis Camnitzer a avut loc afard din Europa si inainte de zorii memoriei: nascut in Libeck n 1937, parintii
sdi au fugit din Germania nazistd in 1939. Saptdmina petrecuta pe vaporul transatlantic a contat insa mult in
viata bebelusului de abia un an: dupd ce a studiat arhitectura si sculptura in Uruguay, Camnitzer a incercat intoarce-
reain Germania, studiind sculptura si imprimeria grafica la Miinchen, unde s-a simtit insa cu totul latinoameri-
can. A revenit apoi pe continentul american, insa, purtat in continuare de destinul exilului, Camnitzer a
imigrat ca uruguayan in ,imperiul* Statelor Unite in 1964, Tn acelasi timp in care in Uruguay ajungeau experti
veniti din Statele Unite, precum Dan Mitrione, care aveau sa predea si sd generalizeze folosirea torturii pen-
tru reprimarea disidentelor de stinga, incluzind proeminent prieteni, profesori si colegi de-ai sai de generatie
care ramdsesera in Montevideo.

Ca artist conceptual, Camnitzer ajunge sa pund intrebari necesare pentru actul de a concepe intr-o arta contem-
porand care se straduie sa perceapa si sa lupte impotriva presiunii puterilor capitaliste si coloniale. Camnit-
zer se intreabd cum poate lucra artistul n afara conditilor dominante si ce anume localizeaza politic artistul,
fard a grabi actul intelegerii in reprezentare. De fapt, motivul intirzierii necesare, al credrii unui timp propriu
ca parte din strategia de rezistentd, de refacere a istoriei, poate fi regdsit nu doar in raportarea sa fata de dece-
niile '50—'60-"70-'"80—'90-'00 ale artei ,contemporane®, care produce de altfel o intreagd alta istorie a artei,
ci siin atitudinea sa fatd de propriile idei sau momente de turnurd, care se opune radical atitudinii artistului
din periferie care compenseaza ,retardul” perceput al periferiei sale originare cu asimilarea celor mai avan-
sate forme ale avangardei. Astfel, primul text din grupaj incepe cu declaratia: ,Mi-au trebuit cam cinci ani sd
inteleg ca acest enunt era adevarul altcuiva®; in propria sa practicd, Camnitzer a realizat Uruguayan Torture Series
(1983—-1984) cu dubld intirziere, de un deceniu de la evenimente. Acesta e contextul ,invizibil* in care tre-
buie cititd si reflectia sa despre arta pop din acest dosar. Valentele apolitice si politice ale artei pop arata cu
totul altfel intr-o revizitare a sa Tmpreund cu colegii sai de generatie, care ramdsesera in Montevideo si sufe-
riserd abuzurile anilor de tortura ai dreptei. infond, unul dintre profesorii sdi de sculptura se dovedise a fi unul
dintre liderii miscarii Tupamaros, care fusese dat afard rapid de la universitate dupa ce a fost arestat pentru
jefuirea unei banci.

OVIDIU TICHINDELEANU (n. 1976). Doctor in filosofie (2008), cu o tezd despre mediile moderne ale sunetului si arheologia cunoasterii la
1900, in pregdtire pentru publicare in limba engleza. Studii de filosofie la Cluj (Universitatea , Babes-Bolyai®), Strasbourg (Universitatea Marc
Bloch) si Binghamton (Universitatea de Stat New York), cu specializare in filosofile germana si franceza ale ultimelor doud secole. In prezent,
pregateste volumul Colonizarea postcomunistd. O istorie criticd a culturii de tranzitie.



Intr-o lume socializata astfel incit intelegerea realitdtilor dominatiei se converteste foarte repede n pesimism
si cinism, iar arta functioneaza ca supapa controlata a atitudinilor critice, Camnitzer reaminteste nevoia de timp
al rezistentei si revolutiei, faptul cd hsusi actul intelegerii adevarului va fi convertit de fortele istoriei intr-o abstrac-
tie alienantd daca nu e insotit de munca din ,domeniul ideilor”, angajatd n profunzime nu doar pentru ,alfabe-
tizarea perceptuald” in continut, ci si pentru asumarea constructiei insesi a unei culturi a schimbarii sociale si
politice. In aceasta constd, aidi, utilitatea artei. lar prin Camnitzer, miscirile artei contemporane, dmpul siu epis-
temic surprins de el Intre abstractionism, conceptualism si arta pop, sint recentrate din perspectiva unei peri-
ferii participative, interventioniste, senzoriale, care are, spre deosebire de curentele occidentale la care se
raporteazd, un angajament politic foarte clar. in alte scrieri, Camnitzer declara fird echivoc c3, in ceea ce pri-
veste arta conceptuald latinoamericang, istoria canonica e atit de ideologizata incit ar trebui , stearsa si inlocuita
cu o altd istorie”. Succesiunea miscdrilor artistice canonizatd in centrele occidentale e inlocuitd cu genealogia
dada-situationism-Tupamaros-conceptualism; pentru Tntelegerea adecvatd a artei conceptuale latinoamerica-
ne, a modurilor in care aceasta refoloseste materiale, adopta si adapteaza posturi si cistiga densitate, Cam-
nitzer propune la un moment dat conceptele intraductibile, in istoria artei, de gjiaco, supa caraibiand de resturi,
salpicén, salata rece de carne si legume, si compota, compotul.

Textele lui Camnitzer pot fi vazute, la limitd, ca un fel de exercitiu freirian al constientizarii politice sau chiar ca
un exercitiu fanonian al observarii modurilor intime ale asimildrii coloniale, al alfabetizarii in citirea propriei si-
tuatii coloniale, aplicatd desigur la lumea artei. Rezultatul nu e doar deschiderea catre alte istorii ale artei, dar
siun repertoriu de referinte si strategii alternative pentru esteza liberarii. Doar prin asumarea pozitiei de imigrant
din ,lumea subdezvoltatd" ajunge Camnitzer sa surprindd caracterul provincial al artei occidentale dominan-
te, sa caute si sd observe istoriile locale relevante prin care arta, dar si alte practici raspund imprejurimilor pro-
prii si le transforma. De la miscarea de gherild urband Tupamaros, Camnitzer invata despre creativitate in general
si despre necesitatea ,activarii proceselor creatoare in arene nonartistice”, iar de la artistii latinoamericani invata
diferenta dintre subversiunea de dragul subversiunii si ,un angajament sintetic pentru arta si pentru o viatd mai
bund®. Istoria locald pe care o traseazd Camnitzer poartd si o alta Tnvatatura ce poate fi aplicatd altundeva, anume
cd la periferie, spre deosebire de Occident, edificarea culturii si agitatia politicd nu sint separate, iar aceasta are
consecinte paradigmatice pentru natura abstractiei insesi, indiferent ca aceasta e exprimata cu instrumentele
artei sau cu cele ale teoriei.

Arta coloniala contemporana (1969)
Luis Camnitzer

Aveam aproape optsprezece ani cind am citit primele trei volume din The Culture of the Cities de Lewis Mum-
ford. Din toatd cartea am retinut doar o singurd idee, o descriere cu care m-am identificat spontan: ,Baia e
unicul loc al intimitatii care ne-a mai ramas”. Mi-au trebuit cam cinci ani sa inteleg ca acest enunt era adevarul
altcuiva. E adevarat intr-un ,megalopolis*, dupa cum il numeste insusi Mumford, un monstru de oras crescut
prea mare, dar cu siguranta nu era adevdrat n orasul meu, Montevideo, cu mai putin de un milion de locui-
tori si spatii foarte largi, cel putin pe atunci si in contextul meu. Un simptom al culturii metropolitane reusise
sa evoce Tn mine, un locuitor al coloniilor — prin mijloace aparent intelectuale —, o experienta pe care nu o
avusesem niciodata.

Si-ntr-o zi am plecat din tara mea. Pe atunci, oamenii fluierau cind doreau sa isi exprime in mod public deza-
probarea. Cinci ani mai tirziu m-am intors si am descoperit ca fluieratul era folosit pentru aprobare, la fel ca
in Statele Unite ale Americii.

Un domn dintr-o tard dezvoltata inventeaza ,cartofii prajiti. i propriul sau context trdit, el reuseste sa im-
bogateasca astfel calitativ ora de cocktail, imbogatindu-se si pe sine cantitativ. Din contrd, in context colonial
el introduce un nou obicei, o chestiune de statut, un punct de identificare prin care colonia se poate raporta
la metropold, crezind ca simte si se comporta la fel. Putem spune ca ceea ce a avut loc e un viol cultural prin
intermediul cartofului.

Astfel de exemple evidentiazd doar fragmente din procesul de transculturare, doar o parte din cercul vicios
al dependentei economice, al monoproductiei, al credrii nevoilor artificiale si al substituirii valorilor culturale.
E un proces a carui implinire e situatia ideald in care mai toatd lumea chiar vrea sa participe. Transculturarea
a creat un mod de a asculta uttimul album, de a citi ultima carte, de a mesteca ultima guma, conform tuturor
calapoadelor metropolitane. Nici nu e necesar ca acest proces sa se realizeze n toate segmentele sociale. Din
perspectiva Imperiului, in conditile in care mecanismul general e bine uns, aceastd necesitate scade n pro-
portie cu cantitatea de putere detinuta de fiecare segment social.

Cele mai multe clase sociale ncap intre Cadillac si coca-cola, desi unele ramin sub cea din urma. Agentia de
presa UPI le oferd tuturor informatie imediata, totalizatd si universala.' Tn acelasi timp, furnizarea informatiei
filtrate produce ignoranta imediatd, totalizata si universala.

Artistul face parte din aceste segmente sociale informate si izolate. Tn zonele coloniale, artistul ocupa un rol
destul de vag definit — undeva intre bufon si purtdtor de cuvint. El e o spérturd prin care continua procesul
de filtrare impus de presiunea informationald a Imperiului. E ciudat faptul ca expresia ,artd coloniala” are doar
conotatii pozitive si se refera doar la trecut. I realitate, aceasta e prezentd, find numitd, cu benevolentd, ,sti-
lul international”. Cu mai putind politete, ea tinde sd fie epigonica, de mina a doua si uneori doar oportu-
nista.

Existd un proces cognitiv si o retorica foarte specifice Imperiului, si care nu sint noi. Ca presedinte al Statelor
Unite, John Quincy Adams declaran 1842: ,Datoria morald de a intreprinde schimburi comerciale intre natiuni
se bazeaza doar pe premisa crestind a datoriei de a ne iubi vecinul®. Pe atunci, concluzia trasd pe baza aces-
tui concept a fost ca, din moment ce China nu era cresting, era antisociald si amenintdtoare. Ca urmare, ,princi-
piul fundamental al Imperiului Chinez e anticomercial”. Aceasta a constituit justificarea morald pentru declansarea
,razboaielor opiului“, dupa cum au fost numite, cele doud razboaie purtate n primul rind intre Marea Brita-
nie si China, dar de pe urma cdrora a profitat puternic civilizatia occidentald si cresting.

Comodorul Perry s-a dus cu patru nave de razboi sd i ofere Japoniei izolationiste un tratat comercial. Sapte
luni mai tirziu, in februarie 1845, s-a intors dupa raspuns cu o flotila mai mare.

Precum comertul, arta e dincolo de jocurile politice meschine: arta ,imbunatateste comunicarea si intelege-
reaintre oameni*; e ,un numitor comun al intelegerii“. ,Lumea devine tot mai micd in fiecare zi*, iar sub presul

LUIS CAMNITZER s-a nascut in Germania in 1937, a crescut in Montevideo, Uruguay, trdieste si lucreaza in New York din 1964. S-a afirmat
international nu doar ca artist, ci si ca teoretician, critic si pedagog. In anii 1960—1970 Camnitzer a fost aliat oficial cu conceptualistii americani, dar
n uttimii 50 de ani a realizat o operd autonoma.
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Textele din prezenta arhivd sint preluate din
volumul Luis Camnitzer, On Art, Artists, La-
tin America and Other Utopias, ed. Rachel
Weiss, Austin, University of Texas Press,
2009.

Editorii i multumesc lui Luis Camnitzer,
Peggy L. Gough si UTP pentru acordarea
drepturilor de publicare.

I. United Press International, cea mai
mare agentie de presd din Statele Unite
din secolul XX (si in momentul Tn care
scria Camnitzer). Fondata in 1958, si-a
pierdut pozitia hegemonicd pe piata
nord-americand in favoarea agentiei
Associated Press in anii 1980—1990.
(N. tr)



2. Jumatate de secol mai tirziu, Statele
Unite consumd 28% din bunurile de
consum din lume, Tnsa in conditiile n
care productia globald de bunuri de con-
sum a crescut la niveluri fira precedent
in istoria umanitatii. impreund, Statele
Unite, Uniunea Europeana si Japonia
continud sd consume aprox. 62% din
bunurile de consum din lume, chiar daca
anumite rapoarte sustin ca din 2013
China a depdsit consumul Japoniei. Cf.
UNSD (Divizia de Statisticd a Organi-
zatiei Natiunilor Unite), unstats.un.org.
(N. tr)

3. Bienala de la Venetia din 1964, la care
marele premiu a fost acordat artistului
american Robert Rauschenberg, e con-
sideratd momentul de turnurd in care
s-a schimbat raportul de autoritate ntre
artele vizuale din Europa si cele din Sta-
tele Unite, prin succesul artei pop nord-
americane. Franta a acuzat juriul de
,colonizare culturald americana”. (N. tr.)

acestei expresii e ascunsd diferenta ce creste tot mai mult, in fiecare clipd, ntre necesitatile culturale ale tari-
lor economic dezvoltate si cele ale tarilor subdezvoltate sau in curs de dezvoltare.

Realizarile metropolei se bucura automat de validitate internationald. Dacd i numesti in Statele Unite pe un
Jasper Johns sau Rauschenberg ,artisti locali buni®, cu toate implicatiile de provincialism, asta sund a insulta,
e ofensator. Amindoi sint staruri universale, iar ,arta nu are frontiere“. Dimensiunile problemei transculturarii
pot fi intuite din faptul cd ,arta nu are frontiere” nu mai e o figura de stil, o vorbad de duh, ci mai degrabd o
banalitate.

Distorsiunea e insa si mai profunda. Statele Unite ale Americii, care detin 6% din populatia lumii, consuma
50% din bunurile de consum din lume.? Pe fingd consecintele militare legate de necesitatile mentinerii aces-
tei situatii si multumita acestei proportii destul de monstruoase, SUA au puterea de a stabili conditiile pietei
pentru bunuri de consum. Bunurile de consum artistice nu constituie o exceptie de la regula.

Imperiul se straduie sd disemineze o culturd, chiar dacd aceasta cultura e doar un set de obisnuinte. Tn metro-
pold sint produse bunuri de consum artistic a cdror origine e o ,culturd existenta”. Creatia acestor bunuri (pe
care le numim ,produse culturale®) si consumul lor se acumuleaza in ceea ce numim ,istoria artei”. Aceastd
Listorie” e metropolitand, iar atunci cind apar istorii locale in alte locuri, acestea sint compilate folosind aceeasi
masuratoare. Cel care determina ceea ce e universal determina si modul in care trebuie realizatd universa-
litatea.

Pentru artistul din colonii, Intrebarea care se pune e urméatoarea: e participarea la jocul metropolitan cu arta
doar o aminare a eliberdrii coloniei de care apartine? E absurdd creatia de produse culturale atunci cind nu
existd o culturd care sd le justifice.

America Latind a fost o colonie vreme de cinci secole, fard niciun spatiu de respirat, unde sa isi asume iden-
titatea. Sarcina ramine aceeasi: edificarea culturii proprii, aflarea unei identitati culturale. Artistul, in loc sd lucre-
ze la aceastd problemd, are aceeasi atitudine ca restaurantele chinezesti din térile occidentale: se supune benevol
imaginii pe care i-o di cultura metropolitand. Tsi anuntd numele cu litere in stil chinezesc, i fac reclama sub
titulatura de ,mincare exotica” si includ, pentru orice eventualitate, o pagind de mincare metropolitand fn meniu.

Fard prea multa constiinciozitate stiintifica, voi fmprumuta cftiva termeni din teoria informatiei — originalitate,
redundantd, banalitate — pentru a situa mai bine artistul care lucreaza in afara directiei dominante [mainstream].
Tn mod traditional, arta echilibreaza cu atentie aceste trei elemente. Originalitatea e contributia operei de arta.
Redundanta, care e un deseu de informatie repetitiva din punct de vedere tehnic, asigura receptionarea inte-
ligentd a mesajului de catre public. Banalitatea e cadrul de referintd sau setul de elemente cunoscute, de care
originalitatea are nevoie ca de un vehicul, pentru a nu muri in ermetism si incomunicabilitate.

Una dintre decizille care localizeaza politic artistul e sistemul banalitatii sau sistemul de referintd pe care 1l folo-
seste. Artistul colonial crede ca face aceasta alegere n libertate deplind. Cu toate astea, in general el are de
ales doar intre trei posibilitti, care sint la rindul lor bazate pe manufactura produselor culturale. Asa ia naste-
re situatia paradoxald cd artistii cu constiintd politica sint cei care continua sa lucreze pentru cultura metropoli-
tand. Cele trei optiuni sint stilul international, ,folclorismul” regional pitoresc si subordonarea fata de continutul
politico-literar. Toate aceste optiuni alimenteaza distorsiuni odata ntoarse in cuftura lor originara.
Contributia sau originalitatea unui produs cultural functioneaza doar ca rafinare a culturii din care provine (pen-
tru cultura nsdsi, dar si pentru expansiunea sau prozelitismul sau). Originalitatea produce o sofisticare a pro-
cesului de consum. Apoi, creatia produselor culturale in zona coloniald devine un instrument pentru imbogétirea
sau cresterea gradului de sofisticare al culturii metropolitane. Cu puterea tot mai mare a stilului international,
rezultatul e evident In ceea ce priveste productia Americii Latine. Tendintele estetice aflate n uz sint perma-
nent Tn urma tendintelor promovate Tn centrele imperiale, fard evolutile corespunzdtoare din acele centre.
Ca urmare, artistii se dezvolta individual prin rupturi artificiale, care pot fi explicate doar prin data la care a ajuns
yrevista de artd" sau data la care a avut loc ,expozitia“ cu informatia la zi. Marirea fluxului informational nu face
decit sd accelereze viteza schimbdrilor.

Alan Solomon, care a ngrijit expozitia SUA la Bienala de la Venetia, unde Rauschenberg a cistigat marele pre-
miu, lucrdrile sale find transportate cu un avion militar?, a ldudat un grup de artisti din Rosario, Argentina, findca
,Jucra dupd standardele din New York, cu o intfrziere de doar citeva sdptdmini®. Pictorul din New York Frank
Stella a declarat: ,Daci sintem cei mai buni, e corect ca ei si ne imite”. In acelasi timp, artistii coloniali s-au
plins de costurile cromarii si in general ale plasticelor, care fi scoteau de pe piata internationald. T acelasi timp,

EAT (Experimente in Artd si Tehnologie) deschide filiale Tn diferite tari subdezvoltate, de obicei la cererea artisti-
lor nsisi.*

lgnoranta deliberatd e o reactie impotriva stilului international care duce la folclorism. Aceasta optiune, in loc
sd se bazeze pe activitdtile din centrele culturale imperiale, se bazeazd pe traditille locale, 1n special pe simp-
tome formale ale traditilor locale. Aceastad optiune prezinta doua probleme. I primul rind, aceste traditii nu
sint de obicei sensibile la realitatea imediata si prezentd, incurajind fuga de realitate. in al doilea rind, in afara
cftorva exceptii, aceste traditii sint moarte. Au avut loc prea multe colonizari pentru a asigura o continuitate
ntre traditii si artist. De obicei artistul e din clasa mijlocie si consuma mai degraba dect traieste traditiile res-
pective. Optiunea folclorista devine tot de mina a doua, ca si optiunea de a urma stilul international.

A treia optiune e subordonarea lucrului ,artistic” fatd de continutul politico-literar. Aceastd optiune se dato-
reaza unui angajament politic care preceda decizia creatoare. T sine, acesta ar fi un proces normal. Limitari-
le apar atunci cind procesul de creatie se dedica doar productiei de ilustratii, preocupata doar de caracterul
didactic, folosind in acelasi timp regulile jocului indicate de istoria artei. Functia didactica are nevoie de un procen-
taj mare de redundanta, lasind putin loc pentru originalitate.

Am descris optiunile de mai sus in forma lor cea mai purd. Pe piata internationald, cistigatorii care provin din
colonii par sa foloseasca mai mutte optiuni simultan. Probabil ca in acest mod obtin un grad mai mare de ,,contri-
butie* si comunicabilitate.

Toti artistii care urmeazd aceste reguli ale jocului, indiferent de sistemul de referinta folosit, sint limitati de un
sistem mai larg, care e indiferent fatd de esteticile sau politicile lor. E vorba de sistemul obiectului. O pictura
e o picturd si poate fi recunoscuta ca atare fn orice forma sau orice continut ar avea. Acelasi lucru e valabil pen-
tru orice obiect de artd, chiar dacd nu urmeaza liniile formale traditionale. Masina de publicitate e suficient de
puternicd pentru a transmite etaloanele recunoasterii care sint numite in fiecare moment ,,avangarda“. Tnsasi
eticheta ,avangarda“ e un astfel de etalon.

Relatia dintre obiect si consumul sau (care rezuma caracteristicile relatiei dintre artd si societate) e un fel de
termometru pentru functionalitatea artei. In societatea capitalistd, economic dezvoltata, obiectul de arta e supus
legii cererii si ofertei. Prin creatia sa, artistul e situat in cadrul productiei de obiecte, iar prin invatdturile sale in
productia de creatori. Pentru ambele e platit cu putina filantropie sau deloc, din moment ce structura puterii
il accepta ca important sau cel putin folositor.

Situatia se reflectd si n investitia economica facuta de artist sau de patronul sau n productia efectiva a lucrari-
lor. In 1968, la festivalul anual de sculptur al muzeului Whitney, costul mediu al investitiei in materiale trebu-
ie sa fi fost in jur de 200 de dolari SUA. Suma asta e mai mare decit venitul anual al majoritdtii locuitorilor din
tarile subdezvoltate.

T acelasi timp, compromisurile pe care trebuie sa le faca artistul din colonii sint mult mai evidente si dureroa-
se. In mod obisnuit, artistul nu poate trai din talentele sale. Are un job sau mai multe, fard nicio legatura cu
arta sa. Vinde turistilor sau unei mici elite nationale. Depinde de filantropia guvernului si de expozitille sale corup-
te politic. Are mereu de ales intre principiile sale si coruperea scopurilor.

Cred cd exista doud posibilitati de schimbare. Tt pe calea moderatd, artistul va continua folosirea aceluiasi
sistem de referintd caruia i apartin formele multumita carora ceea ce face continua sa fie considerat arta, fnsa
nu pentru a produce produse culturale, ci mai degraba pentru a aduce la vizibilitate datele unei culturi emer-
gente. Asta Inseamna sa informezi despre situatii care nu sint n mod necesar estetice, dar care pot influenta
mecanismele ce vor produce sau vor defini in cele din urmd o cultura. Elementele procesului de transcuttu-
rare trebuie izolate, evidentiate si constientizate — de asta cred cd avem nevoie, dar si de o idee despre esentele
ce ar permite crearea unor noi platforme. Aceasta e ceea ce putem numi o ,alfabetizare perceptuald”. Con-
ditia acesteia e nsa asumarea subdezvoltdrii economice ca stimulent cultural, fard judecdti de valoare relati-
ve. Ceea ce poate fi negativ in termeni economici e doar un fapt in temeni culturali. Tn acest moment, o mare
parte a locuitorilor din zonele subdezvoltate mor de foame, dar artistii continud sa produca artd ce corespun-
de societdtii cu stomacul plin.

A doua cale consta n influentarea structurilor culturale prin intermediul celor sociale si politice, aplicind ace-
easi creativitate folosita de obicei Tn arta. Dacd analizam activitdtile anumitor grupuri de gherila, n special Tupa-
maros si alte citeva grupuri urbane, putem observa deja ceva in acest sens. Sistemul lor de referintd e cu totul
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strdin de sistemele traditionale ale artei. Cu toate acestea, permite expresii care contribuie la o schimbare struc-
turald totald, dar care se bucurd si de o mare densitate a continutului estetic. Pentru prima oard, mesajul este-
tic poate fi inteles ca atare, fara ajutorul vreunui ,context artistic* dat de muzeu, galerie etc.

Gherila urbana functioneaza in conditii foarte asemanatoare celor cu care se confrunta artistul traditional atunci
dind trebuie sd produca o lucrare. Au un scop comun: comunicarea unui mesaj si, in acelasi timp, schimba-
rea pe parcurs a conditiilor in care se regaseste publicul. Artistul si gherila incearca, in mod similar, sa identifi-
ce de cita originalitate e nevoie, pe fondul a ceea ce e cunoscut, pentru a sublinia un mesaj pind la nivel de
notorietate, incluzind uneori trimiteri in necunoscut. Atunci cnd se trece de la obiect la situatie, de la legali-
tate elitistd la subversiune, apar cfteva elemente noi. Publicul, un consumator pasiv, trebuie dintr-odatd sa parti-
cipe activ pentru a fi parte din situatie. Trecind de la legalitate la subversiune, apare necesitatea de a identifica
stimulentul minimal cu efect maximal — un efect care, prin impactul sau, justifica riscul asumat si fl recompen-
seaza. In timpul anumitor perioade istorice, la nivelul obiectului, aceasta a insemnat s te confrunti si s3 creezi
mistere. La nivelul situatiilor, si in acest caz, asta Tnseamna schimbarea structurii sociale.

Aceste coincidente nu sint suficiente pentru a face artist din luptatorul de gherild urband, asa cum practica picta-
tului nu e suficienta pentru a face artist dintr-un pictor. Dar exista anumite cazuri cind gherila urbana dobindes-
te un nivel estetic ce transcende functia pur politica a miscarii. Atunci cind miscarea ajunge la acest nivel, ea
se afld cu adevarat pe calea credrii unei noi culturi, in loc sd dea o noua forma politica unor vechi perceptii.
Optiunile artei traditionale Tndeplinesc din punct de vedere social aceeasi functie ca toate celelalte institutii folo-
site de structurile puterii pentru a asigura stabilitatea. De aceea, ele duc la o esteticd a echilibrului. in mod machia-
velic, in acest cadru, un mesaj revolutionar poate fi redus la functia de asigurare a stabilitdtii. Arta devine in acest
caz supapa de siguranta pentru exprimarea nevrozelor individuale si colective ce fsi au originea n inabilitatea
de a face fatd mediului. Produsele sale preiau rolul de corectie intirziatd a unei perceptii oprite la nivelul siste-
mului de conventii si stereotipuri care dau stabilitate societatii. Produsele artistice creeaza un sistem un pic fnnoit
care va fiin cele din urma asimilat de istorie, necesitind apoi un nou sistem, si asa mai departe, la nesfirsit.
Obiectele de artd, generind mai multa simpatie decit empatie, sint folosite pentru identificarea in stare de alie-
nare a consumatorului. De pildd, consumatorul poate sa se identifice cu mesajul moral al unui film. fi aplauda,
simtind ca in acest mod Tsi plateste partea de angajament personal, fard a trebui sa Tsi schimbe viata n vreun
mod semnificativ. E aceeasi actiune catarcticd oferitd de religie.

Opusa acestei situatii e estetica dezechilibrului, a afectarii structurilor; care solicita participarea deplind sau respin-
gerea deplind si nu permite confortul aliendrii.

Ea duce la confruntare, care aduce schimbarea.

Ea duce la integrarea creativitdtii estetice Tn toate sistemele de referinta folosite in viata cotidiana.

Ea face din individ un creator permanent, il pune n stare de perceptie constanta. il face s37si determine mediul
inconjurdtor conform propriilor necesitdti si sa lupte pentru obtinerea schimbarilor.

Traducere de Ovidiu Tichindeleanu

Accesul la mainstream (1987)
Luis Camnitzer

“wn

Aaborda ,accesul la mainstream" in cadrul artelor inseamna a aborda chestiunea succesului de piatd. Din acest
motiv, subiectul a provocat mereu emotii contradictorii — n primul rind dorinta si resentimentul —, iar aceste
emotii au fost deosebit de puternice in rindul artistilor ce nu apartin grupului social care produce si sprijind ceea
ce se cheama artd ,mainstream”.

Cu toate ca termenul ,mainstream" are reverberatii democratice, sugerind o institutie deschisa si sprijinita de
majoritate, el e mai degrabd elitist, reflectind o clasa sociald si economicd particulara. In realitate, ,mainstream”
presupune un grup restrins de paznici culturali si reprezinta un nucleu select de natiuni. E numele unei struc-
turi de putere care promoveaza o cultura hegemonica autodesemnata. Din acest motiv, dorinta de a apartine
mainstream-ului si aceea de a-| distruge apar adesea in acelasi timp la indivizi care sint sau se simt marginali in
raport cu acesta. In functie de origine si fundal social, accesul individual la mainstream e pentru unii mai dificil
dedit pentru altii.

Discutii despre suferinta unor grupuri etnice sau nationale diferite, impreund cu anecdote ilustrind esecuri si
succese n incercarea lor de a avea acces la mainstream, nu ajuta la clarificarea chestiunii; ele doar ne distrag
de la ea. Ceea ce meritd atentie sint elementele comune experientei tuturor, de pilda, colonialismul ca forta
ce afecteaza atit coloniile interne, it si pe cele externe, valorile inculcate prin institutiile de educatie ce separa
oamenii de identitdtile lor si fetisizarea de cdtre piata a succesului individual n raport cu construirea unei cul-
turi. Acestea sint chestiuni consistente. Prin aceste elemente piata devine un instrument al omogenitdtii, iar
mainstream devine un eufemism pentru actiunile acesteia.

Secolul nostru a vazut introducerea citorva noi metode productive n analiza proceselor artistice si a probleme-
lor artei. O parte din irationalitatea si obscurantismul precedente a fost indepartatd si putem vedea acum arta
mai mult ca o modalitate a cognitiei, ca un fel de a formula si rezolva probleme Tn cadrul cognitiei. Asta a adus
oarecare claritate, bine-venita in domeniul artistic. Dar a avut si consecinte mai putin pozitive atunci cind aces-
te premise analitice au fost duse la extrem; s-a tras concluzia cd arta ar trebui perceputa in termeni formalisti,
iar acestia — nu fdrd asemanare cu termenii din matematica — ar trebui omogenizati intr-un stil ,international”.
De fapt, conceptul unui stil international poate fi vazut drept unul folositor pentru hegemonia politica si
expansionismul cultural.

Miscarile moderniste dezvoltate in centrele culturale occidentale de-a lungul acestui secol —in particular mitul
Abstractionismului — au fost asociate mereu cu promovarea unui stil international, iar acest stil a fost in cele
din urma folosit ca un rdspuns cultural la ,totalitarism®, el insusi un termen din Razboiul Rece, creat pentru a
denigra autocratia sovietica prin clasificarea sa in aceeasi categorie cu regimul nazist.

In acelasi timp cu aceste dezvoltari, ,nationalismul” a devenit un cuvint ce simboliza regresia culturald, mini-
mizind astfel utilitatea acestui termen ca instrument anticolonial. De vreme ce expansionismul cuftural a inclus
si cresterea pietei, acceptarea acestor conditii ca linii directoare ale pietei n-a fost dificild. Drept consecintd,
artisti ce faceau parte din etnii si natiuni ale unor culturi subordonate puteau avea succes pe aceasta piata daca
lucrau intr-un repertoriu formal acceptabil, in timp ce expresia etniei si/sau a nationalitatii trebuia sa se limite-
ze la continut. Aceastd etnicitate reziduald a permis proiectelor lor sa fie percepute ca find usor exotice, indea-
juns pentru a mentine, de partea pietei, imaginea multumitd de sine a deschiderii si pluralismului. Aceeasi etnicitate
reziduald semnalase ca ,radacinile” artistului sint infipte inca in comunitatea sa de origine.

Totusi mindria comunitatii depindea mai mult de faptul ca artistul ei ,a reusit in lumea artei” decit de contri-
butia culturald pe care o aducea comunitatii sale. Artisti precum Romare Bearden sau Fernando Botero, de
pildd, sint mai respectati in comunitatile lor pentru preturile lor de piatd decit pentru vreo schimbare posibild
a viziunii pe care ar fi putut s-o introducd in rindurile conationalilor sau coetnicilor lor. Un simptom clar al coloni-
zdrii e tendinta de a vedea trecerea de la cultura subordonata la cea hegemonica drept un semn de progres
Si succes.

T anii recenti, eclectismul n voga pe piatd — ,pastisa“ postmoderna — a permis introducerea unor crapaturi
efemere Tn acest tablou. Identitatii nationale germane si celei italiene, asa cum au fost proiectate ele de neoex-
presionisti si de transavangardisti, li s-a permis sa aiba un loc, in pofida faptului ca ele nu se conformeaza in
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totalitate ideii de omogenitate internationald. Prin arta feminista si graffiti, afirmarea unei identitati de grup dis-
tincte a primit statut de expozitie, iar kitsch-ului i s-a permis sa conteste purismul formalist. in timp ce partile
implicate In aceastd diversificare a mainstream-ului nu si-au asumat intreaga responsabilitate pentru ideologii-
le politice implicate in munca lor, Tn mod clar contributiile lor au avut tendinta de a se Tnscrie intr-una dintre
cele doua categorii ale postmodernismului: de dreapta si de stinga.

Tn postmodernismul de dreapta — David Salle ar putea fi un exemplu — sint reintroduse, regurgitate chiar, produ-
se de piata din trecut, cu o putere de Vinzare revitalizata. 13 postmodernismul de stinga — Kenny Scharf ca un
exemplu pentru exprimarea identitatii, Hans Haacke pentru politicd — citeva elemente pind atunci inaccepta-
bile au fost introduse Tn cimpul pietei si, drept rezultat al succesului lor, au fncurajat speranta ca definitia insasi
a mainstream-ului poate fi schimbata.

Aceasta sperantd a fost urmata de dezamdgire. O structura multinationald de galerii a reinternationalizat aces-
te oferte. Inainte de implicarea galeriilor muttinationale si a preturilor, Germania si Italia fuseserd contrapartea
artistica a ce sint Taiwan si Coreea pentru industrie. Taisul postmodernismului de stinga a fost tocit de sic pen-
tru a se potrivi mai bine cu galeriile. Diversitatea s-a amalgamat in repertoriul extins al pietei si ceea ce ar fi
putut sa insemne o spartura cufturala s-a tocit fn nimic altceva decit o crestere a ofertei de marfuri.

E foarte usor sa denigrezi piata ca pe un rau. Imboldul ei denaturant, aplombul cu care se autofelicitd, aplatiza-
rea sa culturald care trece peste toate ca un buldozer si rasismul ei de profunzime — toate astea o transforma
in tinta criticilor. Dar majoritatea acestor denigrari presupun ca, in anumite conditii, piata ar putea fi corectata.
Daca ar exista curatori si critici exprimind punctele de vedere ale minoritdtilor. Daca ar exista un acces mai
usor pentru artistii minoritari. Daca ar exista mai multe galerii pentru minoritdti sau mai mult loc pentru artistii
minoritari in galeriile mainstream.

Cind critica pietei urmeaza acest curs, pierdem din vedere faptul c3, in primul rind, piata se afla in propria-si
slujba si in aceea a unui anumit sistem socioeconomic, iar asta va continua indiferent de orice schimbare Tn
ce priveste rasa, sexul sau nationalitatea celor care joaca un rolin cadrul ei. Largirea paletei de actori activi va
ajuta cu sigurantd citiva indivizi sd supravietuiasca in timp ce muncesc. Dar aceasta realizare nu trebuie confun-
data cu o revolutie Impotriva pietei. Culturile subordonate si periferice vor continua sa isi mentind statutul defa-
vorizat atfta timp cit pietele lor proprii si specifice ramin defavorizate. Ele vor continua sa fie supuse erodarii
atfta timp cit internationalismul slugarnic e perceput ca un simbol al statutului.

Accesul la mainstream inseamna n realitate transformarea artistului in mainstream. Spre sfirsitul anilor 1960,
a existat o presiune pentru ceva numit ,capitalism negru®, care a fost Tn mod clar mai degrabd o promovare
a capitalismului decit a faptului de a fi negru. Conform presupozitiei neexaminate a acestuia, capitalismul era
cel mai bun — de nu chiar singurul — mod de viatd si, prin oferirea unei invitatii si a niscaiva ajutoare de a parti-
cipa la el, problemele sale critice vor disparea. N-a fost, cum s-a pretins, o chestiune de ,integrare”, analizin-
du-se probleme a doua parti in speranta de a crea o a treia optiune. Fusese o chestiune de a tolera accesul
uneia dintre parti la un mainstream controlat de cealaltd. Capitalismul nu trebuia schimbat; trebuia largit.

A sosit poate momentul de a concentra eforturile noastre critice mai degraba pe artistul colonial decit pe piata.
Avrtistii coloniali formeaza un grup schizoid si nesigur. Pe de o parte, ne dorim cu orice pret sa expunem ntr-un
muzeu sau in cea mai buna galerie. Dacd nu reusim, ne considerdm ratati. Pe de altd parte, daca altii reusesc,
ne miroase a cooptare. Daca un comentator alb de limba engleza vorbeste despre ,chestiuni ale minoritatilor®,
percepem observatiile sale ca ignorante si condescendente, oricit de bine informate sau de bine intentiona-
te arfi ele. Dacd observatiile sint ficute de membrul unei minoritati in contextul pietei, le concediem ca larghe-
te calculatd a cuiva care vine sa umple un procent; nu acceptam n totalitate aceasta afirmatie ca pe o dovada
cd arta mainstream s-a redefinit efectiv.

Motivul pentru aceastd reactie ambivalentd nu se bazeaza pe continutul remarcilor, ci pe contextul in care sint
facute ele, semnalfind o neincredere care, folositd cum trebuie, ar putea fi sinatoasd. Concentrarea noastrd
obsesiva pe piatd, coloratd de frustrarea accesibilitatii in teorie si de inaccesibilitatea de facto in practica, ne Tmpie-
dicd in folosirea corecta a instinctelor noastre. Abia cind ne-am resemnat cu esecul ne uitdm n alta parte si
ne apucam de critica. Cit timp exista o sansd de succes, putem formula anumite critici, dar actiunile noastre
vor contrazice cuvintele noastre. In timp ce critica ne dd un sentiment de conexiune cu comunitatea noastrd
de origine, scopul nostru ramine accesul la mainstream cu orice mijloace.

Arta e orice se potriveste pe piatd, iar ceea ce nu se potriveste e tratat ca strain acestui dmp. Aceasta diviziu-
ne simplista pierde din vedere procesele prin care trebuie sa trecem n incercarea noastrd de a ajunge pe piatd

si distorsiunile puternice la care sintem supusi. Venind din culturi subordonate sau periferice, impulsul artis-
tului minoritar de a participa la piatd, de a gdsi un loc in centrul culturii hegemonice, e produsul colonizarii.
Pentru a avea succes Tn a deveni un membru al acestei culturi, trebuie sa trecem printr-un proces minu -
tios de asimilare. Cind nu reusim cu totul in imitatia noastra, sintem lasati intr-o stare foarte vizibild si jalnica
de afectare.

I toate cazurile de minorititi transformate n mainstream — artistul striin, capitalistul negru care vrea sa devind
mainstream —, procesul colonizator duce la interiorizarea dorintei de asimilare. Cind colonizarea e reusita, asi-
milarea devine ceva ,natural® si inevitabil. Ni se va da voie sa participam la dmpul competitiei si la afacerile
libere, asa incit toti devin proprietarii bucurosi si creduli ai unor posibilitati egale. Dar pe drumul catre acest
platou, au loc anumite schimbari in expresia individului. Unele dintre aceste schimbari devin credibile, altele
mai putin. Daca ele sint credibile, asimilarea a reusit. Daca nu, singurul lucru obtinut e afectarea, poza. Ceea
ce se exprima e perceput ca un semn de kitsch, o trasatura nouveau-riche sau ,arivism*. O cultura ce trebu-
ie uitatd e acoperita partial cu una care ncd n-a fost complet insusitd sau o cultura pe care n-o mai tinem bine
minte e reinterpretatd in mod fals pentru ochii unei culturi prost intelese.

O cronica recentd a unui concert al cintdretei peruane Yma Sumac afirma cd ,spectacolul ei de scena a fost
o stilizare vulgard, sexi, «de la sud de granita [a Statelor Unite]», a marilor spectacole de operd, in care ea a
jucat o divad primitiva in acord mistic cu fortele naturii®. Si maifncolo: ,De ambele pérti ale scenei erau replici
din polistiren ale zeitatilor incase, iar cintareata, costumata intr-o mantie mov transparenta, a afisat o super-
bie teatrala”. Desi nu prea e posibil ca privitorul sd se fi asteptat ca dna Sumac sa Tmprumute statui incase ori-
ginale de la Muzeul Metropolitan, descrierea este totusi un bun inventar al muttiplelor feluri in care ea a transgresat
bunele maniere ale culturii inatte hegemonice. Pind si posibila originalitate a transgresiunilor sale e pusa in umbra,
mai jos, de o comparatie cu spectaculozitatea lui Liberace. Ceea ce lipseste cu totul din aceasta cronicd e un
inventar al transgresiunilor pe care dna Sumac le-a facut in raport cu propria sa culturd, al violdrilor operate
pentru a corespunde pietei lui Liberace si ecourilor acestei piete n Peru.

Colonizarea, asimilarea si afectarea sint trepte ale aceleiasi scari, aflate doar la distante diferite de ceea ce se
considerd a fi virful de atins. Majoritatea dintre noi care au venit din culturi diferite au pasit pe toate trei trep-
tele, in parte datorita unor decizii personale, dar cel mai adesea din cauza unor presiuni sociale si culturale
nepercepute. Toate cele trei trepte semnifica o substituire a valorilor culturale, o pierdere a ce am avut. Mai
important, ne deteriordm capacitatea de a cerne propria noastra realitate pentru a gasi cardmizile indepen-
dentei noastre. Noi, cei care sintem artisti veniti din alte tari, am fost supusi tirziu la scolile de artd si ne-am
formatat incomplet in centrele cutturii. Noi, cei care am trdit in centrele culturii, am fost procesati in mod direct
pentru a ne topi in aliajul general. Tn ambele cazuri, s-a creat in noi un sir de nevoi artificiale, fidindu-ne s3 consi-
derdm centrele culturii si valorile lor ca definind intr-adevar punctul cel mai fnalt al scdrii, sd credem ca proprii-
le noastre culturi de origine, culturile subalterne, sint nevalide. Si cu toate astea, pe undeva, o legatura ramine
vie, tragindu-ne napoi la acele culturi si definind o samintd anti-mainstream.

Am fost Tnvatati sd vedem arta ca pe un gest apolitic, lipsit de consecinte politice, operind Intr-un spatiu nonpo-
litic. Cind politica se strecoard in lucrarile noastre, ea e limitatd la nivelul unui continut rezidual, placindu-ne
oarecum constiinta, fard a ne forta sa ne revizuim strategiile. Nu vedem ca politica nu se reduce doar la conti-
nut, Tntr-un mod simplist. Traim mitul alienant de a fi in primul rind artist. Nu sintem. Sintem T primul rind
fiinte etice deosebind ce e bine de ce e rdu si ce e drept de ce e nedrept, nu doar in domeniul individului, ci
siin contexte comunitare si regionale. Pentru a supravietui din punct de vedere etic, avem nevoie de o constiin-
td politicd menitd sa ne ajute la intelegerea mediului nostru inconjurator si trebuie sa dezvoltdm strategii pen-
tru actiunile noastre. Arta devine instrumentul pe care l-am ales pentru punerea in practicd a acestor strategii.
Alegerea noastra de a deveni artisti e o decizie politica, independent de continutul lucrarilor noastre. Definitia
noastrd a artei, a culturii pe care o servim, a publicului caruia ne adresam, a ce trebuie sa obtind munca noastrd
e o decizie politica.

Astfel, problema nu e accesul nostru la mainstream, ci accesul acestuia la noi. Doar in acesti termeni poate actio-
na mainstream-ul ca o cutie de rezonantd pentru activitatile noastre, fara a ne eviscera. Daca mainstream-ul vine
la noi sau trece pe finga noi e de o importanta secunda. Lucrul cel mai important e ca noi sa raminem Tn breas-
la care construieste o culturd si sd stim in modul cel mai precis cu putintd a cui si ce fel de culturd construim.

E la fel de important sa ne reducem egourile. Ideea de a construi o cultura poate ldsa impresia cd am putea
s-o facem singuri. De fapt, rolul nostru e echivalent cu acela al unei caramizi in construirea unei cladiri. in anu-

arhiva



mite circumstante, aceastd atitudine poate suna ca o postura separatistd, dar nu e. Ea nu implica o fntoarce-
re la nationalismul provincial sau la parohialism. E o pozitie care subliniazd cd puterea de vinzare nu e neapdrat
n interesul nostru, dar stoparea colonialismului este.

Exista o diferenta importanta intre autonomia culturald si sovinism. Autonomia culturald duce la generarea de
indivizi independenti. Sovinismul duce doar la rasism si, dacd i se da puterea, la imperialism. Imperialismul nu
e altceva decit provincialism cu putere de intimidare.

Ceea ce implica pozitia afirmatd aici nu e, de fapt, nimic altceva decit o reordonare a prioritdtilor in momen-
tul dnd o schimbare radicald de care este asa de mare nevoie pare de neatins.

Traducere de Alexandru Polgar

Arta si politica: esteticile rezistentei (1994)
Luis Camnitzer

Existd doua posibilitdti de a aborda problema artelor vizuale n lumea subdezvoltatd. Conform primei, se declara
cd arta e un set universal de valori si tehnici in cadrul carora fiecare se bucura de libertatea sa de expresie. I
cealaltd, se considera cd indiferent de modul n care pictezi, din momentul in care pensula e ridicatd, nca inain-
te ca aceasta sd atinga pinza, rezultatul e deja menit sa fie un produs si exemplu al colonizarii.

Desi admit caracterul caricatural al acestei polarizari, marturisesc ca sint, temperamental, mult mai aproape
de a doua pozitie. Creatia unui artist e atit de mult produsul efectului combinat, impus, al valorilor si gustului
internalizat, incit ideea de libertate pare a fi oarecum nelalocul ei. Arta ca tentativd intentionald de rezistentd
ar putea fi un concept mult mai folositor.

Desi aceasta abordare s-ar putea opune artei ,bune” din America Latind — conform determinatilor mainstream
—ea ne permite sa identificdm ceea ce face ca anumite lucrari de artd sd fie ,importante”. Mai mult, ne forteaza
sd extindem limitele a ceea ce e considerat a fi artd. Daca vom concepe arta ca fenomen cultural in America
Lating, va trebui sa exploram frontierele dintre artd si politica. Doud concepte se impun din intersectia aces-
tora: estetica politizatd si politica estetizatd. Voi ilustra primul concept cu exemplul expozitiei politice Tucumdn
arde, care a fost produsul radicalizdrii unui grup de artisti argentinieni. Voi ilustra al doilea concept prin corpul
de operatiuni ale Miscarii de Eliberare Nationald din Uruguay, mai bine cunoscuta sub numele de Tupama-
ros. Ambele exemple sint din anii 1960, perioada din istoria recenta cind estomparea limitelor dintre arta si
politicd atinsese cota maxima.

In august 1968, citiva artisti din Rosario si Buenos Aires au organizat Prima Intiinire National3 a Artei de Avan-
gardd, pentru a conspira la elaborarea unei forme de arta cu totul noi din punct de vedere etic, estetic si ideo-
logic.' Preocupat find de cooptarea traditionald a oricarei forme de arta capabile sd deranjeze societatea, grupul
a cazut de acord cd dezvoltarea artei nu mai poate consta in formarea unei miscari de avangarda, ca locul expu-
nerii artei nu mai putea fi o galerie sau un muzeu si ca arta nu se mai poate autolimita la publicul de elita. Arta
trebuia si deranjeze societatea, sustinea grupul, obtinind rezultate similare celor ale actiunii politice. in ace-
lasi timp, Tn mod diferit de actiunea politica, arta ar fi trebuit sa formeze cultura la un nivel mai profund, cu un
impact mai de duratd.

Cu ajutorul unor sociologi, economisti, jurnalisti si fotografi, grupul a decis sd lanseze o operatiune de ,,con-
trainformatii“. A ales ca subiect al expozitiei provincia Tucuman din nord-vestul Argentinei. Scopul era sa con-
tracareze publicitatea guvernamentald, care prezenta provincia in termeni paradiziaci, pentru a dezvalui
adevaratele conditii socioeconomice din Tucuman. Grupul sustinea ca doreau sa ,devina activisti si promo-
tori ai luptei sociale din Tucuman® si sd creeze 0 culturd subversivd, paraleld, care va macina masindria cuftu-
rii oficiale”.? Rubén Naranjo, unul dintre participanti, a explicat intr-un interviu recent cd grupul isi propusese
sd creeze ,un spatiu deschis de cdtre artd, unul in care realitatea sociald e oferita prin si dincolo de tipul denunturi-
lor furnizate Tn mod obisnuit de cronicile sociale sau politice”.®

Grupul a Tnceput prin culegerea de informatii, cu ajutor oficial, despre conditiile de trai din Tucuman. Artistii
au sustinut conferinte de presa pentru a-si face publicitate, descriind nsa proiectul doar ca elaborarea unui
profil cultural al provinciei. Schema a functionat; grupul a reusit chiar sa atragd materiale pozitive in media
centrald.

Ajutorul oficial a disparut insa dupa deschiderea expozitiei. Artistii au montat instalatii folosindu-se de intrea-
ga cladire a Uniunii Generale a Muncitorilor (CGT) din Rosario si Buenos Aires. Ei au montat laolaltd inter-
viuri, fotografii murale si date de cercetare despre acumularea bogétiei de catre familile bogate. Vizitatorii erau
serviti cu cafea Tucuman — fard zahar —, iar incdperile erau cufundate la fiecare zece minute in intuneric pen-
tru a indica frecventa mortalitdtii infantile (lucru explicat n intuneric de o voce prin difuzoare puternice).
Manifestul distribuit la deschiderea expozitiei din Rosario ficea apel la o arta revolutionard: o artd totald — care
modifica totalitatea structurii sociale; o artd transformatoare — care distruge separatia idealista dintre opera de
arta si realitate; o artd sociald — care se uneste cu lupta revolutionard impotriva dependentei economice si a
reprimarii de clasa. Dupa citeva zile, presiunea exercitata de politie asupra sindicatelor a fortat CGT sa inchida
expozitia.
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Tucumdn arde a fost o operatiune co-
lectiva, derulatd in conditii partiale de
anonimitate. Urmatorii artisti sint prin-
tre cei implicati in implementarea pro-
iectului: Beatriz Balbé, Roberto Jacoby
si Ledn Ferrari din Buenos Aires; Gra-
ciela Borthwick, Jorge Cohén si Jorge
Conti, din Santa Fe; Eduardo Favario,
Osvaldo Boglione, Aldo Bortolotti,
Nora de Schork, Graciela Carnevale,
Noemi Escandell, Rodolfo Elizalde,
Emilio Ghilioni, Marta Greiner, Rubén
Naranjo, Roberto Puzzolo, Juan Pablo
Renzi, Marfa Teresa Gramuglio, Maria
de Arecha-vala, Estela Pomerantz, Ni-
colas Rosa, José Lavarello, Edmundo
Giura, Carlos Schork, David de Nully
Braun, Roberto Zara, Oscar Bidust-
wa, Rall Pérez Cantén Sara Lopez
Dupuy si Jaime Rippa, din Rosario. Cf.
Sueldo, Andino, Sacco, Accién de la
vanguardia. Veai si Fernando Farifia,
Hernando Ameijeiras, ,La muestra ‘Tu-
cumdan arde’ fue un hecho inédito en
el pais”, La Maga, Buenos Aires, 24 fe -
bruarie 1993, p. 28-29.

. Numele Tupamaros se referd la trei lu-

cruri: Tupac Amart, conducdtorul re-
beliunii inca, executat de spanioli n
1782 in Cuzco; luptdtorii gaucho uru-
guayani pentru independentd de la
nceputul secolului XIX, care s-au nu-
mit Tupamaros, onorindu-I astfel pe
Tupac Amard; si un cintec al trupei Oli-
marefios, un grup de cintareti folk care
erau foarte populari in anii de Tnceput
ai miscdrii. Numele a aparut pentru
prima oard ntr-o brosurd a Miscdrii de
Eliberare Nationala intitulatd TN.T,
Tupamaros No Transamos (Noi, Tupa -
maros, nu facem compromisuri).

.,30 preguntas a un Tupamaro”, Revo-

lucién y Cultura, Havana, nr. 21, de-
cembrie 1970, p. 22.

Régis Debray, La lezione dei Tupamaros,

Milano, Feftrinelli, 1972, p. 6. Admira-
tia lui Debray e cu atft mai remarcabild
cu cit Tupamaros actionau contrar con-
vingerilor sale. I cartea sa Revolution in

the Revolution?, New York, Monthly
Review Press, 1967, p. 56, Debray
proclama cd ,propaganda armatd ur -
meazd actiunii militare, Tnsa nu o prece -
da. Propaganda armatd se ocupd mai

mult de frontul intern decit de frontul

extern al gherilei. [deea de bazd e c3, In

conditile actuale, cea mai importanta
forma de propaganda sint actiunile mili-

tare de succes”.

. MLN, Actas tupamaras, Buenos Aires,

Schapire, 197 1. Calitatea axiomatica a
acestor idei i distinge pe Tupamaros de
cele mai multe alte grupdri de gherild
din America Latina.

. Debray, Lezione, p. 19.

. Fortele Armate ale Uruguayului, Sub-

version: Las fuerzas armadas al pueblo
oriental, Montevideo, 1976, p. 360.

. Debray, Lezione, p. 13, 38-39. Con-

ducerea Tupamaros nu era constientd
de acest aspect al muncii lor. Intr-o

Amenintarea cu politia si armata, precum si climatul general al reprimarii din acea vreme au dus la dispersa-
rea artistilor. Cei mai multi dintre ei nu au mai produs niciun fel de artd cftiva ani. Unii au intrat in underground
si s-au aldturat miscarii de gherla, altii au fost facuti ,disparuti®, iar cel putin unul dintre ei, Eduardo Favario, a
murit in luptd dupd ce s-a aldturat Armatei Revolutionare Populare.* Un fel de greva s-a instaurat spontan fn
mediul artei pentru o lunga perioada de timp. Galerille de arta s-au limitat la expunerea unor picturi traditio-
nale inofensive. Acesti ani au fost numiti , Tacerea lui Tucuman arde”.

In 1962, un grup de gherila din Uruguay — care se va autointitula Tupamaros —a fntreprins prima serie de actiuni.”
Organizati de disidenti proveniti din diferite grupdri politice — n special Partidul Socialist si Federatia Anarhista
—si de studenti (inclusiv studenti artisti), Tupamaros nu au avut ambitii artistice. Se considerau ,procurorii popo-
rului“, dezvaluind coruptia din guvern, industrie si banci.

Teza generald care ghida grupul era ca ,actiunile revolutionare duc la situatii revolutionare®.® Analizindu-i pe
Tupamaros in comparatie cu alte miscari de gherild din America Lating, analistul politic Régis Debray sublinia
lipsa de prejudecdti a acestui grup. ,Nu existd nicio dogma transmisa”, scrie el, ca si cum ar descrie creatia unei
opere de artd, ,nicio strategie revolutionard independenta de conditile determinate de loc si de timp. Orice
trebuie reinventat de fiecare data la fata locului."”

Dat find faptul ca grupul a ales sa opereze in mediul urban — o situatie fara exemple precedente de succes —,
Tupamaros au avut grija sa conceapa operatiuni de gherild care nu alienau publicul, ci, mai degrabd, cistigau
sprijinul acestuia.? Principalul scop al grupirii a devenit publicitatea si comunicarea, nu victoriile militare. ntr-u-
nul dintre documentele lor strategice, Tupamaros discuta despre ,propaganda armata“. ,Propaganda armata
devine foarte importantd in anumite conditii, de exemplu atunci cind o miscare de gherild devine cunoscuta
la Inceputul dezvoltarii sale. E la fel de importanta atunci cind un grup are nevoie sa clarifice pozitiile sale fatd
de popor in perioadele in care sint luate masuri drastice ce nu ilustreaza cu claritate scopurile gherilei si care
nu pot fi intelese cu usurinta de mintea populard.”” Fortele armate uruguayene au evaluat aceasta strategie n
1977 cu o obiectivitate surprinzitoare: ,inconjurate de multd publicitate, aceste actiuni incearci si arate ci
metodele politiei si guvernului sint stingace si ineficiente, astfel ca organizatia sa para a fi, prin ridiculizarea aces-
tora, la virful imaginatiei si inventivitatii“.'®

Documentele de strategie Tupamaros sint mai degraba seci si plictisitoare, ca si cum grupul si-ar fi rezervat
toate energiile creatoare pentru actiuni. Operatiunile lor au atins un nivel al esteticii care i-a faicut pe observa-
tori ca Debray sa vorbeascad de Tupamaros ca de un ,fenomen cultural®, in care timpul si momentul interven-
tiei erau folosite Tn moduri regasite mai des in regia de film.'" Aceasta abordare contravenea experientelor
cubaneze si vietnameze, care erau modelele standard pentru razboiul de gherila. Insusi Fidel Castro procla-
mase orasul ,un cimitir de revolutionari si resurse”, intdrind astfel argumentele impotriva oricarei miscari de
gherild bazate in mediul urban.'? Cu toate acestea, strategia a functionat: activitdtile Tupamaros au generat raspun-
suri simpatetice din partea publicului si au avut efecte cu mult dincolo de rezultatele functionale imediate ale
oricdrei operatiuni concrete.

Grupul a orchestrat prima operatiune importantd de distribuire a alimentelorin 1963. Dindu-se drept mem-
bri ai unui club politic de cartier; gherilele au comandat un camion cu bunuri de la un mare furnizor de ali-
mente, inclusiv — datd fiind apropierea Craciunului — o mare cantitate de dulciuri. I-au spus soferului sd livreze
bunurile la o adresa aproape de un cartier sarac, acolo au capturat vehiculul si au distribuit alimentele locuito-
rilor cartierului.”

I timpul firgului de carte din 1968, un grup a lasat pe asfalt o cutie care apoi a explodat, imprastiind in muttime
fluturasi de propaganda. Masindria semana cu o sculptura de Tinguely."* Pe | ianuarie 1969, Tupamaros au
atacat curtea unde se judecau cazurile citorva membri si au recuperat 4| de arme ce fusesera gasite de politie
ntr-o ascunzdtoare. Pe 7 februarie, grupul a ldsat un pachet cu peste o suta de kilograme de substanta explozi-
bild I fata casei unui oficial al armatei, cunoscut expert in explozibile. Dupa ce il luaserd initial dintr-un depo-
zit al armatei, grupul a decis ca explozibilul era prea periculos pentru propriile obiective. Ca urmare, |-au dat
inapoi oficialului, Tmpreuna cu o notd detaliata ce explica motivele pentru care se razgindisera.

Pe 19 februarie, imbracati in uniforme de politie, Tupamaros au luat 220.000 USD din luxosul cazinou San
Rafael din Punta del Este, apoi s-au oferit sa inapoieze procentul de bacsisuri datorat angajatilor. Pe |5 mai,
au ocupat un post important de radio in timpul transmisiunii unui meci international de fotbal si au difuzat un
mesaj politic timp de sase ori intr-o jumatate de ord. Pe |6 iulie, gherilele au furat steagul folosit de grupul de
33 de patrioti care intrasera in Uruguay n 1825 pentru a lupta pentru independenta. Considerat in Uruguay

a doua emblemad nationald dupa steagul national, pe steagul din 1825 e inscriptionata fraza , Libertate sau moar-
te". Gruparea a promis ca va da steagul inapoi muzeului in momentul in care situatia avea sa se schimbe (in
momentul in care scriu, Tnca nu a fost dat inapoi). in dfteva instante diferite, grupul a ocupat camera de proiec-
tie a unor cinematografe, difuzind pe ecran filme de propaganda ale gherilei.

Cea mai elaborata si spectaculoasa manevra a fost ,Operatiunea Pando*, in care au fost implicati aproxima-
tiv o sutd de membri ai gherilei. Sub pretextul inmormintarii unei rude care murise in Argentina cu cltiva ani
nainte, a fost angajat un cortegiu funerar compus din cinci masini si o dubitd. Refnhumarea trebuia sd aiba
loc in Pando, un oras de 20.000 de locuitori, la patruzeci de kilometri de Montevideo. Procesiunea, ce inclu-
dea membri indurerati ai familiei, s-a oprit in citeva puncte de-a lungul rutei pentru a se reuni cu ,rude”. Dupd
ce grupul s-a reunit in Pando, gherilele i-au neutralizat pe soferii angajati, apoi, folosind armele ascunse n
sicriu, grupul a ocupat sediul politiei, al pompierilor, cladirea telefoanelor si, in cele din urma, cele patru banci
ale orasului.

Pe termen scurt, din punct de vedere pragmatic, ,Operatiunea Pando® a esuat, deoarece in urma confruntri-
lor cu politia, la intoarcerea grupului in Montevideo, trei luptatori de gherild au fost ucisi, iar 18 au fost ares-
tati.'® Pe termen lung si din perspectiva esteticd, operatiunea a fost insa un succes remarcabil. fn succesiunea
evenimentelor, ocuparea fiecdrei cladiri a constituit o poveste n sine, cfte un mic scenariu de sine statator. Pando
a dat tonul pentru jocul de teatru jucat de orasul Montevideo si de locuitorii sdi pe un scenariu scris de ,acto-
ri* gherilei.

Desi Tupamaros nu au avut scopuri estetice explicite, ei au tinut sa stabileasca un sistem de comunicare efi-
cient. Pentru aceasta, aveau nevoie de un tip de iconografie. Imaginile Tupamaros nu au fost nsd imagini ilus-
trative pentru miscare ori pentru cauza sa, ci, mai degraba, imaginea generald proiectata de miscarea fnsasi.'”
Pentru aceasta proiectie, miscarea s-a folosit de mass-media.

Tn acest sens, e utila comparatia intre Tupamaros si miscarea de rezistentd contra razboiului din SUA in anii
1960. Evenimentele yippie'® din SUA, desfasurate n contextul avantajos al unui mediu mai putin represiv, erau
concepute pentru a fi vizionate pe ecranul televizorului. fn Marsul contra Mortii, pina la cimitirul national din
Avrlington, din |3 noiembrie 1969, demonstrantii au purtat baloane negre, simbolizind pierderile cauzate de
razboi. Spectacolul creat astfel putea fi apreciat doar din afara marsului, nu si de participantii insisi. Audienta
tintitd nu trebuia sa fie prezenta acolo unde erau demonstrantii, ci era constituitd, se spera, din cei care aveau
sa urmareasca demonstratia in casele lor, la stirile televizate."”

Tn timp ce activistii nord-americani s-au acomodat cu formatul media, Tupamaros au fost relativ independent.
Prin propriul post de radio mobil, propria productie de pamflete si ocuparea ocazionald a diverselor posturi
publice, gherilele se confruntau mai putin cu pericolul unei imagini manipulate. fnloc sa se raporteze la ,medie-
rea“ neprietenoasa facutd de mass-media, Tupamaros au folosit o retea de zvonisticd foarte directa si simpa-
teticd, folosind astfel mai degraba mecanismele folclorului decit pe cele ale publicitdtii. Operatiunile lor erau
o combinatie de evenimente si artd mass-media. Atit activitatea imediat perceptibild, cit si ,memoria“ sa —nre-
gistratd de media sau de zvonul popular —au dus n cele din urma la un folclor revolutionar. Scopul a fost dez-
voltarea unei constiinte politice.

In contextul Americii Latine, Tucumdn arde si operatiunile Tupamaros pot fi considerate virful traditiei esteticii
politizate si a politicii estetizate, incluzind aici muralismul mexican, diferitele scoli latinoamericane de grafica popu-
lard si arta afisului, precum si miscarea de arta interdisciplinara din Cuba anilor 1960.% Chiar dacd aceasta traditie
nu a dus la disparitia semnificativa a artei comerciale, cel putin a fncercat sa subverteascad doctrina artei ca pro-
prietate si sa sublinieze chestiuni de clasa legate de artd. Desi nu a fost gésita o solutie clard la problema eli-
minarii frontierei dintre arta si politicd, termenii contradictiilor au fost stabiliti cu claritate.

Pind in anii 1970, arta s-a intors insd la limitele sale originare, desi nu neapdrat la vechile traditii artistice. i anii
1960 a fost introdusa in centrele culturale o noud forma de prezentare: ,mediul” sau ,instalatia“. Acest for-
mat pare a fi mai potrivit necesitatilor din America Latind decit celor din culturile hegemonice. Practicate initial
de artisti latinoamericani ce trdiau la Paris si New York, instalatiile artistice au explodat la mijlocul anilor 1970
silainceputul anilor 1980, mai ales in Mexic, Cuba si Chile. I toate aceste cazuri, la baza procesului de dezvol -
tare s-a aflat fluxul hegemonic al informatiei dinspre nord si aproprierea subtila a mijloacelor. in unele cazuri,
artistii au incercat sa reintegreze politica n instalatiile lor.

Artistii mexicani s-au evidentiat in acest proces, nu atit datorita inovatiilor formale, cit datorita faptului ca s-au
organizat in grupuri — numite ,,Los Grupos* — ce subliniau auctorialitatea colectiva.?' Membrii grupurilor pro-
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discutie recentd pe aceasta tema, fosti
membri Tupamaros au speculat ca doi
factori au influentat creativitatea lor. in
primul rind, membrii miscarii nu aveau
ncredere in niciun fel de stereotip, o
neincredere care fi ficuse sd devina di -
sidenti ai grupdrilor politice traditio-
nale. In al doilea find, cei mai multi
conducdtori ai miscarii fusesera la inchi-
soare Tnaintea celor mai importante
actiuni. La inchisoare ei intrasera in
contact cu detinuti de drept comun, iar
aceasta le-a permis elaborarea unui
mod de gindire neobisnuit, pe care |-au
tradus Tn actiune politicd, dupd evada-
rea lor. Cf. Conversatie cu autorul, 6
septembrie 1993.

. Debray, Revolution in the Revolution?,

p. 69. Citeva presupozitii nu se potri-
vesc situatiei din Uruguay. Tn primul
rind, conducerea gherilei trebuia sa
opereze din afara orasului si deci nu
putea fi contactats. in al doilea rind, se
presupunea ca cei aflati la conducerea
miscarii urbane vor fi in mod necesar
burghezi, alienati si ineficienti. Alte ar-
gumente Tmpotriva unei miscari urba-
ne se bazau pe dfficultatea de a trdi vieti
,duble”, dificultatea de a trdi total-
mente underground si lipsa controlului
asupra actiunilor. Cu toate acestea,
principala diferentd intre Tupamaros
si alte miscari de gherild consta in fap-
tul cd prima nu urmarea cucerirea pu-
terii. Ea urmdrea in schimb crearea
conditiilor pentru o preluare populara
a puterii. Tupamaros nu si-au atins
scopul, insa esecul lor nu poate fi expli-
cat cu argumentele lui Debray sau
Castro. Unul dintre principalele moti-
ve ale caderii grupului a fost cresterea
rapidd a numdrului de membri fara
stabilirea unui sistem de filtrare fmpo-
triva infiltrarii inamice la virful ierarhiei.

. Acest tip de operatiuni a fost abando-

nat mai tirziu, findcd Tupamaros au
ajuns la concluzia c investitia de timp
si risc nu era justificatd de ajutorul efec-
tiv furnizat oamenilor.

Jean Tinguely, artist elvetian, cunoscut
pentru sculpturile sale mobile, absurde
si satirice. In anii 1960, a creat Omagiu
pentru New York, o masindrie care s-a
autodistrus in gradina Muzeului de Artd
Modermd din New York.

. Subversion, vezi cronologia din pagini-

le 603-766, o descriere factuald,
aproape zi de zi, a evenimentelor din
Uruguay dintre 1960 si 1973 conside-
rate de armata a fi legate de ceea ce
ei numeau stinga subversiva.

MLN, Actas tupamaras, p. 137-178.

Spre deosebire de publicatile multor al -
tor miscdri de gherild, cele ale Tupama-
ros erau, cel mai adesea, fdrd imagini.

. Miscarea urband yippie, initiatd printre

altii de Abbie Hoffman si Jerry Rubin in
adoua jumdtate a anilor 1960 la New
York, urmarea sa reuneasca miscarea
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contraculturala hippie si Noua Stingd
politicd, in scopul realizdrii unui nou tip
de revolutie, neatasatd de niciun curent
politic traditional. (N. tr)

.n cartea sa The Whole World Is Wat-

ching, Berkeley, University of Califor-
nia Press, 1980, Todd Gitlin sustine
ca momentul originar al estetizdrii con-
sumului media e aparitia lui Jerry Rubin
n fata Comitetului pentru Activitdti
Antiamericane al Congresuluiin 1966.
Rubin fusese sfatuit de R. G. Davis, pe
atunci director al Trupei de Mimi din
San Francisco, sa poarte un costum din
timpul Revolutiei Americane. Teoria
din spatele aceste idei era cd, n timp
ce orice declaratie putea fi distorsionata
de mass-media, imaginea nu putea fi
(p. 171). Abbie Hoffman a Inscenat
un eveniment la fel de teatral pentru
spectatorii de televiziune. Pe 24 august
1968, Hoffman a generat haos la bursa
de valori din New York aruncind 300
de bancnote de un dolar intre agentii
de bursd. Hoffman declara ca pentru
aparitia ulterioara la televiziune, ,am
asteptat pind cind camera era pe mine
n timp ce vorbeam si la sfirsitul discur-
sului am spus citeva cuvinte fard sunet,
ntre care cuvintul «fuck», pentru toti
cei care puteau sd citeasca un pic pe
buze". Vezi Abbie Hoffman, ,Ameri-
caHas More Televisions Than Toilets",
in Douglas Kahn si Diane Neumaier
(ed.), Cultures in Contention, Seattle,
Real Comet Press, 1985, p. 141. Git-
lin echivaleazd productia de semnificatii
din cultura de masa comerciala cu pro-
ductia de valoare prin munca (regdsind
aceeasi lipsa de control al oamenilor).
Gitlin considerd ca aceasta relatie cu
media a contribuit la esecul Noii Stingi:
JAtentia acordatd de mass-media a
adus lumina incandescenta a atentiei
sociale, pe care a convertit-o apoi in
caldura refficdrii si a judecatii* (p. 246).

Prin miscarea de arta interdisciplinard
din Cuba mad refer la proiecte pre-
cum pavilionul Cubei la Expozitia Uni-
versald din Montreal in 1968 si alte
ntreprinderi arhitecturale-vizuale-mu -
zicale cubaneze din anii 1960.

. Vezi Artes Visuales, Mexico City, nr.

23, ianuarie 1980, numdr ce contine
manifeste ale grupurilor si un eseu de
Rita Eder.

. Catalogul publicat cu aceasta ocazie

include o introducere de Gabriel Gar-
cla Mérquez, care i apard pe Los Gru-
pos cu vechiul argument cd dacd nu ar
fi participat la expozitie, ar fi lasat spatiu
pentru adversarii lor reactionari.

Grupul TAl era compus din Luis Aceve-

do, Alberto Hijar, Andrés de Lun, Feli-
pe Leal, Morris Savariego si Afilio Tuis.

Rita Eder, ,El arte publico en México:
Los grupos®, Artes Visuales, Mexico
City, nr. 23, ianuarie 1980, p. v.

veneau din specializari foarte diferite (printre ele: filosofie, poezie, fotografie, pictura murala si arhitecturd) si
isi executau viziunile in medii diferite: tipdrituri, teatru stradal, film, instalatii si combinatii ale acestora. Patru gru-
puri — Taller de Arte e Ideologfa (TAI), Proceso Pentagono, Suma si Tetraedro — au reprezentat Mexicul la a
zecea bienald de arta din Paris, in |977, reintorcindu-se astfel pe o arena artistica mai ortodoxa.” Grupul TA|
a conceput un container de import-export in care se putea intra.”? O incapere construita din deseuri, ce evoca
cartierele mirginase, containerul continea simboluri populare religioase, sportive si mortuare. In textul de cata-
log, grupul TAl declara ca scopul sdu e sd realizeze ,cresterea posibilitdtilor de ruptura cu acele idei, sentimen-
te si perceptii determinate de ideologia clasei dominante”. In 1978, diferitele grupuri au ncercat sd se unifice,
creind Frontul Mexican al Grupurilor de Lucratori Culturali, cu misiunea declaratd — desi in cele din urma lipsi-
td de succes — de ,a se aldtura luptelor proletariatului si taranimii pentru a dobindi controlul asupra mijloace-
lor de productie si a circulatiei muncii®.**

In Chile, arta cea mai interesanti a aparut, paradoxal, in timpul dictaturii lui Pinochet (1974—1990). Confrun-
tati cu o cenzurd foarte durd cu publicitatea din jurul evenimentelor decit cu evenimentele insele, si a carei
judecatd estetica era imprevizibila, artistii au fost nevoiti s si adapteze limbajul. Au gasit o solutie folosind for-
mele avangardei, care erau validate international si prindeau la snobii din aripa mai intelectuald a regimului mili-
tar, deopotriva cu o ambiguitate codatd a continutului.”® Lucrdrile au devenit astfel acceptabile la nivel oficial,
findca deviau de la miscarea ,arta pentru mase” ce dominase Chile n timpul guvernului socialist al lui Salva-
dor Allende, insd lectura lor a ramas ,.clandestind”.

O'intreprindere comuna, Colectivul pentru Actiuni Artistice (CADA) — cuvint care Tnseamnd , fiecare® n spa-
niold — aincercat sa opereze in afara institutiilor artei si sd se adreseze publicului larg, desi nu a renuntat com-
plet la spatiile expozitionale. intr-o lucrare tipica din anii 1980, intitulatd S nu mori de foame in artd, artistii au
distribuit lapte-praf intr-un cartier marginas, au achizitionat o pagina alba in jurnalul Hoy, folosind titluri ce suge-
rau ideea de lapte si deficit, au citit un text in fata cladirii Organizatiei Natiunilor Unite din Santiago, au expus
cutii de lapte (si un text) intr-o galerie, au trimis zece camioane de lapte la Muzeul de Arta si au ,inchis” intra-
rea in muzeu cu o pinzd alba.*

Citiva artisti au adoptat instalatia ca mediu potrivit si pentru arta mai individualista, cu diferite grade de aderen-
td si deviere de la codul formal international. Unii au incercat sd faciliteze comunicarea mesajului propriu ade-
rind la repertoriul formal international: fotografii lucioase, lumini fluorescente si o anumita calitate a designului.
Altii au Tncercat sa transmitd o perceptie a sardciei materiale, folosind materiale perisabile, nonarhivabile. Alege-
rea unei optiuni era o chestiune de strategie; ambele variante erau valide din punct de vedere politic, desi restrin-
se, in general, la parametrii oferiti de audienta traditionald a artei.”

In aceeasi perioadd, in Cuba, instalatile au devenit exemplul unei anumite tendinte cultural-economice. Tnloc
sa contribuie la confundarea politicii si a artei ca forma de rezistentd, instalatiile erau dedicate mai degraba limi-
telor artei si ale vietii de zi cu zi. Pindin 1981, arta cubaneza a fost in primul rind bidimensionald. Muzeul Natio-
nal din Havana are incaperi si incaperi umplute cu tablouri si doar citeva coridoare n care pot fi vdzute ceva
sculpturi.

In interiorul acestei traditii relativ neschimbate, formatul instalatiei a prilejuit trei deschideri importante: a intro-
dus un mod viabil de a folosi cele trei dimensiuni, a deschis repertoriul unui numar infinit de ,lucruri” care pot
fifolosite artistic si a permis elaborarea unei alternative, contra realismului reprezentational si a abstractiei rafi-
nate. Realismul nu mai era despre lucruri; putea fi lucruri.

13 timp ce Tn America de Nord si Europa formatul instalatiei a fost produsul speculatiei formaliste pornind de
la spiritul performance-urilor din anii 1960, in Cuba a devenit o formi de ,bricolaj* sau asamblaje. in contex-
tul sdrdciei materiale relative, se putea folosi orice. Bricolajul estetic a eliberat artistii de problemele legate de
importuri si penurie. Le-a oferit un mediu care incuraja aproprierea la un nivel material, dar si teoretic. Artistii
au inceput sa imprumute, digere si reasambleze solutiile altor artisti, plasindu-le n uz local. Au creat un eclec-
tism al supravietuirii si un eclectism al disperdrii. Acesti termeni — pe care i-am creat acum citiva ani, pentru
mai multd precizie — elimind judecata morald inclusa in acuzatille de derivatism pe care mainstream-ul le ataseaza
cu bucurie, adesea, pentru orice e facut in Sud.

fn Cuba, estetica bricolajului a urmat si exemplul Asociatiei Nationale a Inovatorilor si Rationalizatorilor
(ANIR). Aceastd institutie, care existd in Cuba, Tn forma actuald, inca din 1976, se bazeazd pe canibalizarea partilor,
reciclarea lor si folosirea unei filosofii a remodelarii instituitd de Che Guevara in Sierra Maestra.?® Institutia reu-
neste oameni de stiinta si tehnicieni care sint solicitati sa rezolve cu ingenuitate n loc de piese orice problema

tehnicd ce survine n timpul productiei. De pildd, din bagasse, un reziduu din trestia-de-zahar, a fost facut pla-
caj, iar din reziduuri de aluminiu au fost ,produse in masa" balamale folosind cuie pe post de axa. Desi capaci-
tatea ANIR de a depasi problemele complexe de azi poate fi pusa la indoiald, institutia continua sa fie o metaford
pentru folosirea ingenuitatii la periferie si pentru o adevarata estetica a sardaciei.

Folosirea instalatiilor a devenit o marca a artistilor cubanezi ai generatiei Volumen I, o expozitie din 1981 cuprin-
Zind | | artisti din Havana, care a devenit un moment istoric de referintd pentru schimbarea din arta cubane-
zd dupd anii 1970, mai dogmatici.”” Artistii lucraserd cu premisa cd identitatea cubanezd, cubania, nu depindea
de insularitate, ci putea fi imbogdtita prin digerarea constributiilor artistice din Tntreaga lume. Cea mai ,radi-
cald* lucrare din Volumen [ a fost probabil instalatia lui Gustavo Pérez Monzdn, realizatd dintr-o retea de fire
legate cu pietre. Expozitia a generat controverse, mituri si deschideri pentru artistii insisi, iar aceste repercu-
siuni mai pot fi resimtite in productia celor mai tineri artisti cubanezi de azi.

Modul instalatiei a fost internalizat de artistii din America Lating, fard a elimina pictura traditionald si alte medii.
Astazi, explordrile interdimensionale sint dirijate ca © componentd naturald a intreprinderilor artistice. Instala-
tia a devenit o forma artistica pentru metisaj si un instrumentent al nationalizarii. Reprezintd o strategie de aco-
modare si apropriere. i acest sens, n Cuba, arta instalatiei e la fel ca religia cu raddcini africane Santerfa, care
sintetizeaza si adapteaza simbolurile si artefactele catolicismului. Ca urmare, nu e surprinzator faptul ca San-
terfa a influentat multa artd cubaneza din acest secol, iar cltiva dintre cei mai experimentati artisti ai instalatiei
din generatia anilor 1980 — printre ei, José Bedia si Ricardo Rodriguez Brey — sint implicati si in ritualuri.

Nu toate tdrile au, precum Cuba, ceea ce trebuie pentru ,nationalizarea” traditiilor straine, iar presiunea in
crestere constantd a globalizarii informatiei nu are un caracter benefic intotdeauna. Criticul cultural Guy
Debord a formulat cu claritate acest punct atunci cind a sustinut ca ceea ce defineste dominatia regiunilor sub-
dezvoltate nu e doar hegemonia economica, ci si hegemonia ,spectacolului®.*

Cu toate acestea, spectacolul poate genera propriii sdi anticorpi. Un activist social mexican care lupta pentru
salvarea chiriasilor insdrdciti de la evacuare si-a dat numele Superbarrio. Estetica sa e legata de scena de lupte
locale (wrestling) si de cultura de benzi desenate din jurul acesteia. Legenda spune can 1987, un vinzator ambu-
lant — care fusese odata luptator — a auzit pe stradd o gospodind care era pe cale sd fie evacuata din casa sa:
,#Avem nevoie de Superman ca sa ne scape de oamenii astia rai“. Omul si-a luat un costum si masc, si-a cusut
,SB" pe piept si a inceput sa isi faca aparitia la evacudri. A venit si la tribunal, unde a prezentat obiectii legale
suficient de puternice pentru a preveni mai mult de 1500 de evacuariin cinci ani. Deoarece evacuarile nu sint
anuntate public dinainte, Superbarrio trebuie sa facd aranjamente pentru a reusi sd fie prezent in momente-
le critice. Astazi, sub acelasi nume opereaza o echipa de Superbarrios — cel putin trei indivizi, insd poate mai
multi. ,Ceea ce facem noi e transformarea protestului intr-o petrecere festiva“, a explicat Superbarrio intr-un
interviu. , Trebuie sa deschidem robinetele creativitatii, ale ingenuitdtii populare, ale memoriei colective. Tre-
buie sa salvam traditille noastre si formele noastre culturale pentru batdlia pe care o purtam. Trebuie sa rein-
ventam acele forme de actiune in care oamenii nu sint spectatori, ci protagonisti.*'

Desi acest articol nu e o istorie a artei recente din America Latind, poate cel putin indica anumite directii pe
care istoriile traditionale tind sd le ignore. Politica estetizatd e scoasa din istoria artei. Folosirea esteticii Tn poli-
tici poate figura Tn analize culturale sau antropologice, insd doar atunci cind ia forma pompei oficiale si rituale,
nu atunci cind e un instrument al rezistentei. Esteticile politizate, pe de alta parte, sint discutate mai ales ca sti-
luri asociate cu liderii politici care exercitd un control riguros — Hitler, Stalin sau Mussolini.

O examinare a acestor chestiuni din punctul de vedere al rezistentei ne poate ajuta sa redefinim scopul produ -
cerii de arta si sd popularizam strategii care au fost excluse cu atentie din procesul creativ. Pentru cei din lumea
subdezvoltatd, e esential sa facem distinctia ntre arta ca instrument pentru crearea culturii si pentru dobindi-
rea independentei si arta ca intreprindere comerciald globalizanta.

Traducere de Ovidiu Tichindeleanu

arhiva

25. Nelly Richard numeste aceasta o

,stare flotantd a sensului”, in ,Margins
and Institutions: Art in Chile since
1973", Art & Text, Melbourne, nr. 21,
1986, p. 31.

26. Ibid., p. 54-55. Membrii CADA au

fost Lotty Rosenfeld, Juan Castillo (ar-
tisti), Fernando Balcells (sociolog), Raul
Zurita (poet) si Diamela Eltit (scrii-
toare).

27. Artisti ca Alfredo Jaar si altii considerd

28.

29.

30.

3

ca dacd nu urmezi ,aspectul” hegemo -
nic in artd, comunicarea mesajului e
afectatd. Prin aceasta, ei risca sd devind
artisti ,mainstream®. Pe de alta parte,
artisti precum Catalina Parra si Euge-
nio Dittborn, care prefera finisaje mai
relaxate si folosesc materiale perisabi-
le i lucrarile lor, tocmai din dorinta de
a dezvolta o identitate mai locala, pot
deveni tinta paternalismului specific
mainstream-ului. Problema cu care se
confruntd artistii politici e ca, din mo-
mentul in care lucrarea lor e produsa
in izolare de contextul politic originar
si e vazutd prin lentilele internatio-
nalismului mainstream, instrumente-
le formale folosite sint considerate mai
degraba trasaturi specifice individuale
dedit expresii ale unei culturi colective.

Che a organizat in munti, cu multd
atentie, o fabrica de pantofi si o fabrica
de armanent pentru gherile. Aceste
fabrici operau prin asamblarea de uni-
tati noi din fragmente ale unor piese
aruncate. In 1959, o initiativd munci-
toreascd bazata pe aceastd experientd
adus la crearea Comitetului Partilor in
diferite fabrici din Cuba revolutionara.
Tn 1960 au fost formate comitete de
consultare pentru productia partilor. Tn
1961, Che insusi a promovat sloganul
,Muncitor, construieste-ti propria masi-
n3“. Tn 1965 afost instituita Conventia
Inovatorilor si a Inventatorilor, iar in
1976 ANIR, institutie dedicatd memo-
riei lui Che.

Cei I'l artisti ai Volumen | au fost José
Bedia, Juan Francisco Elso Padilla, José
Manuel Fors, Flavio Garciandia, Israel
Ledn, Rogelio Lopez Marin (Gory),
Gustavo Pérez Monzén, Ricardo Ro-
driguez Brey, Tomas Sanchez, Leandro
Soto si Rubén Torres Llorca.

Guy Debord, Society of the Spectacle,
Detroit, Black and Red, 1983, p. 55.

. Mario Kaplan, ,Superbarrio contra los

desalojos”, Brecha, Montevideo, 5
martie 1993, p. 10-11.



I. Marcha (Montevideo), 19 mai 1965,
p.21.

2. Aceastd pozitie n-ar trebui confundata
cu pozitia eticd a lui Oldenburg in che-
stiuni politice. Cind a devenit la moda sd
profiti de piata artificiala de artd creatd de
sah si de sotia lui in Iranul anilor 1970,
Oldenburg a fost printre primii care sd
interzicd galeriei lui sd le trimitd lucrari.
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Pop politic (1998)

Luis Camnitzer

in 1961, pe dnd mintea mea era cufundat inci intr-un fel de expresionism, am vézut expozitia ,noilor realisti*
la galeria Sydney Janis din New York. Fusese prima mea vizitd la New York si prima intfinire cu ,arta pop*. La
vremea aceea, nu m-am atasat foarte tare de lucrarile pe care le vazusem si le respinsesem ca o copie ntir-
ziatd a dadaismului. Cu toate astea, urmatoarea mea ntilnire cu popul, cu ocazia unei alte vizite doi ani mai
tirziu, m-a silit sa trec prin prima dintre cele cfteva revizuiri ale opiniei mele.

De data asta am fost contrariat de sentimentul ca nimic nu putea contamina o lucrare pop. In schimb, orice
element de artd pop ar fi contaminat orice ar fi fost produs n vreun alt fel. Un fragment cubist introdus de un
artist pop in orice pictura sau obiect era menit sa fie asimilat si digerat pind se transforma n esteticd pop, pe
dind reciproca nu era adevarata.

I parte, desigur, asta se datora faptului cd arta pop era inca vie, in timp ce alte miscari erau deja moarte. E
adevarat c3, in perioada sa initiald, cubismul si-a apropriat cu usurintd forma tiparita. Dar fusese vorba mai degraba
de o ,trompe ['oeil a sdracului” si de o extindere a repertoriului pictural decit de un dispozitiv iconic voit, T
jurul cdruia sa fie organizata intreaga realitate. Doar dadaismul a dezvoltat o putere similard cu aceea a artei
pop si, deoarece ambele miscdri se concentreaza pe obiecte si pe legaturile dintre ele, cele doud par destul
de inrudite. Tn acest sens, reactia mea initiald fusese in acelasi timp de nteles si neoriginala.

Al doilea lucru de care mi-am dat seama la vremea aceea fusese ca artistii pop nu operau pe baza impulsuri-
lor emotionale, cisi foloseau capetele. Cu alte cuvinte, pentru ei arta devenise o modalitate de a pune proble-
me cu o claritate nemaipomenitd de la primii constructivisti (sau, poate, de la realismul social).

Atreia revelatie a fost aceea cd atmosfera picturald era practic abolita, plasind obiectul descris (si, intr-o mare
masurd, obiectul artistic ca atare) in acelasi vid hedonist in care pareau sd existe obiectele banale de consum.
Dupa aceste revelatii, spre 1964, devenise clar ca arta pop era categoric o miscare artistica la acelasi nivel cu
marile miscdri din trecut ale avangardei.

Dar o greseald pe care am fdcut-o a fost aceea de a vedea arta pop drept prima miscare cu adevarat sinteticd
a secolului, pe dind toate celelalte fuseserd analitice. De obicei, miscarile artistice au subliniat si au ales cite un
aspect particular al practicii artistice, ficind din aceasta farima punctul de vedere pentru analiza artei insesi. Cre-
deam cd arta pop, cu caracterul ei aparent primitor si cu tendinta ei spre problematizare, a reusit sa evite aceasta
abordare fragmentara. in loc s3 incerce unificarea unui dmp, ea abordase realitatea ca un dimp deja unificat.
Aceasta perceptie a avut doud consecinte. Una era cd interpretasem arta pop ca revolta perceptuald din in-
teriorul unei societdti a consumului. Majoritatea artistilor implicati in aceasta miscare veniserd din orase mici
sau din mediul rural. Parea deci firesc sa le atribui acelasi sentiment de coplesire pe care I-am avut cind ajun-
sesem la New York. Am proiectat in arta pop proprille-mi reactii politice la o lume ce pdrea altfel incontro-
labild. Recursesem la urmatoarea imagine: a te afla in tigaie si a decide — ca incercare de supravietuire — sa-i
preiei minerul.

A doua consecintd a fost cd ntelegerea mea a artei pop producea frustrare. Simteam ca era o miscare ce ar
fi trebuit sa incolteascd la periferie, si nu la centru. Aveam de-a face aici cu imperialismul obiectului de con-
sum atacat de societatea care 1l producea, si nu de victimele sale principale — victime care erau, bineinteles,
tovardsii mei latinoamericani si eu insumi. Am decis ¢4, incd o datd, sansa de a te afla in linia intfi estetica a lumii
ne-a fost furata de artistii de la centru si, mai rdu, de data asta raspunderea ne revenea exclusiv noua.

Am fost pur si simplu consternat cind am aflat ca nu exista nicio pozitie politicd deschisd in producerea pie-
selor etichetate drept pop. fntr-un interviu pe care l-am facut pe atunci cu Oldenburg', el descria arta pop
ca mostenitoare directa a expresionismului abstract si a informalismului. Revdrsarea de materiale (si de
emotii si gesturi, cred) devenise acum o revdrsare de obiecte, iar aceastd atitudine nu schimba nimic in mod
semnificativ. Politica era respinsa, potrivit lui, din cauzd ca ea, impreund cu sociologia, economia etc., erau
discipline prea complexe pentru a te implica daca te aflai deja in artd, iar problema era, n cele din urma, sd
supravietuiesti.?

Tntr-o Mntrevedere informali cu Robert Rauschenberg la un vernisaj, el a negat orice fel de implicatii politice
ale operei sale si, Tn schimb, a accentuat o reactie cu obiectul directa si fara valoare in sine. L-am intrebat daca

expozitia sa Oracle era o acceptare a dadaismului si mi-a raspuns: ,Nu, dadaismul are o atitudine politicd, eu
nu am. Fac asta si folosesc aceste obiecte pentru ca imi place, de dragul obiectului nsusi“.?

Doar Oyvind Fahlstrém, intr-o conversatie la fel de informald, aritase un interes fati de interpretirile politi-
ce ale operei sale, pe care le-a explicat partial prin faptul ca s-a ndscut si a fost crescut n Brazilia. Indignat de
invazia americand a Republicii Dominicane, 1l supadrase conformismul politic al muttor artisti. Dar e interesant
cd Fahlstrém nu s-a vazut si nici n-a fost vazut ca un membru cu drepturi egale al miscarii pop.*

Date fiind toate astea, a fost, de asemenea, surprinzdtor c, cel putin in America Lating, arta pop n-a avut niciun
ecou semnificativ. La vremea aceea (insemnind la citiva ani dupa New York), incercdri de a produce o arta pop
indigena n Argentina, Brazilia si Columbia au creat doar versiuni facile si folclorizate ale solutiilor formale dezvol-
tate la New York. Cind politica aparea in aceste lucrari, era vorba de probleme legate de continut —forma rami-
nea una de import. Era o problema de care am scapat mai tirziu, ca simptomatica pentru o derivare incompleta.
Din afara societatii de consum americane, contributia cea mai evidentd si mai de inteles a artei pop fusese modi-
ficarea regulilor compozitiei. Opera de artd era acum ,expusd” ca o piesd de publicitate n locul ,compozitiei”
traditionale la care te astepti in artd. Asta a fnsemnat o ruptura vizuala cu efecte dincolo de arta pop, care afec-
tase chiar pictori precum Francis Bacon (tocindu-i violenta voita pina la punctul de a-i da un caracter inofen-
siv). Mai mult, limbajul vizual se straduia sa obtind aspectul de ,manufacturd”, cu toata semnificatia intru totul
contradictorie ce rezulta de aici. Asa cum enunta cuvintul ,manufacturat”, obiectul artistic era facut inca in mare
parte cu miinile, dar, asa cum implica acelasi cuvint, s-a incercat obtinerea unui finisaj industrial, care nega pre-
zenta oricarei urme a miinii. Doar Warhol a vrut sa meargd la extrem, nu doar prin folosirea esteticii bunuri-
lor de consum, ci prin transformarea fn marfa a erorilor de productie. Astfel, erorile de focalizare in lucrarile
sale bazate pe fotografie si erorile de tipdrire in cele bazate pe imprimarea prin site au devenit parte din este-
tica sa. In cele din urma, printr-o turnurd perversa si planificatd, pina si olografia sa picturald a dobindit statu-
tul de marfd, mai importantd decit capacitatea sa de a exprima ceva.

Tn anii 1960, chestiunea mai complexa a raportului dintre consumatorul american si marfurile aflate la dispozitia
sa parea intangibila pentru comprehensiunea cuiva din afara. Era de neinchipuit sd existe cineva interesat de
crearea unei imagini iconice bazate pe obiecte care, din capul locului, dezumanizau oamenii. Parea echiva-
lent cu a face o imagine iconicd din fata lui Hitler. Cind in 1972 Warhol 1l folosise pe Mao n acest sens, aces-
ta din urma era inca intr-o categorie diferitd, era admirat de stinga si respectat de Nixon, nu era clasificat oficial
ca ucigas in masa.

Arta pop, atit de bazatd pe aceasta interactiune americand foarte particulard, fusese, de fapt, mult mai usor de
inteles ca formd a unei estetici foarte provinciale. Puterea internationald a Statelor Unite a reusit sa distribuie
trucurile formale ale acestei estetici, dar nu si esenta ei, care a ramas locald. Prin urmare, In alte tari arta pop
propriu-zisa a ramas d la maniere du pop, fard a atinge vreodata punctul unei aproprieri complete. Aceastd
imagine a artei pop — o esteticd provinciald a Statelor Unite — a aruncat o noua lumina asupra intregii miscari.
Dintr-un punct de vedere vizual, o Intelegere corectd, de la periferie, a artei pop din Statele Unite ar fi fost
reflectatd mult mai fidel in aspectul facut de mina al obiectelor. Dintr-un punct de vedere cultural mai profund,
mai mult declt o apropriere a regulilor de design, chestiunea era aceea de a evalua rolul obiectului de con-
sum n societatea periferica. Desi obiectele folosite ca iconografie in arta pop periferica fuseserd adesea ver-
naculare, raportarea la aceste obiecte n-a fost examinata, impiedicind o interpretare si o expresie veritabil politice
ale problemei. Chestiuni precum panteismul, fetisimul, statutul lucrurilor importate”, implicatiile de clasa ale
diverselor niveluri ale consumului si, astfel, multiplicitatea interactiunilor reale si posibile fntre consumator si
marfa fusesera toate ldsate in afara discutiei.

In acest sens, in timp ce Tn Statele Unite arta pop parea o esteticd simpld si destul de incapatoare (atunci cind
nu era aplaudatd drept ceva foarte rafinat, ea putea trece inca drept ceva popular, fara a fi cu totul respinsad),
la periferie ea deschidea o cutie a Pandorei pe care niciun artist nu voia sa si-o asume in intregime. La un nivel
mai simplu, a existat o rezistentd Tmpotriva internationalizrii a ceea ce fusese o productie vernaculard a Sta-
telor Unite, cel putin in ce priveste acceptarea sa drept canon sau stil de urmat in afara granitelor acestora.
Erain reguld sa fie consumatd doar atfta timp cit i se atasa eticheta ,de import”. Cresterea preturilor la care
se vindea arta pop din Statele Unite a fost acceptata, dar artistii locali au avut tendinta de a evita popul ca model,
spre deosebire de cazurile expresionismului abstract si ale altor miscari.

In America Lating, expresia rezistentei la marfd s-a ivit prin procese de insertie si reinsertie, acest din urma ter-
men fiind folosit de artistul brazilian Cildo Meireles n lucrdrile sale din 1969—1970. Meireles retragea din cir-
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3. ,La simpatia de los objetos”, Marcha
(Montevideo), 13 august 1965, p. 21.

4. Ibid.

21



5. Ibid.

6. Shifra Goldman, ,Painters into Poster
Makers", Studies in Latin American Popu-
lar Culture 3 (1984), p. 162-173.

7. Cu mult nainte de Sherrie Levine si
incd din 1968, artistul venezuelean José
Guillermo Castillo decupase repro-
duceri dupd picturi din Art News si le
semna cu numele sau, fdrd nicio altd
modificare. Artistul italian Giulio Paolini
si-a apropriat, de asemenea, reprodu-
ceri dupa picturi de diversi autori incd din
1963, dar intr-o formd mai putin radi-
cald, resemnificindu-le cu titluri date de
el, o procedurd pe care a continuat-o
timp de un deceniu.

el

Thomas Crow ar trebui laudat pentru
mentionarea lui Sturtevantin The Rise of
the Sixties, New York, Harry W. Abrams,
1996, p. 159.

. Pozitia lui Hamilton si aceea a tovardsilor
sdi de expozitie au fost politic mai putin
virulente si angajate decit aceea a lui
Heartfield, dar impartaseau totusi o es-
teticd si un simt al satirei cu privire la mar-
furi si la valorile clasei de mijloc.

O
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culatie produse destinate consumatorului (sticle de coca-cola nedeschise, bancnote), imprima pe ele mesa-
je politice i le reda circuitului consumului normal — adic le ,reinsera®. In comparatie cu arta pop din Statele
Unite, fluxul dintre consumul cotidian si cel artistic era astfel inversat.

in cadrul lucririlor mai traditionale s-a trasat adesea o legdturd directd intre opera artistului cubanez Radl
Martinez (1927—1995) si arta pop din Statele Unite. Martinez studiase la Chicagoin 1952 si a lucrat in dome-
niul publicitdtii in Statele Unite si Cuba, deci conexiunea pare evidenta. Cu toate astea, opera lui Martinez aratd
cel mai clar posibilitatile de apropriere ale unei estetici, in raport cu simpla derivare a ei. Dispozitivele pop nu
au fost utilizate pentru a introduce Tn muzeu imaginile iconice ale consumului, ci pentru a aduce — a insera —
imagini iconice eroice Tn domeniul consumului popular. La fel cum Rauschenberg numea obiectele de con-
sum ,un peisaj american™, Martinez facea referire la ,eroii Revolutiei, poporul” ca peisaj cubanez. Tn masura
Tn care existase o influentd a artei pop din Statele Unite in arta sa, aceasta din urma fusese apropriata prin diges-
tie politica — si doar partial; picturile lui au ramas atft ambientale, cit si picturale. Nu a utilizat decit calitatea ico-
nica si aranjamentele seriale.®

Afost nevoie de o pozitie conceptuald pentru a produce lucrari cu o valoare iconica asemandtoare cu aceea
aartei pop din Statele Unite. Aceastd pozitie conceptuald ajutase — la fel cum o facuse arta pop n Statele Unite
— la formularea artei in termenii problemelor. in timp ce reinsertiile lui Meireles evita trasaturile vizuale iconi-
ce, opera lui Antonio Caro le exploateaza. Lucrarea sa Colombia, cuvint scris cu caracterele Coca-Cola, si uti-
lizarea stilului folosit in afisele populare ale coridelor pentru a transmite mesaje politice spre mijlocul anilor 1970
sint exemple ale acestui proces. Saftul lui Hélio Oiticica de la constructivism la lucrul cu scolile de samba spre
finele anilor 1960 e un alt exemplu. Tucumdn arde, o expozitie creata de un grup de artisti argentinieniin 1968
pentru a lupta Tmpotriva represiunii economice si sociale practicate de dictaturd in provincia Tucuman, fuse-
se, de fapt, o metaexpozitie servind aceleasi scopuri. Tehnicile de prezentare si gestul expunerii fusesera recon-
textualizate si transformate ntr-o noud imagine iconica.

In Statele Unite, aceeasi pozitie conceptuali a ajutat, in cele din urm3, la politizarea artei pop, generind acti-
vitatea conceptualista tirzie cunoscutd sub numele de neoconceptualism, care in realitate ar trebui sd fie cla-
satd drept o esteticd postpop. A fost un proces facut vizibil in mod uluitor de artista Sturtevant in expozitia ei
ce a avut loc la galeria Bianchini din New York. Expozitia a constat din piese de mobilier combinate cu alte
piese pictate foarte convingator in maniera actorilor principali de pe scena pop. Un dulap aparea astfel ca o
colaborare intre Lichtenstein, Oldenburg, Johns si Warhol, ceea ce a provocat admiratie pentru capacitatea
artistei de a-i coordona pe acesti deschizatori de drumuri ca muncitori pentru propriile ei intentii. Folosind i
cazul acesta arta ca un ,faux-ready-made®, ea a transformat efectiv in ,arta pop" noile imagini iconice ale artei
si a deschis o cale pentru ceea ce se va numi mai tirziu apropriationism.” De asemenea, ea a demascat in-
tr-un mod eficace si din interior valoarea monetard a operelor de arta, o transgresiune cu sigurantd mai subver -
siva si mai periculoasa decit gesturile paralele de dematerializare din cadrul conceptualismului din Statele Unite.
Asta ar putea explica in parte ,disparitia“ ei din istoria anilor 1960.% Un deceniu mai tirziu, Jenny Holzer folo-
sea procesul de reinsertie, adoptind mijloace de exprimare si un limbaj ,banal” pentru circulatia aforismelor
ei. La rindul ei, Barbara Kruger isi apropriase tehnici comerciale de prezentare, pe care le exagerase pentru
a-si transmite sloganurile.

in cele din urma, arta pop poate fi vazutd Tn lumina a doua paradigme: una este aceea a operei din secolul al
noudsprezecelea a lui Harnett, Peto, Haberle si a celor care se inrudesc cu ei; cealaltd e aceea a Iui john Heart-
field. O istorie propriu-zisa ar incepe cu expozitia britanica This Is Tomorrow (1956) si, urmind lucrarea lui Richard
Hamilton din cadrul acesteia, ar lega miscarea cu Heartfield.” Grupul orientat spre imagini iconice al primilor
artisti pop din Statele Unite a stabilit, dupa ce le-au urmat indicille, o conexiune cu pictorii din secolul al noudspre-
zecelea.

Arta pop nu trebuie vazutd doar prin folosirea marfurilor cotidiene drept icoane artistice, ci si ca © miscare mai
largd ce abordeaza reteaua de relatii dintre consumator si obiect, operind prin urmare intr-un context poli-
tic. Doud curente subestetice din Statele Unite trebuie mentionate aici. Unul e exemplificat de opera lui Luis
Jiménez. Monumentele sale din poliester date cu sclipici in culorile curcubeului salveaza si reinsereaza pro-
blematici ale gustului si eroismului in modalitati ce introduc in cultura Tnalta chestiuni legate de identitate, clasd
si etnie.

Al doilea curent e ilustrat de munca unor fotodocumentaristi precum Allan Sekula, Martha Rosler si Louise
Lawler. De fapt, ei sint legati de colajul initial al lui Richard Hamilton, Just What Is It That Makes Today's Homes

So Different, So Appealing (1956), care a servit drept coperta a catalogului expozitiei This Is Tomorrow. Prin pin-
zele din 1968 ale pictorului islandez Erro (scene ale Razboiului din Vietnam Tn bucdtdrii ale clasei de mijloc) si
pind la Bringing the War Home: Home Beautiful (1969—1972) de Martha Rosler, incepem sa intelegem lucrari-
le acestor artisti si concentrarea lor pe interactiunea cu marfurile. Ei folosesc fotografia pentru a valida adevarul
analizei lor critice a acestor relatii. Furnizeaza o documentare contextuala a icoanelor societatii de consum,
le prezintd intr-o formd ireprosabild si le redau dimpului unificat al realitatii consumului (unificat cel putinin con-
textul galeriei). Poate cd acest dimp nu e subminat de opera lor, dar cel putin privitorii pot fi supusi unei oare-
care conversii ideologice Tnainte ca lucrarea sd fie cooptatd.

Cutia Brillo e poate un bun exemplu aici, decarece serveste ca numitor comun atit pentru curentele politi-
ce, it si pentru cele nonpolitice ale artei pop. Pentru artistii orientati spre imagini iconice, cutia e exact asta,
cu accentul pus pe numele de firmd. Pentru artistul relational, ea devine, dincolo de un obiect de consum, si
tribuna improvizata de pe care se emit mesaje.

Traducere de Alexandru Polgar
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Modernitatea tirzie nu are punct de fugd, marginile i sint in continud expansiune, nomadicul domind viata de zi cu zi, iar permanenta si continuitatea sint doar
branduri turistice. Globalul contemporan incorporeaza practicile locale, le niveleaza, le amesteca si le transforma in semne recognoscibile, in bunuri de consum;
relatiile sint intense, dar de scurtd durata, benzile rulante de productie devin invizibile, masinile de vindut vise stralucesc cu litere mari, de neon, iar prezentul se
transforma in aburi si vapori. Aceste trasaturi, dintre care multe compun epoca ,modernitdtii lichide* descrisa de Zygmunt Bauman la inceputul noului mileniu,
se regasesc inca din prima parte a anilor "90 in lucrarile artistilor contemporani, mai ales ale celor din fostul bloc estic, pentru care granitele se lichefiaza la pro-
priu si capitalul devine sinonim cu circulatia libera (the free flow of capital). Acestia s-au remarcat drept colectionari de imagini ale efemerului, documentaristi ai
noilor peisaje urbane, atenti la intilnirile idiosincratice dintre culturi ajunse dintr-odata in convietuire, inventariindu-si experientele personale ca pe ultime martu-
rii ale unei lumi a cdrei schimbare ireversibild o percepem n timp real sau creind pentru celdlalt conditii de experientd plurisenzoriale, care sd indice infiltrarea
diferitului in familiar.

Dan Mihaltianu nu s-a oprit cu investigarea si fnregistrarea acestei lumi la anii fn care a plecat din Romania in Europa mai mult sau mai putin de Vest. Proiectul

sdu de cercetare vizind ,economia lichidd" a devenit unul permanent, in care se pot citi permeabilitatile contextelor locale si global, interschimburile continue
dintre acestea, evitarea instaurdrii unui sistem uniform si unitar prin supravietuirea economiilor sau stilurilor de viata alternative, precum si flexibilitatea structuri-
lor social-politice Tn care artistul (lucrdtorul cultural) poate oricind oferi un model de adaptare.

T selectia alcatuits pentru IDEA putem citi principalele directii din aceasta cercetare, fiecare dintre ele reprezentind o imagine sintetizatoare atit a ultimilor 25 de
ani, cit si a unui prezent deschis — de la perechile purtate de jeans (1990-2013) la multimile in stradd si la sticla potential incendiara. (Raluca Voinea)

,Termenul de «economie lichida» se referd la fluiditatea, volatilitatea, versatilitatea si imprevizibilul unui fenomen global — existenta economiilor alternative, autono-
me, paralele sau subterane, in cadrul actualului sistem economic oficial. Persistenta unor practici traditionale sau arhaice, combinate cu noi tehnologii si forme
de productie in procesul reajustarii la noi situatii politice, sociale si economice care se petrec periodic in societatea noastrd, este un factor de continuitate si dezvolta-
e, dar si o alternativd la economia globala, subordonata structurilor si intereselor transnationale. Exista o interconexiune puternicd intre structurile economice,
sociale si culturale de la toate nivelurile, care face ca dihotomiile oficial/underground, legal/ilegal, industrial/artizanal, cutturd inaltd/cultura populard, profesionist/ama-
tor, calificat/autodidact, traditional/vizionar sé fie aproape inseparabile.” (Dan Mihdltianu)

Dan Mihdltianu: Liquid Economy

Production/Consumption/Alienation

Late modernity doesn't have a vanishing point, its edges are in continuous expansion, the nomadic dominates daily life and permanence and continuity are just touristic brands.

The contemporary global incorporates local practices, it evens, mixes and turns them into recognizable signs, into consumption goods; relationships are intense but short-lived, the
production assembly lines become invisible, the dreams-selling machines shine in big, neon letters and the present turns into steam and vapours. These traits, many of which com-
pose the epoch of “liquid modernity” as it was described by Zygmunt Bauman at the beginning of the new millennium can be found already in the first part of the 90s in the works

of contemporary artists, especially those in the former Eastern bloc, for whom the borders literally liquefy and capital becomes synonymous to free circulation (the free flow of capital).
These artists became known as collectors of pictures of the ephemeral, documentarists of the new urban landscapes, attentive to the idiosyncratic encounters between cultures sud-
denly forced to coexist, inventorying their personal experiences as last testimonies of a world which irreversible change we now perceive in real time, or creating for the other condi-
tions of multi-sensory experience which indicate the infiltration of the different into the familiar.

Dan Mihaltianu hasn't stopped investigating and recording this world to the years when he left Romania for the more-or-less Western Europe. His research project on “liquid economy”
has become a permanent one, in which one can read the permeability of local and global contexts, the continuous interchanges between them, the avoidance of a uniform and unitary
system’s instauration through the survival of alternative economies or life-styles, as well as the flexibility of social-political structures in which the artist (the cultural worker) can at any
time offer a model of adaptability.

In the selection made for IDEA one can read the main directions of this research, each one of them representing a synthetic image both of the past 25 years and of an open present

— from the used pairs of jeans (1990-2013) to the crowds in the streets and the potentially incendiary bottle. (Raluca Voinea)

“The term 'Liquid Economy’ refers to the fluidity, volatility, versatility and unpredictability of a global phenomenon — the existence of alternative, autonomous, parallel or under-
ground economies, within the actual official economical system. The persistence of traditional and archaic practices combined with new technologies and production forms in the
process of readjustment to new political, social and economic situations that are occurring periodically in our society, is a factor of continuity and development, but also an alternative
to a global economy, subordinated to transnational structures and interests. There is a strong interconnection between economic, social and cultural structures at all levels, which
makes the dichotomies official/underground, legal/illegal, industrial/artisanal, high culture/popular culture, professional/amateur, skilled/autodidact, traditional/visionary, almost
inseparable. The project looks into the main aspects of ‘liquid economies’ — positions — relations — resources — practices — infrastructure — sustainability — production — distribution

- consumption — capitalization. (Dan Mihéltianu)

DAN MIHALTIANU born 1954 in Bucharest, cofounded subREAL in 1990 (cooperation until 1993), has initiated and coordinated a series of international projects, such as: Balt-Orient-
Express, ifa-Galerie Berlin, Kunsthale Exnergasse Vienna, National Museum of Art Bucharest, 1996; Transferatu, ifa-Galerie Berlin, 1999; Transcafe, Galeria Noua Bucharest, 2000;
Liquid Matter, Kunstraum Bethanien Berlin, 2006; Social Cooking Romania, NGBK Berlin, 2007.

Since the 1980s his work has been exhibited in various solo and group shows, among others: Les Rencontres Internationales, Paris, Berlin, 2014; Literacy-Illiteracy, 16th Tallin Print
Triennial, 2014; Les enfants de Ceausescu et de George Soros, Plan B Gallery, Berlin, 2013; subREAL Retrospect, MNAC, Bucharest, SALT, Istanbul, 2012, 2013; Official History,
Galerie Renate Kammer, Hamburg, 2011; Plaques tournantes, Haus der Kulturen der Welt, Berlin, 2010; Nightsense, Nuit blanche Toronto, 2009; Divided Files, 3.14 International
Contemporary Art Foundation Bergen, 2008; The Process, Prague Biennale 3, 2007; New Video, New Europe, Renaissance Society Chicago, Contemporary Art Museum St. Louis,
Tate Modern London, Stedelijk Museum Amsterdam, The Kitchen New York, 2004-2006; Tracing Space, Bergen Kunsthall, 2005; Not on the Sky & not on the Earth, Museum of
Modern Art, Skopje, 2004; Context, Romanian Pavilion, La Biennale di Venezia. 49., 2001; CTRL [SPACE], ZKM/Museum for Contemporary Arts Karlsruhe, 2001; Periferic 4, lasi, 2000;
Video Cult/ures, ZKM/Museum for Contemporary Arts Karlsruhe, 1998; Ad Hoc, Museum of Contemporary Art — Ludwig Museum, Budapest, 1997; Firewater, Art in General, New
York, 1996; Nineteen-fifty-four, Kinstlerhaus Bethanien, Berlin, 1994; Aperto, 45th International Art Exhibition Venice Biennale/Biennale di Venezia, 1993; Production of Cultural
Difference, 3rd International Istanbul Biennial, 1992; Points East, Third Eye Centre, Glasgow, 1990; Impact Art Festival, Municipal Art Museum, Kyoto, 1986, 1987, 1988; Art of Today,
Club of Young Artists, Budapest, 1986, 1987; European Print Triennial, Grado, 1987.
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Great Distillations, copper, galvanized steel, flower, fermented fruits, alcohol, 1994
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Apparat, Neue Sché‘mhauﬁer Strasse 20, Berlin, 1994-1999

WO M Y

APPARAT

BETRIEBSTE|UN

| Bgne
i
&



TUN ROOM

Degree 0, miniature bottles, single malt spirit, edition of 100, Glenfiddich Distillery, Scotland, 2002
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Plaques tournantes, polyurethane, inkjet prints, cardboard, wood, aluminium, PVC, 2007-2012
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Vodka Pool, vinyl pool liner, vodka, coins, Nightsense;- Nuit Blanche, Toronto, 2009
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Les enfants de Ceausescu et de George Soros, two-channel sound and video projection, furniture, objects, Plan B Gallery, Berlin, 2013
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Exhibition view, Diary of a Discussion on Education and Other Things, 2014. Photo credit: Miron Vilidar Vivien

»intotdeauna la un pas de arta*“
Diana Marincu

Nita Mocanu, Jurnalul unei discutii despre educatie si altele,
[2—14 septembrie 2014, Conset, Cluj

Formatul expozitilor de arta contemporana se schimbd constant si se distanteaza
de ideea ,marilor* intfiniri cu arta, pentru a produce nu o ratare a acestei promi-
siuni, ¢i o lucidd detasare de acest tip de asteptdri. Sub influenta nevoii de a intro-
duce noi instrumente pentru crearea unui discurs mai relaxat si mai deschis spre
public, expozitille se transforma adesea in spatii de reflectie, unde perspectivele unice
si conceptele tari sint inlocuite de incertitudini, demonstratii partiale si puncte de
vedere multiple. Jintotdeauna la un pas de artd”, sintagmad extrasd din lucrarea Jur-
nal evaziv a Nitei Mocanu, reprezintd cel mai bine esenta ultimei sale prezentari
in cadrul Atelierelor Conset din Cluj si, mai mult decit atft, si poate extinde ,diag-
nosticul” si spre starea generald a scenei artistice romanesti. fntr-o incercare de a
renunta la un format static de prezentare, atelierul Nitei Mocanu a inceput cu o
expunere a lucrarilor personale legate de situatia educatiei in Romania — pe care
o cunoaste bine, fiind profesoara la Liceul de Arte din Arad — pentru a se transfor-
ma ulterior Intr-un laborator de gindire si productie de idei despre invdtamint, mode-
late Tn functie de participanti pe parcursul a trei saptamini. Ultima parte a prezentarii
(12—14 septembrie) a integrat tot acest material acumulat, decupindu-I apoi in forma
unor poeme vizuale de tip jurnal care reprezinta ,vocile* interlocutorilor sau cita-
te ale cliseelor atit de raspindite in domeniu: ,Unde ai vdzut tu fetita cu par verde?”,
,baletul in jurul naturii moarte®, ,linia care defineste forma“, ,educatia artistica e o
taind“, ,arta contemporand e de nisd", ,si acum, drapaje din alt secol”, ,veselia ritmu-
lui vizual” etc.

Atelierele Conset, desfasurate la Casa Tranzit din Cluj, au pornit de la ideea confrun-
tarii dintre domeniul artelor vizuale si alte sfere ale cunoasterii, prin care contextua-
lizarea mai extinsa a artei ar putea determina noi abordari teoretice. Situindu-se pe
o pozitie contrara rigiditatii specifice institutilor dedicate artelor; Conset se defineste
ca o institutie temporard, experimentald, menitd ,sa ldrgeasca orizontul de as-
teptare si de incorporare a posibilelor productii de sens”. Artistii invitati de Szilard
Miklos, initiatorul atelierului, Tsi construiesc proiectele n functie de dialogul cu citi-
va parteneri si cu publicul interesat sa fsi aducd o contributie, iar finalitatea nu in-
clude cu necesitate o expozitie ca rezultat al cercetdrii. Structura Conset pare mai
degraba o formuld de ,mediere"” intensa intre cadrul producerii lucrarilor si cel al
receptaril, printre jaloane precum biblioteca, Intilnirile cu artistii, proiectiile video si
publicatiile.

Nita Mocanu, prima artistd in rezidentd la Conset, recurge la expozitie ca la un instru-
ment flexibil pentru a face public un proiect de analizd critica despre stadiul actual
al sistemului educatiei vizuale din Romania, aducind accente diferite subiectului —
de la o voce singulard, subiectiva, in prima zi, la mai multe voci, mai coagulate, n

DIANA MARINCU (n. 1986) este doctoranda la Universitatea Nationald de Arte din Bucuresti, Departa-
mentul de Istoria si Teoria Artei, cu o cercetare despre discursurile curatoriale construite in jurul unor criterii
politico-geografice in ultimii doudzeci de ani. Semneaza cronici de arta in revistele Arta, Observator cultural,
Dilema veche, Poesis International si n alte publicatii.
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“"ALWAYS A STEP AWAY FROM ART"
Diana Marincu

Nita Mocanu, Diary of a Discussion on Education and Other Things,
12-14 September 2014, Conset, Cluj

The format of contemporary art exhibitions constantly changes and
distances itself from the notion of “great” encounters with art, not

in order to avoid the failure of this promise, but for achieving a con-
scious detachment from this sort of expectations. Under the influ-
ence of a need for introducing new instruments for creating a
discourse more relaxed and more open to the public, exhibitions
often become spaces for reflection, where single perspectives and
hard concepts are replaced with uncertainties, partial demonstra-
tions and multiple points of view. “Always a step away from art”, a
phrase I extracted from Nita Mocanu's Evasive Diary, best represents
the essence of her last presentation at the Conset Workshops in Cluj
and, more than this, can also expand a “diagnosis” of the general
situation in the Romanian art scene. In an attempt at renouncing

to static display, Nita Mocanu’s workshop started with an exhibition
of personal work on the status of education in Romania — which she
knows well, being a teacher at the Art High School in Arad -, and
later transformed itself into a laboratory of thinking and producing
ideas about the school system, designed in consideration of the par-
ticipants during three weeks of collaborative work. The last part of
the presentation (12-14 September) has integrated this accumulated
material in its entirety, cutting it in shape of diary-type visual poems
representing the “voices” of discussion partners or quotations of var-
ious clichés widespread in the field of education: “Where did you see
a little girl with green hair?”, “the ballet around still life”, “the line

uon uon

defining the form”, “art education is a mystery/sacrament”, “contem-
porary art is a niche”, “and now, some draping from a different cen-
tury”, “the gaiety of visual rhythm”, etc.

The Conset Workshops at the Tranzit House in Cluj started from the
idea of confronting the domain of visual arts with other spheres of
knowledge, whereby the expanded contextualization of art could
determine new theoretical approaches. Standing on a position oppo-
site to the rigidity characterizing art institutions, Conset defines itself
as a temporary experimental institution meant “to widen the horizon
of expectations and incorporations of possible productions of mean-
ing”. The artists invited by Szilard Mikls, the initiator of the work-
shops, build their projects in a dialogue with a number of partners
and with the public interested in contributing, but the end product
of such proceedings do not necessarily imply an exhibition as a result
of the research. The structure of Conset is rather a form of intense
“mediation” between the frame of art production and that of art

DIANA MARINCU (b. 1986) is a Ph.D. candidate at the National University
of Art in Bucharest, Art History and Theory Department, with a research
focusing on the curatorial discourses built in relation with political and
geographical criteria in the last twenty years of exhibition making.

She writes art reviews in Arta, Observator cultural, Dilema veche, Poesis
International, and other publications.
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Exhibition view, Diary of a Discussion on Education and Other Things, 2014. Photo credit: Mihai Platica

ultima zi. Aceastd schimbare si solidarizare intre participanti inseamna mai mult decit
intdrirea pozitiei artistei in cadrul demersului sau critic, find de asemenea o, proba“
din punct de vedere metodologic pentru un viitor atelier de lucru ce-si propune
schimbarea la nivel national a programei scolare in domeniile artistice.

De la o expozitie de autor la una de tip laborator si n final la una poetico-docu-
mentard, parcursul Jurnalului unei discutii despre educatie si altele a urmarit doua ipos-
taze ale partenerilor de discutii — cea de artist si cea de profesor —, vazute ca doua
identitati distincte. Cum gindesti si cum actionezi in cele doua registre? Care sint
urgentele fiecareia dintre ele si cum comunica acestea? Cum ar trebui actionat pen-
tru a schimba programa inadecvata, bazata strict pe formalismul limbajului vizual?
Ce fel de sustinere are, de fapt, arta ca obiect de studiu in scoald? Cum se pot reea-
valua cerintele educatiei vizuale din Romania pentru a gdsi punctul de intersectie
Tntre ,viata" si scoala? In ce fel s-ar putea dezvolta o gindire criticd intr-un cadru norma-
tiv precum cel al nvatamintului public? Acestea sint citeva dintre intrebdrile care tra-
verseaza documentarea inceputa deja de Nita Mocanu la Arad in 2010 sub forma
unui chestionar video si continuatd aici in urma discutiilor cu Szilard Miklds si Dénes
Mikldsi, un alt initiator al proiectului Conset si participant la atelierele acestuia. Fie-
care dintre artistii sau curatorii invitati de Nita si-a povestit propria experientd de
la scoald, iar Nita a transformat ideile si informatiile intr-un fel de mind map din texte
si fotografii. Identificind cele mai sensibile puncte ale traseului educatie — culturd —
politicd, majoritatea profesorilor au fost de acord cd cerintele manualului si progra-
ma, asa cum aratd ele n acest moment, nu sint attceva decit sisteme de a configura
o realitate paraleld despre artd, izolatd de orice responsabilitate sociald si imuna la
schimbdrile instrumentelor specifice sau ale definitiilor artei cu care operam. ,Obiec-
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reception, via flagpoles such as the library, meetings with artists,
video projections and publications.

Nita Mocanu, the first artist-in-residence at Conset, resorts to the
exhibition as a flexible instrument for making public a project of crit-
ical analysis about the current situation in the system of visual edu-
cation in Romania, contributing different emphases to this topic

- from a singular subjective voice on the first day of the project to
many voices, more coagulated, on the last. This change and solidari-
ty between the participants means more than strengthening the
artist’s position within her critical discourse, being also a method-
ological “trial” for a future workshop that has set as its aim the
transformation at national level of the curriculum in teaching artistic
disciplines.

From a personal exhibition to a laboratory and, in the end, to a poet-
ic-documentary, the trajectory of the Diary of a Discussion on Educa-
tion and Other Things pursued two postures of the partners in
dialogue — that of the artist and that of the professor — viewed as two
distinct identities. How does one think and how does one act in these
two registers? What are the urgencies of both and how do they com-
municate? What is the kind of support art receives as a subject mat-
ter in schools? How can one reassess the requirements of visual
education in Romania in order to find the meeting point between
“life” and “school”? How can one develop critical thinking in a nor-
mative frame such as that of public education? These are some of
the questions traversing the documentation started by Nita Mocanu
in Arad in 2010 as a video questionnaire and continued here follow-
ing discussions with Szilard Miklés and Dénes Miklési, another initia-
tor and artist-in-residence at Conset. Each artist and curator invited
by Nita Mocanu shared his or her school experience, and Mocanu
transformed ideas and information into a sort of mind map made of
texts and photos. Identifying the most sensitive points of the trajec-
tory education-culture-politics, the majority of the teachers agreed
that the requirements of the textbooks and the curriculum in their
current state are nothing but systems for configuring a parallel reali-
ty about art, isolated from any social responsibility and immune

to changes in specific instruments or art definitions with which we
operate. Today, the relevant “objectives” are not the contrast
between warm and cold colors, neither the painterly treatment of

a surface. These can constitute, as Nita Mocanu suggests, a practical
guide of materials and working techniques, but cannot replace the
formative role played by this subject as regards the motivation and
goal of expression through art. Nita Mocanu’s 2012 video The
Development of Sensibility presents an 8th-grader reading a text
resembling Eugen Ionescu’s absurd writings — the reference skills
for the “Development of sensibility, creativity and artistic imagina-
tion” in the official school curriculum. Gradually, the rhetorical impe-
tus of the girl recedes and errors and emotions appear. It seems as
if the meaning of the text exceeds the semantic reference and a link
is totally missing from the logical connection of activities and objec-
tives. From the same series, The Development of Creativity conveys
a collage of phrases quoted from the curriculum according to the
principles of using elements of plastic language, without paying
attention to the meaning of words and privileging the dexterity

in cutting.

Other projects attempting at destabilizing clichés on education can
be found in the work of h.arta group, for which emancipation, de-
canonization of culture and “usefulness” of art are constant concerns.
On Art and the Way We Look at the World, a project included in the
International Biennial of Contemporary Art — Periferic 7, Iasi, 2006,
has kept its relevance today, after 8 years since the proposition of
some principles, a quasi-manifesto, indeed, for a re-definition of our
relationship to contemporary art in a public institutional context,
principles such as: “We can believe that the artist is always a genius,
who is not understood in his or her time, somebody completely
different from us, ‘common people’. It depends on us whether we
want to perpetuate these ideas on art and keep a reverential and

Evasive Diary — “Autumn — warm colors, blue is a cool color”, digital photography, 2014

tivele” relevante astazi nu sint contrastul cald-rece, nici tratarea picturald a unei supra-
fete. Ele pot constitui, asa cum propune Nita Mocanu, un ghid practic de materia-
le si tehnici de lucru, dar nu pot inlocui rolul formativ pe care aceasta disciplind il are
n ceea ce priveste motivatia si scopul exprimarii prin artd. Videoul Nitei Mocanu,
Dezvoltarea sensibilitdtii, din 2012, infatiseaza o eleva de clasa a VllI-a citind un text
desprins parca din Eugen lonescu — competentele de referinta pentru ,Dezvolta-
rea sensibilitatii, creativitatii si imaginatiei artistice” din programa scolara. Treptat, emfa-
za retorica a fetei scade si apar erorile si emotiile. Pare ca semnificatia textului
depdseste referentul semantic si ca o verigd de legdtura lipseste complet in inlantui-
rea logica a activitatilor si obiectivelor. Din aceeasi serie, Dezvoltarea creativitdtii reda
un colaj al unor sintagme extrase din programa scolara conform principiilor de folo-
sire a elementelor limbajului plastic, fard a tine cont de sensul cuvintelor, ci doar
de dexteritatea de a decupa.

Proiecte care au incercat de-a lungul timpului sa destabilizeze cliseele educatiei se
regdsesc si fn munca grupului h.arta, pentru care emanciparea, decanonizarea cuttu-
rii si ,Utilitatea” artei sint citeva preocupari constante. Despre artd si felurile in care
privim lumea, un proiect inclus n Bienala Internationala de Arta Contemporand —
Periferic 7, de la lasi, in 2006, este la fel de relevant si astazi, la distanta de opt ani
de la redactarea unor principii, aproape manifest, pentru o redefinire a raportului
cu arta contemporana in context public institutional, precum: ,,Putem crede ca artis-

humble attitude regarding art (and culture, in general), or — instead
— we want to consider art as something close, normal, natural and
useful, something about which we talk in our lives, something that
not only reflects reality in a passive way, but can effectively change
things.”

If one always ignores the thought producing potential, and its possi-
bility of shaping new identities, visual education ends up as the least
respected subject taught in schools, the one with the smallest poten-
tial for being integrated as an instrument of knowledge in the life of
pupils. Henry Giroux, a known exponent of multicultural critical ped-
agogy in the United States, argues in his Pedagogy and the Politics
of Hope that the current crisis of pedagogy has one of its causes in
the lack of sensibility the system displays when it comes to the way
in which pupils perceive and assimilate information, as well as to the
relationship built between teachers and pupils at the level of power
structures legitimizing and perpetuating a dominant culture, sup-
posed to not challenge too much the social and institutional frame
in which the transmission of knowledge takes place. Objectivity, effi-
ciency and technique, viewed as priorities, separate, instead of bring-
ing together, history and the present, the idealism of public education
and the space we live in, harmony and the struggle for a better soci-
ety. What is taught in schools is not synonymous with what happens
outside of the classroom, and this tension manipulates our vision
about the relationship between information and power. Inhibiting
any attempt at a moral inquiry about the relationships between
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tul e intotdeauna un geniu, neinteles de epoca sa, cineva complet diferit de noi, «<oame-
nii obisnuiti». Depinde de noi toti daca vrem sd perpetudm aceste idei despre arta,
dacd vrem ca atitudinea noastrd in fata artei (si a culturii, in general) sé fie una reve-
rentioasa si umild sau daca vrem, dimpotrivd, sd socotim ca arta poate fi ceva apro-
piat, normal, firesc si folositor, ceva ce vorbeste despre vietile noastre, ceva ce nu
doar reflectd pasiv realitatea, ci care poate schimba in mod real lucrurile”.

Daca se ignora mereu potentialul de a produce idei si de a contura noi identitat,
educatia vizuald sfirseste prin a fi cea mai umild materie predata in scoli si cu cel mai
mic potential de a fi integrata ca instrument al cunoasterii in viata elevilor. Henry
Giroux, un exponent cunoscut al pedagogiei critice multiculturale din Statele Unite,
sustine in studiul Pedagogy and the Politics of Hope ca una dintre cauzele crizei actua-
le a pedagogiei o constituie insensibilitatea sistemului fata de felul in care elevii per-
cep si asimileaza informatiile prezentate si fatd de relatia construita intre profesor
si elev la nivelul structurilor de putere care legitimeaza si perpetueazd o cuttura domi-
nantd, fn masura sa nu provoace prea mult organizarea sociald si institutionala n
care are loc transmiterea cunoasterii. Obiectivitatea, eficienta si tehnica, vazute ca
prioritare, separd, in loc sa aduca impreund, istoria si prezentul, idealismul invata-
mintului public si spatiul in care trdim, armonia si lupta pentru o societate mai bund.
Ceea ce se preda in scoli nu este sinonim cu ceea ce se Intimpla in afara sdlii de
clasa si aceasta tensiune manipuleaza viziunea asupra raportului informatie-pute-
re. Inhibind orice tentativa de chestionare morald a relatiilor dintre privilegiati si sub-
ordonati, sistemul educational actual depolitizeaza si exclude programatic orice
initiativa criticd Tndreptata spre asimetria relatilor de putere. Henry Giroux pledeaza
pentru o ,pedagogie radicald”, care sa tind cont de trei directii importante: politi-
ca statului care influenteazd identitatea scolii, textul ca instrument ideologic si cadrul
vietii tuturor entitdtilor participante, cu mostenirile culturale, experientele si limba-
jele specifice. Tinind cont de acestea, se deschide o ,pedagogie a posibilitatii“, inclu-
Zind vocea scolii, vocea elevului si vocea profesorului.

Astfel, una dintre prioritatile nvatamintului artistic ar trebui sd se concentreze pe
refacerea legaturilor dintre spatiul inchis al salii de clasa si societatea n care traiesc
elevii si ,urgentele” lor. Nita Mocanu a oferit ocazia profesorilor de a-si face auzita
vocea, un prim pas al unui dialog esential pentru recunoasterea unor probleme igno-
rate prea mult timp. Plasind citate extrase din discursul profesorilor in diferite lo-
curi din oras pentru a le fotografia in context, Nita Mocanu oscileaza intre doua
manifestari ale mesajului, din estetic inspre etic si invers. Cea mai poeticd lucrare
a expozitiei, videoul Martie, este o metafora despre legdturi indestructibile, materni-
tate si obligatii. Doud mineci, a mamei si a copilului, sint cusute una de alta, intr-o
apropiere fortatd, dar necesara. Faptul cd la un moment dat firele sint taiate deter-
mina detasarea si eliberarea de sub protectia adultului si inceputul unei noi relatii,
de egalitate de data aceasta. Gestul acesta firesc, transpus in zona teoretica a pro-
blemei ridicate de Nita Mocanu, se poate traduce in asumarea totald a unui echi-
libruintre cele doud instante, profesor si elev, privite cu empatie si responsabilitate.
Odata definit teritoriul de intilnire, polifonia vocilor si multiplele straturi istorice ale
acestei relatii, am incredere ca scoala ar putea integra in timp si ,fetita cu par verde”.
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Evasive Diary — “The classes for finding beauty in a A4 format”,
digital photography, 2014

privileged and subordinated, the current educational system depoliti-
cizes and programmatically excludes any critical initiative aiming at
the asymmetry of power relations. Henry Giroux pleads for a “radical
pedagogy”, which would consider three important directions: state
policies that influence school identity, texts as ideological instru-
ments and life contexts of all participants, with their specific cultural
heritage, experiences and languages. Observing these directions,

a "pedagogy of possibility” opens up, one that includes the voice

of the school, that of the pupil and that of the teacher.

Thus, art education should take as a priority the focus on rebuilding
the connections between the closed space of the classroom and the
society in which pupils are living, as well as their “urgencies”. Nita
Mocanu has offered teachers the possibility of making their voice
heard, which is a first step for an essential dialogue for recognizing
long-ignored concerns. Placing quotations from the discourse of
teachers in various locations in the city and taking pictures of them,
Nita Mocanu oscillates between two manifestations of the message,
from the aesthetical to the ethical and back. The most poetic work of
the exhibition, a video titled March, is a metaphor about indestructi-
ble links, motherhood and obligations. Two sleeves, one of the moth-
er and the other of the child, are sewn together in a constrained but
necessary closeness. The fact that at some point the threads are cut
determines detachment and liberation from the protection of the
grown-up and the beginning of new relationship, this time of equali-
ty. This natural gesture, transposed in the theoretical field of the
question raised by Nita Mocanu, can translate as a complete assump-
tion of a balance between the two positions, that of the teacher and
that of the pupil, viewed with empathy and responsibility. With the
definition of the meeting place, of the polyphony of voices and of the
various historical layers of this relationship, I have trust that the
school could also integrate, in time, “the little girl with green hair”.

Translated by Alexandru Polgar

Cum sa lupti pentru lucruri care nu exista
‘Tobi Maier

Cea de-a 3 |-a editie a Bienalei de la S3o Paulo, 6 septembrie — 7 decembrie 2014

In 1967, artistul brazilian Hélio Oiticica si-a publicat textul General Scheme of the
New Brazilian Objectivity deodatd cu inaugurarea unei expozitii la Muzeul de Arta
Modernd din Rio de Janeiro. La vremea respectiva, el pleda pentru ludri de pozitie
din partea artistilor in problemele politice, sociale si etice, ficind semn, Tn acelasi
timp, spre o tendintd a practicii artistice colective. Citindu- pe criticul si scriitorul
brazilian Ferreira Gullar, Ofticica era in favoarea tezelor potrivit carora artistii tre-
buie sa fie fiinte sociale, a caror operd nu trebuie doar sa fie creatd, ci si sd incer-
ce sd schimbe constiinta celor din jur." Desi Oiticica nu e prezentat in expozitie ca
atare, majoritatea lucrarilor care se pot vedea la cea de-a 3| -a editie a Bienalei de
la Sdo Paulo sint patrunse de acest spirit.

Titlul sus-mentionat al expozitiei este doar una dintre mai multele denumiri pe care
echipa curatoriala le-a ales pentru expozitie. Printr-o miscare inteligenta de eluda-
re a pretentiei institutionale de a avea o identitate clara si ca semnificant al multitu-
dinii de aspecte puse in joc, unii ar citi titlul si drept Cum sd... ,cauti®, sa ,recunosti®,
sa ,citesti despre”, sa ,ti inchipui®... lucruri care nu existd. Cu mult inainte de des-
chiderea expozitiei in parcul Ibirapuera, echipa din jurul lui Charles Esche, Galit Eilat,
Nuria Enguita Mayo, Oren Sagiv si Pablo Lafuente a organizat ntilniri deschise Tn
toata tara, intilniri care se prelungesc prin prelegeri si performance-uri in pavilionul
Bienalei de la Sdo Paulo. Acest accent pus pe temporalitatea discursivd in arta con-
temporana se manifesta si n arhitectura expozitiei. Vizitatorul e intimpinat de o

TOBI MAIER este curator si scriitor activind la Sdo Paulo, unde a fost curator asociat la a treizecea editie a Bie-
nalei de la Sao Paulo (2012). Mai inainte, a lucrat ca muzeograf la Frankfurter Kunstverein, in Frankfurt am Main
(2006-2008), si la Ludlow 38, satelitul pentru artd contemporand din centrul orasului al Institutului Goethe
de la New York (2008-201 I). Recent, a coeditat OE #6061, Extra-disciplinary spaces and de-disciplinizing
moments: In and out of the 30th Bienal de Sdo Paulo (2013) si OEI #66, poemalprocesso (2014), precum si
cel de-al patrulea numar al revistei braziliene online Periédico Permanente.

Tiago Borges and Yonamine
AfroUFO, installation, 2014, @ Leo Eloy/Fundacéo Bienal de Sao Paulo

HOW TO FIGHT FOR THINGS THAT DON'T EXIST
Tobi Maier

31st S&o Paulo Biennial, 6 September — 7 December 2014

In 1967 Brazilian artist Hélio Oiticica published his text General
Scheme of the New Brazilian Objectivity in conjunction with an exhi-
bition at the Modern Art Museum of Rio de Janeiro. At the time he
was advocating for artists to take a position towards political, social
and ethical problems as well as pointing at a tendency towards a
collective art practice. Quoting Brazilian critic and writer Ferreira
Gullar, Oiticica supported the theses that artists have to be social
beings, whose work must not only be created but also attempt to
change the consciousness of people around them.! While Oiticica

is not presented in the exhibition itself, this spirit permeates much
of what is on view in the 31st edition of the Sao Paulo Biennial.

The above mentioned exhibition title is only one of several designa-
tions that the curatorial team has chosen for their exhibition. In a
clever move to escape the institutional demand for a clear identity
and as a signifier for the multiplicity of issues at stake, others would
read How to “look for”, “recognise”, “read about” or “imagine”
Things That Don't Exist. Long before the show opened in Ibirapuera
Park, the team around Charles Esche, Galit Eilat, Nuria Enguita
Mayo, Oren Sagiv and Pablo Lafuente had initiated open meetings
allover the country, which continue to evolve through lectures and
performances in the Biennial Pavilion in Sao Paulo. This emphasis on

TOBI MAIER is a curator and writer based in Sdo Paulo, where he was an
associate curator for the 30th edition of the Bienal de Sao Paulo (2012).
Previously, he worked as a curator at Frankfurter Kunstverein in Frankfurt
am Main (2006-2008) and at Ludlow 38, the downtown satellite for con-
temporary art of the Goethe-Institut in New York (2008-2011). He recent-
ly co-edited OFI #60-61, Extra-disciplinary spaces and de-disciplinizing
moments: In and out of the 30th Bienal de Sdo Paulo (2013) and OEI #66,
poemalprocesso (2014) as well as the fourth edition of the Brazilian online
magazine Periddico Permanente.
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Edward Krasiniski Edward Krasinski
Spear, @ Leo Eloy/Fundacéo Bienal de Sao Paulo

Spear and Other Works, 1963-1965, with photographs by Eustachy Kossakowski, @ Sofia Colucci/Fundagao Bienal de Sao Paulo

Mujeres Creando

Espacio para Abortar [Space to Abort], urban intervention, participative platform, 2014, ® Leo Eloy/Fundagéo Bienal de Sdo Paulo
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Otobong Nkanga
Landversation, installation, 2014, ® Sofia Colucci/Fundacao Bienal de Séo Paulo
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the discursive temporality in contemporary art unfolds in the exhibi-
tion’s architecture. The visitor is welcomed by a large Agora, a struc-
ture that allows immediate visibility to the discursive and performative
aspects emphasized by the curators. The ground floor of the pavilion
is open for free circulation, converted into a “public” space, where
the counting of visitors through the turnstiles only starts once we
start to ascend to the first floor.

From a desire to generate conflict, to think and act collectively, the
exhibition proposes a discussion on politics, religion, gender, economic
or social structures in contemporary life, opening the way for other
approaches that transform the hegemony of image representation and
voices that surround us. While there has generally been a lot of disen-
chantment with political promises in the country and street protests
advocating for social justice as well as better education and medical
services keep sparking in S&o Paulo since 2013, these more explicit
themes have little visibility in contemporary artistic production in Brazil
and gain essential momentum through this biennial. If art of the artists
are represented by projects of a collaborative nature. Yet, with few
artistic activities integrated into the social fabric of the city, the bien-
nial pavilion has become an aggregator for these initiatives, which at
times appear to be mere visual result of activist's performances.

The dialectical emphasis on the Middle Eastern conflicts in several
works on view backfired on curators and instititution a week before
the opening when a number of participating artists signed an open
letter against Israel’s financial contributions to the exhibition, in the
immediate aftermath of the Israeli army heavy bombing of Gaza

this summer. The issue was solved after lengthy meetings through

a change in the credit line, mentioning that artists are supported by
funding from their respective countries. Little effort was spent on
discussing the ethical standpoints of other commercial enterprises
that are offsetting their tax breaks through involvement with the
biennial, Brazil's cultural flagship. Instead, while seated on the
Agora near the entrance, visitors are able to reflect on the political,
economical and artistic status quo when pondering Dan Perjovschi’s
satirical drawings, this time applied in black and white ink directly
on the buildings glass facade.

Some presentations such as the precious 35 mm films Aguaspejo
Grenadino (1953-1955) and Fuego en Castilla (1958-1960) by
Spanish director José Val de Omar, or the delicate sculptures of
Edward Krasinski (Spear and Other Works, 1963-1965), stand out
with a sublime expography and furthermore attempt to establish

a much needed historical context for this show. While Val de Omar
openly criticized the clerical sway and the Catholic Church'’s ties with
the Franco dictatorship, Krasifiski performed his sculptures in the
routinely controled public realm of 1960’s socialist Poland. These
installations pinnacle in contrast to the rather quiet works by Jo Baer
who in a new series of works is depicting pagan symbols and neo-
lythic sculptures that are painted from memories to the time she
spent living in Ireland during the 1970’s or Vivian Suter’s large-scale
canvases that boldly embrace the traces and accidents brought about
by nature and the tropical climate of her adopted Guatemala.
Bringing the street into the institution, Halil Altindere’s film Wonder-
land (2013) is a powerful document of anger, resistance and urban
hope. The hip-hop collective Tahribad-i Isyan from Istanbul became
famous for its videos posted on the Internet and is the protagonist
in this poignant production that protests blatant gentrification in a
neighborhood historically occupied by Roma population. In the same
vein, and with an explicitly political tone, projects like Clara Ianni

and Débora Maria da Silva’s film Apelo (2014), or Espacio para Abor-
tar (2014), an installation by the Bolivian collective Mujeres Creando,
discuss the state-sanctioned violence in Brazil or the patriarchal repres-
sion of women in countries of South America where abortion is illegal.
AfroUFO (2014) by Tiago Borges and Yonamine, with musical contri-
butions from Cibelle Cavalli Bastos, represents the possibility of
flight, or the journey to another reality in the future. Metaphorically
the work connects to utopia possibly to be found in the neighbouring

mare Agora, o structura ce permite vazului accesul nemijlocit la aspectele discursi-
ve si performative subliniate de curatori. Parterul pavilionului e deschis liberei cir-
culatii, fiind transformat intr-un spatiu ,public”, iar numaratul vizitatorilor la turnichete
incepe doar cind dam sa urcam la primul etaj.

Dintr-o dorinta de a genera conflict, de a gindi si actiona in mod colectiv, expozitia
propune o discutie despre politica, religie, gen, structuri economice sau sociale din
viata contemporand, deschizind calea pentru alte abordari care transforma hege-
monia reprezentarii imaginilor si a vocilor ce ne fnconjoard. Desi, in general, in tara
a existat un nivel ridicat de dezamdgire in ceea ce priveste promisiunile politice, iar
din 2013 la Sdo Paulo se organizeaza intruna proteste de strada care pledeaza pen-
tru justitie sociald, dar si pentru educatie si servicii medicale mai bune, aceste te-
me mai explicite sint putin vizibile in productia artisticd contemporana din Brazilia,
dar ele capdtd o amploare esentiald prin intermediul acestei bienale. Daca aici arta
joacd un rol in remodelarea posibilitatilor de viitor, o mare parte dintre artisti sint
reprezentati prin proiecte ce presupun colaborarea. Existind totusi putine activitati
artistice care sa fie integrate Tn tesutul social al orasului, pavilionul bienalei a deve-
nit un colector de asemenea initiative, care uneori par a fi doar rezultatul vizual al
performance-urilor activistilor.

Accentul dialectic pus pe conflictele din Orientul Mijlociu in mai multe dintre lucrari-
le expuse s-a ntors impotriva curatorilor si a institutiei cu o saptdmind inainte de

In the Land of the Giants and Other Works, paintings, 2009-2013, @ Leo Eloy/Fundacao Bienal de Sao Paulo
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Dan Perjovschi
Wall, Work, Workshop. The Sao Paulo Drawing, window drawing, 2014,
@ Leo Eloy/Fundag&o Bienal de Sao Paulo

Jo Baer
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Halil Altindere Clara lanni and Débora Maria da Silva
LA . . . . o . VN . Wonderland, video, 2013, ®@ Pedro Ivo Trasferetti/Fundacao Bienal de Sdo Paulo Apelo [Plea], 2014, @ Pedro Ivo Trasferetti/Fundagao Bienal de Sao Paulo
vernisaj, cind mai multi artisti din bienald au semnat o scrisoare deschisa fmpotri-
va participdrii Israelului la finantarea expozitiei, in perioada imediat urmatoare Val del Omar
bombardarii masive din aceastd vari a Fisiei Gaza de citre armata israeliand. Dupa Water-mirror of Granada, video, 19531955, ® Leo Eloy/Fundagao Bienal de Sao Palo
lungi Intilniri, problema a fost rezolvata printr-o schimbare survenita in linia de cre-
dit, cu mentionarea faptului cd artistii sint sustinuti financiar de propriile tari. Nu s-a
prea omorft nimeni cu discutarea punctelor de vedere etice ale aftor companii comer-
ciale care contribuie la bienald, vitrina cutturald a Braziliei, pentru a-si scadea din impo-
zit. In schimb, asezati in Agora de la intrare, vizitatorii au posibilitatea de a reflecta
asupra statu-quoului politic, economic si artistic, meditind la desenele satirice ale
lui Dan Perjovschi, ficute de data asta cu cerneald neagra si alba direct pe fatada
de sticld a cladirii.
Unele prezentari, cum ar fi valoroasele filme pe 35 mm Aguaspejo Grenadino (1953—
1955) si Fuego en Castilla (1958—1960) ale regizorului spaniol José Val de Omar
sau sculpturile delicate ale lui Edward Krasinski (Spear and Other Works, 1963—1965),
ies In evidenta printr-o expografie sublimd, incercind, n plus, sa stabileasca contex-
tul istoric atft de necesar pentru aceasta expozitie. In timp ce Val de Omar a criti-
cat In mod deschis influenta clerului si legaturile Bisericii Catolice cu dictatura lui
Franco, Krasiriski si-a realizat sculpturile in sfera publica in mod obisnuit controlata
din Polonia socialistd a anilor [960. Aceste instalatii ies bine Tn evidentd, spre deo-
sebire de lucrarile mai degraba linistite ale Iui Jo Baer, care, Tntr-o serie noua de lucrari,
zugraveste simboluri pagine si sculpturi neolitice pictate din memorie dupa perioa- ;
da pe care a petrecut-o in Ianda in timpul anilor 1970, sau de pinzele de mari dimen- ’
siuni ale lui Vivian Suter, care cu indrazneald asuma sa infatiseze urmele si accidentele —
cauzate de naturd si de climatul tropical al patriei ei de adoptie, Guatemala.
Adudind strada in institutie, filmul Wonderland al lui Halil Altindere (201 3) reprezintd
o viguroasd documentare a furiei, rezistentei si sperantei urbane. Trupa de hip-hop

Tahribad-1 Isyan din Istanbul a devenit celebrd pentru videoclipurile postate pe



internet si e protagonista acestei productii incisive care este un protest impotriva
imburghezirii ostentative Tntr-un cartier ocupat in mod traditional de populatia ro-
ma. Pe aceeasi linie si cu un ton explicit politic, proiecte precum filmul Apelo (2014)
al Clarei lanni si al lui Débora Maria da Silva sau Espacio para Abortar (2014), o insta-
latie a grupului bolivian Mujeres Creando, abordeaza violenta folosita de stat in Bra-
zilia sau represiunea patriarhald a femeilor din tdri din America de Sud unde avortul
este ilegal.

AfroUFO (2014) al lui Tiago Borges si Yonamine, la care a contribuit muzical Cibelle
Cavalli Bastos, reprezinta posibilitatea zborului sau caldtoria spre o alta realitate in
viitor. Metaforic vorbind, lucrarea se leagd de utopia ce poate fi eventual gasita pe
continentul african vecin, care altminteri este putin reprezentat in expozitie. Cu un
sound electronic, graffitiuri fluorescente, animatii HD alb-negru, care amintesc de
spiritul neoconcretismului brazilian, AfroUFO este, in acelasi imp, una dintre putine-
le lucrdri din expozitie care exprima estetica si nelinistile universului post-internet,
n care traiesc multi dintre noi.

Dacd unul dintre motivele pentru crearea arhitecturii deschise a dispunerii expozitio-
nale a fost intentia de a aduce un omagiu manierei modeme de a construi a lui Oscar
Niemeyer (cea de-a 3 |-a editie a bienalei este prima de dupd moartea arhitectu-
|ui, ’n decembrie 2012), aceasta culmineaza intr-un spectacol postmodern la etajul
al treilea, cu o instalatie de filme creat de Mark Lewis (Invention, 2014). intre pereti
de sticla fumurie si reflectorizanta sint proiectate cadre lungi cu locuri enigmatice din
Sao Paulo, printre ele regdsindu-se si panorame din cladirea de locuinte Copan a
lui Niemeyer, de 38 de etaje, si navetisti care folosesc grabiti scarile rulante din statia
de metrou Pinheiros, care, din punct de vedere spatial, se afla in dialog cu scara spatiu-
lui expozitional In sine. Aceste imagini sint afisate n analogie cu imagini ale unui cuplu
care discuta pe terasa mallului Galeria do Rock si cu localnici deambufind de-a lun-
gul cunoscutei autostrazi urbane Minhocao, care se inchide in fiecare duminica.
Unul dintre putinele proiecte organizate in afara spatiului principal al bienalei siin
contextul urban al centrului orasului Sao Paulo este piesa Ultimul cuvint este penul-
timul — 2 (2008/2014) a companiei Teatro da Vertigem. Inspirata de eseul L’Epui-
sé al lui Gilles Deleuze [,Cel epuizat®, postfatd la Quad de Samuel Beckett, Paris,
Minuit, 1992 —n. red.], actiunea se petrece intr-un pasaj subteran abandonat care
leaga podul Viaduto de Cha cu piata Ramos de Azevedo. Publicul asezat in vitri-
nele goale din pasaj e martorul unui spectacol brechtian despre degradarea umana,
anxietate, nebunia urbanizarii si speculatii imobiliare. Pe sunetele ocazionale ale muzi-
cii electronice, o femeie de afaceri se fitiie agitatd n sus si-n jos, o sumedenie de
agenti cara omniprezentele semne cu ,de inchiriat” si ,de vinzare®, un barbat cu
parul lung trage pe nas o linie imensd de cocaina folosind un con pentru trafic, altul
Tsi da jos pantalonii, oferindu-si fesele pentru sex, o doamna in virsta e abandonata
goald intr-un scaun cu rotile de persoana care o ngrijeste. Actorii se amesteca prin-
tre trecatorii obisnuiti atunci cind traverseaza pasajul, care este inchis de obicei, n
timp ce publicul ramine Tn spatele geamului reflectorizant, urmarind ingaduitor un
spectacol care evoca viata de zi cu zi si epuizarea senzoriala din megalopolis. Dupa
piesa 958 metros a companiei Teatro da Vertigem, pusd n scena la sfirsitul anului
2012 n cartierul industrial Bom Retiro, unde se produc textile, si performance-urile
deschizatoare de drum ale companiei Teatro Oficina, condusa de Zé Celso, se pare
cd adevarata avangardd a culturii vizuale contemporane braziliene poate fi gasita in
teatru.

Cea de-a 3 |-a editie a Bienalei de la Sdo Paulo abordeaza mai multe probleme socio-
politice amenintdtoare si le ofera vizitatorilor un spatiu amplu si timp pentru a se
confrunta cu ele. Cu toate acestea, multe dintre lucrarile din cadrul expozitiei folo-
sesc lingua franca a filmului si emit un ton didactic; alte instalatii ramin opace in lipsa
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African continent, otherwise little represented in the exhibition. With
an electronic sound, fluorescent graffiti, HD animations in black and
white that evoke the Brazilian neoconcrete spirit, AfroUFO is also
one of the few works in the show conveying the aesthetics and anxi-
eties of the post-Internet universe, in which many of us live.

If one of the reasons for the open architecture of the exhibition design
was also the intention to pay tribute to the modern building of Oscar
Niemeyer (the 31st Biennial is the first after the architect’s death in
December 2012), it culminates in a postmodern spectacle on the
third floor with an installation of films by Mark Lewis (Invention, 2014).
Between walls of smoked and mirrored glass, long shots of several
enigmatic sites around Sao Paulo are projected, among them views
of Niemeyer's 38-story residenctial Copan building and commuters
rushing up and down the escalators of the Pinheiros metro station,
which in turn dialogue spatially with the staircase of the exhibition
space itself. These images are shown in analogy with footage of a
couple conversing on the porch of the Galeria do Rock shopping mall
and locals strolling down the popular city highway Minhocéo, which
closes every Sunday.

One of the few projects organized outside the biennial’s main venue
and within this urban context of downtown Sao Paulo is Teatro da
Vertigem's The Last Word is the Penultimate — 2 (2008/2014).
Inspired by Gilles Deleuze's The Exhausted, the play takes place in
an abandoned underground passage connecting the Viaduto de Cha
bridge with the Ramos de Azevedo Square. Audiences are seated in
the empty shopfronts of the passage and witness a Brechtian specta-
cle on human decay, anxiety, the craze of urbanisation and real estate
speculation. To the ocassional sounds of electronic music, a business
woman parades nervously back and forth, a mix of agents carry
ubiquitous “for rent” and “for sale” signboards, a long haired man
snorts a gigantic line of cocaine using a traffic cone, another one
pulls down his trousers offering his buttocks for sex, an elderly lady
is being abandoned by her carer sitting naked in a wheelchair.
Actors mix with regular passerbys as they are crossing the usually
closed pasage while audiences remain behind the mirrored glass
compliant with a spectacle that evokes everyday life and sensory
exhaustion in the megalopolis. After Teatro da Vertigem’s 958 met-
ros, staged during late 2012 around the textile production district
Bom Retiro, and the seminal performances by Zé Celso’s Teatro
Oficina, it seems the true vanguard of contemporary Brazilian visual
culture is to be found in theatre.

The 31st Sao Paulo Biennial addresses many imminent socio-political
issues and is giving the visitors ample space and time to engage
with them. However within the exhibition a large fragment of works
employ the lingua franca of video and transmit a didactic tone; other
installations remain opaque without a guidebook at hand. In an era
when network communication has greatly influenced the way we
perceive and produce images, the aesthetics of some of the works
on view feels repetitive, and, at times, even commissioned works
appear dated. These are balanced with projects where the viewer
can play a role, such as in the ecological discussions with representa-
tives from a number of landuse collectives that participate in Otobong
Nkanga's Landversation (2014) or where one is allowed to contribute
with their ones own voice — as in Ruangrupa'’s radio karaoke (RURU,
2010-). Thus this edition of the biennial departs from a local and
Brazilian landscape that opens to the world.

While the proliferating regional art market has put an emphasis on
the latest trends, this edition of the biennial represents an engaged
position that believes in arts potential to imagine and support trans-
formations throughout different spheres of society. The exhibition
thus represents an evidently subjective diagram in the struggle to
conceive “things that don't exist” yet in an otherwise hermetically
indexed Brazilian worldview. Remains with the viewers as partici-
pants to carry this agency into their everyday life and find ways

to capture and sustain some of the inspiration offered by the visual
and discursive scenario that is this exhibition.

unui ghid. Intr-o epoci in care comunicarea in retea a influentat foarte mult felul
n care percepem si producem imagini, estetica unora dintre lucrdrile expuse pare
repetitiva si, uneori, chiar si lucrarile comandate par nvechite. Lor li se opun pro-
iectele In care privitorul poate juca un rol, precum discutiile despre ecologie cu repre-
zentanti ai unor colectivitati direct implicate in folosirea pamintului si care participd
la proiectul Landversation (2014) al lui Otobong Nkanga sau cele in care e permisa
folosirea propriei voci, cum ar fi programul radio cu piese karaoke creat de gru-
pul Ruangrupa (RURU, cu incepere din 2010). Astfel, aceasta editie a bienalei
porneste de la un peisaj local si brazilian care se deschide cdtre lume.

In vreme ce piata regionald de artd in plind dezvoltare a pus accentul pe cele mai
recente tendinte, aceastd editie a bienalei reprezintd o pozitie angajata care crede
n potentialul artei de a-si imagina si a sprijini schimbari in mai multe sfere ale societd-
tii. Expozitia este astfel o diagrama, evident subiectivd, in straduinta de a concepe
Llucruri care nu exista”, Tnsa intr-o viziune braziliand asupra lumii, indexatd de alt-
fel ermetic. Rdmine in sarcina privitorilor ca participanti sa transpuna aceastd forta
n viata de zi cu zi si s gdseasca modalitati de a surprinde si de-a pastra o parte din
inspiratia oferita de scenariul vizual si discursiv care este aceasta expozitie.

Traducere de Alex Moldovan

Nota:

| Hélio Oiticica, Esquema geral da Nova Objetividade, in Gléria Ferreira si Cecilia Cotrim (ed.), Escritos de
Artistas, Rio de Janeiro, Jorge Zahar editor, 2006, p. 164—165.
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Note:

1. Hélio Oiticica, Esquema geral da Nova Objetividade, in Gléria Ferreira
and Cecilia Cotrim (eds.), Escritos de Artistas, Rio de Janeiro, Jorge
Zahar editor, 2006, pp. 164-165.

Vivian Suter
Untitled, paintings, 2014, @ Pedro Ivo Trasferetti/Fundacao Bienal de Sao Paulo




The Friendly Shore (detail), 2014

The Ocean (detail), 2014

Arta in epoca redundantei informationale
Alexandru Polgar n dialog cu George Cringasu

GEORGE CRINGASU e un artist care incearci bazinul genetic digital cu degetul, in timp ce suferd de afectiuni
legate de realitate. Nascut in 1988, la Focsani, trdieste si lucreazd la Cluj, unde e reprezentat de Galeria Sabot.

Alexandru Polgar =1 Trdim intr-o epocd a nihilismului care se autoimplineste.
Sensul vietii e acela cd nu are niciunul. Cel putin nu dincolo de sensurile noastre ome-
nesti cotidiene (inteleg cd cerul e albastru, dar nu existd de ce pentru existenta ceru-
lui). Nu existd niciun proiect cuprinzdtor al omenescului din noi, dect acela de a implini
sarcina si lumea Capitalului: , futilitate mdsuratd in miliarde de dolarisi yeni, in canti-
tdti enorme de energie etc.” (Jean-Luc Nancy, de pildd). Arta nu face exceptie. Piata
stabileste pretul. Acesta e nivelul obiectiv. Tot restul e o poveste pe care oamenii o
spun despre ei Insisi si vietile lor. ,Lumea adevaratd a devenit o poveste”, propozitia
lui Nietzsche sund mai tdios ca oricind. ,Dar existd oare un nivel obiectiv?, aceastd
suspiciune e prin ea insdsi dovada cd totul are o tendintd radicald de a deveni o poves-
te. E arta o poveste? E oare, cum multi cred, un limbaj pentru a spune o anecdotd
(adesea personald)? Chestiile personale se vind uneori bine, dar mai e arta si altce-
va? Este ea un simplu mijloc de comunicare pentru diversele gaselnite blocate in obse-
sia cuiva? Sau existd oare si o altd parte a ei? Una de care, in practica insdsi a artei,
altceva se lasd prins, ceva care n-are de-a face cu povestile si e dificil de sondat, ceva
mai suveran decit Politica si statele ei, ceva ce ar trebui numit Destinul sau Progra-
mul in dezvoltarea sa reald actuald ca lume a noastrd? Existd o cale de iesire din prag-
matica programatd a trdirii in aceastd lume particulard, cu institutiile ei (sau lipsa lor),
cu posibilitdtile sale de a face (cdrora a face arta Ii se subordoneazd)? Ar trebui oare
sd incercdm sd scapam? Catre ce?

George Cringasu = Cred, intr-adevar, ca lumea a devenit o poveste. O po-
veste care, cumva, se digera in mod repetat pe sine si cu fiecare noud digestie anu-
mite lucruri se pastreaza, iar altele sint sterse. Dar asta e o formuld mai degraba
decit un simplu gind si cred ca e o formula proiectata asupra starii actuale a umani-
tatii chiar de ce-si doreste aceastd umanitate de la sine. Una dintre trasaturile mai
particulare pe care le-am mostenit de la secolul trecut (pe fingd explozia a tot peste
tot, cu aspectele sale bune si mai putin bune) e o0 anumita nostalgie. Cind toatd lumea
a plonjat in entuziasmul fata de noul mileniu inceput in anii 2000, am ajuns la constien-
tizarea vidd a faptului cd totul incepea sd aiba un ritm repetitiv. Oamenii se coc inca
in povestile optimiste ale secolului trecut, o abordare de inteles daca ludm Tn con-
siderare faptul ca, adesea, avem n jurul nostru mai multa informatie despre aceasta
epoca decit despre oricare alta. E ruda noastrd cea mai apropiatd, ca sa zic asa, Si
cred cd oamenii merg la ea pentru a le aproba viitorul. Mai mult, cred cd inainta-
rea noastrd in calitate de civilizatie ne-a adus intr-un punct in care nu ne mai pu-
tem inchipui o lume fara ea. Ne consideram trecutul la fel de mult o parte a vietilor
noastre cotidiene ca orice altceva. Chiar dacd vedem doar documente de ,arhiva”“
ale sale, daca te uiti la rata de crestere a constiintei globale, oamenii au avut mereu
aceeasi preocupare pentru un tip de interactiune bazata pe fictiune. E baza evolu-
tiei, s-a spus. Aparitia industriei filmului n-a fost de prea mare ajutor, povesti indl-
tatoare, personaje rasfoind un scenariu pind cind ajung sa-I implineasca. Aceasta e
chestiunea, cred. Oamenii se identificd cu povestile si se presupune ca-si pot

ALEXANDRU POLGAR (n. 1976), absolvent de filosofie, traducitor, redactor de revista.
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Channeling the projection,
digital manipulation,
660 x 487 pixels, 2013

ART IN THE AGE OF INFORMATIONAL REDUNDANCY
Alexandru Polgar in Conversation with George Cringasu

GEORGE CRINGASU is an artist dipping his toes in the digital genepool,
while suffering from reality related afflictions. Born in 1988, Focsani, he
lives and works in Cluj, and is currently represented by the Sabot Gallery.

Alexandru Polgar =1+ We are living in the age of self-accomplishing
nihilism. The meaning of life is that it has none. (I understand that the
sky is blue, but there is no why for the existence of the sky.) There is
no other overarching project of our humanness, but accomplishing
the task and the world of Capital: “aimlessness counted in billions

of dollars and yens, in enormous quantities of energy, etc.” (Jean-Luc
Nancy, for instance). Art is no exception. The market establishes the
price. This is the objective level. Everything else is a story people tell
about themselves and their lives. The real world has become a fable,
Nietzsche's sentence sounds sharper than ever. “But is there an
objective level?” - this suspicion itself is the proof that everything has
a radical tendency towards becoming a story. Is art a story?Is it a
language to tell an (often personal) narrative, as many believe?
Personal stuff sells sometimes well, but is there anything else to art?
Is art a simple means of communication for various brainchildren
stuck into someone’s obsession?

Or is there another side? A side on which in the very practice of art
something else gets caught, something that is not story-like and it is
difficult to even fathom, something more sovereign than Politics and
its states, something we might call the Destiny or the Program in its
actual real development as our world? Is there a way out of the pro-
grammatic pragmatics of living in this particular world, with its insti-
tutions (or the lack of them), with its possibilities of doing (to which
doing art is also subsumed)? Should we try to escape? Towards
what?

George Cringasu == I do believe that the world has become a fable.
A fable that, in a certain way, repeatedly digests itself, and with each
new digestion certain things are retained, while others get erased.
But this process is a formula more than a thought, and I believe it is
a formula cast upon the current state of humanity by humanity’s own
craving for itself. One of the more peculiar traits I inherited from this
past century (alongside the boom of everything everywhere, with its
good and lesser good aspects) is a certain nostalgia. Once everybody
plunged into enthusiasm for the new millennium emerging at the
beginning of the 2000s, I came upon a blank realization that every-
thing was starting to have a repetitive rhythm. People were still bak-
ing in the uplifting stories of the past century, an understandable
approach considering the fact that, for the most part, I believe we
have around us more information regarding this era than any other.
It is our closest relative, so to speak, and I think people turn to this
relative for future clearance. Moreover, our entire advancement as

a civilization brought us to a point where we cannot really fathom a
world without it. We consider our past as much part of our daily lives
as everything else. Even if we are witnessing only “archival” footage
of it, if you look at the growing rate of global awareness, people

ALEXANDRU POLGAR (b. 1976), philosophy graduate, translator, jour-
nal editor.
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always carried the same preoccupation for a type of interaction
based on fiction. It is the basis of evolving, they said. The rise of

the movie industry did not help much, uplifting stories, characters
perusing a plot until they accomplish whatever the plot states. That
is the issue, I think. People identify with stories and they can suppos-
edly manage their everyday concerns through the prospects of
fictional characters, fictionalized “real people” in “reality” shows,
and, more often than this, clinging to the notion of “answers in the
least place you would expect”. As far as art is concerned, I cannot
really imagine it being a story as a whole. It used to be in a time
when constructs had indeed a certain meaning, when life itself was
dictated by a set of clear patterns (patterns that have long gone
down the road of obsoleteness). Art attached itself to the manner in
which life has been perceived and explained, and when all this grad-
ually started shifting to a less enchanted view, people gathered
around individual stories. Like going back around the campfire and
debating stars, instead of attending an academy in which sedimen-
tary knowledge was in no way to be disproven. Returning to the past
century, I do believe that this was the right time for the “personal
story” aspect to come into the limelight. It was a time when every-
body got unified (in tragedy or accomplishment, and, indeed, hope).
Unfortunately, being the close relative that I talked about earlier,

it also infused in the next generations an offspring of similar values.
While this in a normal state is natural, the next generations were
filled with themselves, social networking developed in such an abrupt
way that everybody was everybody and the then and now have fused
together. We currently have “everybody'’s stories” in our pocket, but
those stories keep having the same plot and the same ideals.

No answers, no riddles, it is just the tale that was told for millennia
in a manner in which it exists today. So, as far as I am concerned,
the art world is filled with more of the same. People try hard to bring
us lyrics and I am not sure that there is a way to escape this. Sure,
one can escape, but this usually comes through forms of alienation
that sometimes can prove futile. As to “where” to escape, this would
also become a story in itself, a small figment of an imagination of
"where to”, just not "here”. I think the escape comes while in a state
of unawareness. You realize it while in development.

=1 [ read your exhibition in February 2014 (The Ocean and the
Friendly Shore, Sabot Gallery, Paintbrush Factory) as an attempt at
grasping the planetary informational ocean in the age of meaning-
lessness, a sampling that might bring us to the historic essence of the
whole. To my mind, there is no friendly shore out of this, even if you
try somehow, through a specific signal - a sort of tube that takes us
from the realm of the “ocean” to that of the “friendly shore” -, to
guide us towards something else. What is this? Some, in fact, have
even noticed that the “friendly shore” is more unfriendly than the
ocean...

= To say that I wanted to grasp the planetary informational ocean
in the process of its expansion is probably a bit too much, but,
indeed, I tried to convey a certain type of propagation that I observ-
ed in this particular system (art). While, for the most part, the idea of
what an artist does is mainly readable as a formula (you “find” your-
self, do what it is that you do, stick with it, brand it, slap it, stick it on
a poster and voila), I have had this feeling that once you decide on
these kind of factoids and you go with them, you tend to fall on a
steep slip into repetition (and not the kind that is the father of learn-
ing). Being my first gallery show, I always got the vibe from people
around that this was a moment to bring to the world the who and
the what of my practice, which seemed a bit off as a task (mainly
because it was a task). So, I thought of it more of illustrating a system
I observed within my own interests, but which also extended towards
the way everything was moving all around. The friendly shore was
never meant to be friendly. I do not think it is in the real world, but
rather in an abstract preoccupation. It is an area where strictness
and implemented thought is king, and the shifting of nuance on the
friendly shore had to do more with afflictions coming from entropy
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rezolva grijile zilnice prin perspectivele unor personaje fictive, ,oameni reali trans-
formati in fictiune In asa-zisele redlity shows, si, mai mult decit atit, agdtindu-se de
ideea unor ,raspunsuri in locurile in care te-ai astepta cel mai putin®. Ince priveste
arta, nu mi-o pot imagina cu adevarat ca fiind cu totul o poveste. Fusese asa ceva
dnd constructele aveau, intr-adevar, un anumit sens, cind viata insasi dicta o suita
de tipare clare (tipare care de mult au devenit vetuste). Ea s-a atasat de felul in care
viata era perceputa si explicatd, iar cind toate astea au fnceput treptat sd treacd la
o viziune mai putin incintatoare, oamenii s-au adunat n jurul povestilor individua-
le. Ca o ntoarcere la focul de tabard si la discutii despre stele, in loc sa mergila o
academie n care cunoasterea sedimentatd nu se putea contrazice niciodatd. Reve-
nind la secolul trecut, cred, ntr-adevar, ca fusese timpul potrivit pentru aspectul de
,poveste personald” sd iasd la lumina rampei. Fusese un timp in care toti s-au unifi-
cat (intr-o tragedie sau o implinire si, desigur, sperantd). Din pacate, find ruda apro-
piatd de care vorbeam mai Tnainte, el a inculcat in generatiile urmdtoare un vidstar
de valori similare. Desi, ntr-o situatie normala, asta e firesc, generatiile urmatoa-
re s-au umplut cu ele Tnsele, ceva numit social networking s-a dezvoltat intr-un fel
atft de abrupt Incit toti sint toti, iar trecutul si prezentul au fuzionat. Tn clipa de fata
avem ,povestile tuturor” la ndeming, dar aceste povesti continua s aibd acelasi scena-
riu si aceleasi idealuri. Fard rdspunsuri, fard enigme, exista doar basmul care fuse-
se spus timp de milenii in felul in care are el trecere astdzi. Din punctul meu de vedere,
arta e plina de lucruri asemanatoare. Oamenii incearca din rasputeri sa creeze ver-
suri noi pentru aceeasi melodie si nu sint sigur cd existd o modalitate de a scapa
acestui gest. Cu sigurantd ca se poate scapa, dar asta se intimpld de obicei prin forme
de alienare care se dovedesc uneori futile. Cit despre ,unde” se poate scapa, asta
ar fi tot o poveste, un mic produs al imaginatiei lui ,unde”, doar nu ,aici*. Cred ca
scaparea vine Tntr-o clipd de inconstientd. fii dai seama de ea in timpul unei des-
fasurari.

r=1 Ti-am inteles expozitia din februarie 2014 (The Ocean and the Friendly Shore,
Galeria Sabot, Fabrica de Pensule) ca pe o incercare de a surprinde oceanul informatio-
nal planetar in epoca lipsei de sens, o mostrd care ne-ar fi putut aduce la esenta isto-
ricd a intregului. In ce ma priveste, nu existd tdrm prietenos pe care sd putem acosta,
chiar dacd mi se pare cd incerci, printr-o signalectica specificG — un fel de tub care
ne scoate din domeniul ,,oceanului” si ne poartd spre , tarmul prietenos”—, sd ne ghi-
dezi spre altceva. Despre ce-ar fi vorba? Unii chiar au remarcat cd , tarmul prietenos”
e mai neprietenos decit oceanul...

= A spune ca am vrut sd surprind oceanul planetar informational in procesul expan-
siunii sale e probabil un pic mult, dar, intr-adevdr, am Tncercat sa redau un anumit
tip de propagare pe care am observat-o in acest sistem particular (arta). Cu toate
cd, In mare parte, ideea a ce face un artist se poate citi ca o formula (te ,gdsesti"
pe tine, faci ce faci tu, rdmii consecvent, i pui un nume de marcd, il cirpesti, 1l lipesti
pe un poster si iatd). Am avut sentimentul ca odata ce decizi in privinta acestor tipuri
de ,informatii neverificate” si mergi cu ele, tinzi sd aluneci pe versantul abrupt al
repetitiei (si nu al celei care e tatdl invatarii). Fiind vorba de prima mea expozitie
personala intr-o galerie, mi s-a parut cd simt la cei din jur cd acesta e momentul n
care trebuie sd lamuresc lumea cu ,cine*-le si,ce"-ul practicii mele, ceea ce parea,
ca sarcing, un pic deplasat (in mare parte pentru ca fusese o sarcind). Asadar, m-am
gindit la ea mai mult ca ilustrind un sistem pe care I-am observat in propriile mele
interese, dar care se prelungea catre felul in care totul se misca in jurul nostru. Tarmul
prietenos nicio clipd n-a vrut sa fie prietenos. Nu cred cd el se afld in lumea real3,
ci mai curind intr-o preocupare abstractd. E o zond In care strictetea si gindirea apli-
catd primeaza, iar schimbarile de nuanta pe tarmul prietenos s-au datorat mai degraba
unor afectiuni venind din entropie decit unei interventii constiente. Precum vitri-
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na cu portelanuri idioate pe care oamenii o pastreaza intr-o anumita ordine ani

de-a rindul, pind cind ea pare de neschimbat, de parcd portelanurile ar fi crescut
in locul acela. De fapt, constructia expozitiei a avut scopul de a arunca o lumina mai
pozitivd asupra fazei initiale a lucrurilor, in care alterdrile intrd in joc si in care per-
meabilitatea gindirii se obtine mult mai usor. i cele din urma, poate cd camenii care
invocd maturitatea in acest domeniu au dreptate si, ca finte umane generice
functionale, ar trebui sa facem frumos ordine Tn dezordinea noastrd si sa punem
totul pe rafturi pentru ca altii sa vadd. Dar cred ca e un pic arogant sa te comporti

de parcd totul si-ar gdsi scopul prin metodd si ordine, sau poate ca lipsa mea de
maturitate e cea care imi joacd feste. Pentru a ma intoarce la inceputul intrebdrii

tale, mi se pare aproape imposibil sa deosebesc intre bucdtile de informatie pe care
le primim astdzi prin orice fel de mijloc de comunicare. Foarte putine informatii vin

intr-un lot care sa para efectiv real. Ele par toate ca povesti despre telenovele, piese

de teatru la televiziunea britanica. Sint pur si simplu lipsite de credibilitate, asa ca
mi se pare ca nu trebuie sd le luam Tn considerare sensul, ci mai degraba felul in
care exista si reactiile la care ne asteptam de la ele, un fel plin de crapéturi din cauza
srapnelului ce se roteste in jurul lumii fara rost.

=1 Destul de straniu, tubul tdu de ghidare incepe dintr-un punct al ,oceanului”, de
fapt, din ,cerul” sdu orizontal situat deasupra ,apei” propriu-zise, ,,cer” care pare inno-
rat de o trilemd: picturd, fotogrdfie, real; a opta pentru oricare dintre ele pare futil.

Modifici pictura, creind un efect straniu pe o capodoperd clasicd. Fotografiezi intra-
rea galeriei si proiectezi cliseul obtinut pe peretele opus, peste pictura modificatd, totul
fiind acoperit de proiectia transparentd a unei bucdti de sticld tdiate neregulat, care
atirna aproape de mijlocul incaperii ce gdzduia ,,oceanul”. Existd atitea filtre, atitea
limitdri impuse luminii care scapd din ocean (poate de aceea avem nevoie de ghidaj).

Privitorul intrd prin fundul oceanului si e inconjurat de o lume stranie. Reflexiile apei
de pe fundul oceanului devin jucdria lui printr-o bucatd de plastic transparent ce reflectd
lumina proiectorului. Pe un alt perete e un ecran ce prezintd fard-ncetare ceva gunoi
informational — informatie devenitd obositd, uzatd in chiar materialitatea ei, un efect
obtinut prin recopiere succesivd. Pe peretele opus, vdluri albastre, semitransparente,

marcheazd locul a doud portrete de Alex Mirutziu, prezentate in expozitia anterioard;
o0 amintire, un semn care e lizibil doar pentru cei care au vazut-o. Aceastd autorefe-
rentialitate ne trimite direct la cel cdruia i se adreseazd trilema. Desigur, privitorul ge -
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rather than a conscious intervention. Like the cabinet of shitty porce-
lains people keep in a certain order for years, until they seem
immutable, completely like they have grown in that particular spot.
In actuality, the build of the show had the purpose of pinning a more
positive light on the initial phase of things, where alterations come
into play and where the permeance of thought is much more easily
obtained. In the end, maybe people who are invoking maturity in
this field are right and as general functioning human beings we are
supposed to tidily set our mess in order and put it up on shelves for
other people to witness. But I believe it is a bit pretentious to behave
as if everything finds purpose through method and order, or maybe
it is my own immaturity that gets in the way. For a quick loop to the
beginning of your question, I consider it nearly impossible to discern
among pieces of information that we receive today via any kind of
media. Very few come with a batch that actually feels real. They all
feel like narratives on soap operas, dramas on British television, they
are simply untrustworthy, thus, I believe that one does not need to
take their meaning into account, but rather the way they exist and
their expected reactions, a way highly fractured with shrapnel revolv-
ing around the world to no avail.

=1 Strangely enough, your guiding tube runs from a part of the
“ocean”, in fact, from its horizontal “sky” above, which seems
clouded by a trilemma: painting, photography, real: the option for
any of them seems futile. You intervened on a painting, creating a
strange effect on a historical masterpiece. You took a photograph
of the gallery’s entrance and projected it on the opposite wall on this
manipulated picture, all covered by the transparent projection of

a piece of unevenly cut glass that was hanging close to the middle of
the room that hosted the “ocean”. There are so many filters, so many
limitations to the light that escapes from the ocean (this is why one
might need guidance). The viewer enters through the bottom of the
ocean and is surrounded by a strange world. The reflections on

the bottom of the ocean are becoming his or her plaything through
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neric, dar, de asemenea, si mai apropiat, cei care locuiesc acest spatiu — majorita-
tea pictori sau artisti lucrind cu alte mijloace de exprimare (aproape toatd Scoala de
la Cluj); dar recunosc cd o asemenea lecturd ar putea fi prea ingustd. Nu vreau sd fii
mai precis in legdturd cu asta, dar am observat cd ar putea exista aici si ceva de genul
unui dialog local despre artd. Cu toate astea, in ciuda acestei speculatii, e evident din
ceea ce am numit o trilemd cd are loc un dialog cu arta insdsi si mijloacele sale multi-
ple de exprimare sau, dacd nu asta, atunci se face mdcar o dfirmatie, una al cdrei
sens complet fti mdrturisesc cd imi scapd. E literal intraductibild si poate cd nu e nevo-
ie de ceva mai avansat decit faptul cd trebuie sd aibd loc o dezbatere despre ,ce sd
faci?*in artd in oceanulfepoca redundantei informationale. latd deci intrebarea, siimi
face mereu pldacere sd-iintreb asta pe artisti: care e sarcina artei? Care e sarcina ta?
Existd vreuna (pentru artd si pentru tine)?

== Expozitia de la Sabot a fost construitd pe premisa ca informatia a fnceput la un
moment dat sa obtind un statut de supraacumulare, cu o predilectie spre tipul vizual.
A fost vorba Tn mare parte de un fel de Cdldtoriile unui * jpeg, dacd am vrea s fim
romantici in legdtura cu asta. Multele filtre pe care le-ai observat s-au bazat pe ideea
de a purta si de a deteriora, incercind sd redea ceva ce poate urmari un segment din
procesul de autodigestie a informatiei. Desigur, fiind construit intr-un loc si timp par-
ticulare, acest proces diafan a deventt ,patat” de conditille generate la fata locului, trans-
formindu-se in cele din urmd intr-o trdsaturd a parcursului creat. A-l numi intraductibil
ar fi aproape corect, dar ai facut deja un pas spre a-I traduce cind I-ai suprapus cu un
anumit context. poti fixa In interpretdri echivalente, dar niciuna dintre ele nu poate
fiizolata ca singurul cadru de referinta. Toate astea sint doar sisteme, alternari ale unor
ecuatii deja rezolvate, care transcend in mod ocazional intr-o natura oarecum pro-
fetica (dar nu mai mult decit profetiile obisnuite despre serii de coincidente, pe care
le vedem deja peste tot). In mod fundamental, am impresia ci existd cameni care
se apucd de artd pentru a se mentine cumva in echilibru, pentru a gestiona un sce-
nariu din capul locului debilitant in feluri care permit un fel de permeabilitate a gindi-
rii, dar mijloacele de a obtine aceste lucruri nu constituie deloc un limbaj universal.
Controlul exercitat de multimile de utilizatori rdmine n continuare valabil.

= Stiu cd multi artisti aflati la inceputul carierei lor; cei care abia au iesit de pe banci-
le scolii, de pildd, intimpind mari dificultdti in ce priveste practicarea artei, adicd a lucru-
lui pentru care au fost pregdtiti ani de-a rindul. Ei — majoritatea lor — trebuie sd gdseascd

scena

a piece of transparent plastic that reflects the light of a projector.
On a wall there is a screen playing relentlessly some informational
rubbish — information that become tired, over-used in its very mate-
riality, an effect obtained through the successive copying of it. On the
opposite wall, blue and half transparent veils mark the place of two
portraits of Alex Mirutziu, presented in a previous exhibition; a mem-
ory, a sign that is readable only to those who have seen that exhibi-
tion. This self-referentiality sends us directly to the addressee of the
trilemma. Of course, the general viewer, but also, more closely,
those inhabiting this space — most of them painters or artists in other
media (almost the entire School of Cluj); but I admit that such a read-
ing might be too narrow. I don’t want you to be more specific on this,
but I noticed that there might be also something of a local dialogue
on art. However, in spite of this speculation, it is obvious from what
I called the trilemma that a dialogue with art itself and its manifold
medialities takes place or, if not that, at least a statement is made,

a statement whose full meaning, I admit, escapes me. It is literally
untranslatable, and perhaps there is no need for something higher
than the fact that a debate must go on about “what to do?” in art on
the ocean/age of informational redundancy. So, here is my question,
and I always like to ask this from artists: what is the task of art? What
is your task? Is there any (for art and for you)?

=3 The show at Sabot was build on the premise that information
started at some point to achieve a hoarded status, with a predilec-

tion for the visual type. It was mainly “the travels of a *.jpeg”, if one
would like to feel romantic about it. The many filters you have
noticed where based on the notion of wear and tear, trying to convey
something that can trace a segment in the process of information
self-digesting itself. Of course, being built in a specific place and
time, this ethereal process had become “tainted” by conditions gen-
erated there, ultimately transforming itself into a trait of the par-
course created. To call it untranslatable would be almost right, you
already made a step in translating it when you overlaid it over a cer-
tain context. You can pin it to many equivalent interpretations, but
none of them can be singled out as the only framework of reference.
All of these are just systems, alternations of already solved equations
that occasionally transcend into some kind of prophetic nature (but
no more that the average prophecies about sets of coincidences we
already witness all around). Ultimately, I have a strong feeling that
there are people who engage in art in order to keep themselves on
balance somehow, to manage an already crippling scenario in ways
that allow some sort permeability of thought, but the means of
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alte slujbe pentru a continua sd facd artd. Arta e un pic ca fotbalul, este profitabild
doar la virf, pentru cei care, intr-un fel sau altul, au reusit sd capitalizeze ceva faimd.
E arta artistilor obisnuiti (adesea autodesemnati) mai putin? Stim cd valoarea artis-
ticd nu e reflectatd perfect de valoarea de piatd. Sa ludm asta ca pe un fel de
nedreptate fundamentald si sa IGsam piata sd fie? Sau piata e un pericol, un fel de a
sufoca tot ce nu poate deveni marfd, dar e artistic bun? Stiu cd multi artisti fsi doresc
o piatd mai puternicd, una care poate pldti facturile, iar asta e firesc, dar arta insdsi
— ca practicd generald — are oare de suferit din cauza acestei nevoi de a se adapta
conditiilor contemporane ale pietei? Sau sint ele cu totul neutre? Arta si piata sint doud
redlitdti separate, cu exceptii rare in care arta costisitoare este si bund. Arta bund a
trecutului e, de asemenea, costisitoare, de pildd, dar cum stau lucrurile cu prezen-
tul? Adicd, existd oare o anumitd schimbare de regim in arta contemporand, ceva ce
i-ar da acesteia profilul cel mai veridic? Redundanta costisitoare si redundanta ieftind
rdmin redundante. Arta a devenit jucdria unor microcercuri (de obicei intelectuale),
ceva ce incepe sd semene cu un fel de subculturd izolatd si foarte sectard, un fel de
ghetou al celor care au mijloacele intelectuale si materiale de a o savura. Universa-
lismul in arta pare a fi mai indepdrtat ca nicicind. Arta in general pare sd fie o prac-
ticd — o meserie — care pare misterioasd sau chiar dubioasd pentru cei multi, un simplu
semn indescifrabil pe oceanul planetar informational, dar un semn atit de enigmatic
incft nici mdcar nu ne mai straduim sd-1 descifrdm, considerindu-I ceva ce nu meritd
o0 adevdratd dezbatere sociald. Arta pare mereu mai putin importantd decit orice altce-
va (politicd, societate, chiria de pe luna urmdtoare etc.). Este ea mai putin importanta?
Care e pozitia ta in raport cu aceste intrebdri?

= £ bine, acesta e tipul de statu-quo care a fost in atentia tirgului incd de cind
am inceput sd md familiarizez cu sistemul educational. Lumea se Intreba despre edu-
catie/pregdtire/posibilitati ce vin dind te apuci de un ciclu de studii care se extinde pe
tot parcursul anilor tai de formare. Desi realitatea este cd, in mare parte, scolile si carie-
rele se amesteca rarin aceastd maruntd parte a globului pe care am mostenit-o. Exista,
de asemenea, problema a citi oameni ajung sa fie in stare sa-si inteleaga intentiile
pe care le nutresc fatd de ei insisi. Cum spuneam, n marea parte a anilor de ince-
put, rutina incepe sa apara si structurile incep sa se coaguleze intr-un loc, abia atin-
gind materialele aflate la dispozitie. Am Tntilnit oameni care au ales sd studieze arta
in diverse stadii ale vietii lor si ei se confruntd cu aceleasi probleme ca in orice alta
carierd pe care si-ar fi ales-o. Depinde, de fapt, foarte mult de indivizii insisi. Nu
sint un microbist. In realitate, nu M3 intereseazi foarte tare lucrurile astea, ele au
de-a face mai mult cu congregatii, cu o cunoastere sedimentard pe care s-a con-
struit arta. Cu toate cd valoarea artistica poate ca nu e reflectatd in valoarea de piatd,
vorbim despre un orizont mult mai larg decit cel pe care il putem percepe. Recol-
tele productiei artistice inunda societatea mai mult ca nicicind si nu e de mirare cd
existd un anumit dispret fata de intregul angrengj al lucrurilor. E, de fapt, covirsitor.
Adaptari si schimbari ce vor sa imblinzeasca piata sint factori in plus ce mi se par
ca se afld intr-un fel de torsiune. Oamenii cred despre practica unui artist ca se bazeaza
pe o tezd exprimabila intr-un singur rind, o serie care poate trece la zone de inte-
res doar dacd sincronizarea e cea bund. Sincer, asta-i o perspectivd proastd. Daca
poti avea acces la aceastd zona dupa bunul-plac, de ce sd nu integrezi valorile de
piatd in cercetarea ta artistica? Spun ca se poate dansa pe mai multe ritmurisi cred
cd e inutil sa incerci sa stai ntr-o singura parte a terenului de joc mai mult decitin
alta. E o chestiune de sincronizare si circumstante. in esent, e vorba de luarea unei
decizii. In ce priveste fluxul de practici artistice pe care I-am subliniat mai nainte, e
pur si simplu firesc ca perspectiva generald s se schimbe Tnspre o activitatea
orientatd de practicd. Oamenii inteleg ca exista aceasta piatd, ca pot urma anumi-
te tipare si Imbrdtisa ideologii de dragul unei confirmari.
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achieving these things are in no way a universal language. Crowd
control will still be in effect.

=1 [ know that many artists at the beginning of their career, those
who just got out of school, for instance, find it extremely difficult to
do art, that is, the thing for which they were trained for years. They
— most of them — must find various other jobs to keep doing art.

Art is a bit like football, it is profitable only at the top, for those who,
in a way or another, have managed to capitalize on some fame. Is the
art of ordinary (often self-proclaimed) artists less? We know that
artistic value is not fully reflected in market value. Should we take this
as some sort of basic injustice and let the market be? Or is market a
danger, a way of suffocating everything that is not marketable, but is
artistically excellent? I know many artists desire a stronger market,
one that can pay the bills, and this is only natural, but does art itself
- as a general practice - suffer because of this need to adapt to the
contemporary market conditions? Or are they completely neutral?
Art and market are two separate realities, with rare exceptions when
pricy art is also good. The good art of the past is extremely pricy,
for instance, but how do things stay with the present? I mean, is there
not a certain regime change in contemporary art, something that
actually gives its most truthful profile? Expensive redundancy or
cheap redundancy is still redun-
dancy. Art has become the
plaything of certain micro-
circles (usually intellectuals),
something that starts resem -
bling a sort of isolated and
often extremely sectarian sub-
culture, a sort of ghetto for
those who have the intellectual
skills of enjoying it. Universalism
in art seems farther removed
than ever. Art in general seems
to be a practice - a profession
— that seems mysterious or even
suspicious to many, a simple
undecipherable sign on the
planetary informational ocean,
but a sign so enigmatic that one

ON<>OFF, digital manipulation, 2014

Homeless Neptune, mixed media, dim. variable, 2012

Nu prea cred ca piata e acest tip de entitate sordida care se ghiftuieste cu redun-
dantd si arta prost inteleasa. E o parte care a fost mereu prezentd si a avut mereu
acest aspect tenebros. Cred doar cd fusese mai dfficil s vezi direct dinamica pe care
o implica. A fi suprasaturat nu e ceva nou. Cred cd asta face parte intr-un fel din
definitia pietei. Produsele circuld in toate directiile; imperii se construiesc si se da-
rima. E o dinamica recognoscibila in orice fel de piatd. Provocarea principald, cred,
nu e sa deosebesti ntre ceea ce s-ar numi artd bund sau arta proastd, pe acestea
le ai si fard piata ca atare (pietele se pot construi si ca niste golemi din noroi si pot
primi suflul vietii de la oamenii care au puterea sd le-o dea). Pentru mine, ca artist
care mai are ncd de ajuns in dmpul pietei, piata reprezinta o provocare secundard
intrigantd si o consider necesard dincolo de exigenta subzistentei. Pe de altad parte,
in ce-i priveste pe artistii care fac compromisuri pentru ,,a alimenta masinaria“, cred
cd unora dintre ei poate ca le lipseste o anumitd perspectiva despre lumea in care
au ales sa se capatuiasca si despre propria lor preocupare cu arta. Cum spuneam,
mi se pare util sa integrezi cercetarea pietei chiar la nivelul unei constientizari ele-
mentare pentru a gasi partea mobild a lucrurilor. Nu existd garantie cd vom gasi ras-
punsuri acolo, dar, in acelasi timp, asta e adevarat
pentru orice fel de apd tulbure pe care ne-am deci-
de s-o explordm. Cu toatd echitatea, arta e, ca
atare, o jucarie. Microcercuri sau nu, fncepind cu
artistii si terminind cu institutiile si colectionarii, fie-
care parte implicatd ajunge sd se joace cu un fel de
idee care imputerniceste sau discrediteaza mecanis-
me fictive. Sfirsitul va fi cind ne vom gasi solutii prin-
tre toate partile care se rotesc.

Traducere de Alexandru Polgar
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does not even try reading it, considering it something unworthy of a
true social debate. Art seems always less important than anything
else (politics, society, next month's rent, etc.). Is it less important?
How do you position yourself as regards these questions?

= Well, this is the sort of status quo that has been the talk of the
town ever since I got acquainted with the educational system.
People were questioning the education/training/possibilities that
come with engaging in a study cycle that extends throughout most
of their formative years. While the reality is that, for the most part,
schools and careers rarely mix in this little part of the globe we
inherit. There is also the question of how many people come to a
point in which they are able to grasp their intention for themselves.
As I was saying, for the most part of early life, the routine comes
into play and structures begin to form in a place, barely grasping the
materials at disposal. I have met people that have chosen to study
art at various stages in their lives and they usually face the same
issues as any other careers would have imposed. It very much
depends on the individuals really. I am not a great football fan.

I actually could not care less, but this sort of thing has more to do
with congregations, with sedimentary knowledge that the art world
was build on. While artistic value may not be reflected in market
value, we are talking about a much more expansive horizon than
we may perceive. Crops of artistic production are flowing into socie-
ty more than ever and it is no surprise that there is a certain amount
of disdain for the whole gearing of things. It is, in fact, overwhelm-
ing. Adaptations and changes in order to appease the market are
yet other factors that I find to be in sort of a twist. People think

of the practice of an artist as a “one liner”, a series that can shift
towards areas of interest only if the timing is right. Frankly, this is a
dumb perspective. If you can access this area as you please why not
integrate market values in your artistic research. You can dance

to more than one rhythm is what I am saying, and I think it is futile
to try and stay in one part of the field or the other, it is about timing
and circumstance, and about decision making at its very core. As to
the influx of artistic practices that I was underlining earlier, it is only
natural that the general perspective gets shifted towards a practice
oriented activity. People understand that there is this market, that
they can follow certain patterns and embrace ideologies for the sake
of confirmation.

I do not really consider the market as being this type of sordid entity
that feasts on redundancy and poorly conceived art. It is a side that
has always been present and always had this shadowy aspect to it.
It is just that I believe it was more difficult to witness firsthand the
dynamics which it implied. Being oversaturated is not a new thing.

I think that this is in a certain way part of the definition of a market.
Products travel near and far, and empires are built and destroyed.
It is a dynamic recognizable in any type of market. The main chal-
lenge I think is not discerning between what would be called good
art or bad, you get those without the market per se (markets can
also be built like golems out of mud and given the breath of life

by empowered people). For me as an artist who has yet to be part
in the marketable area, the market represents a “side-quest” that
intrigues and I believe it necessary beyond the aspect of livelihood.
On the other hand, as far as the artists who turn to compromise in
order to “feed the machine” are concerned, I believe that some may
lack a certain perspective of the world they have chosen to thrive

in and their own preoccupation for the arts. As I was saying, I find it
useful to integrate market research even at a basic awareness level
in order to find the moving parts of things. There is no guarantee
that what one will find answers there, but at the same time this is
true to any type of murky water environment one explores. In all
fairness, art is a plaything in itself. Micro-circles or not, starting from
the artists and ending with the institutions and collectors, every
party involved gets to play with a sort of notion that empowers or
discredits fictitious mechanisms. The end would be when one man-
ages to find solutions for himself among all the rotating parts.
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Dezacord si certitudine
Gerardo Montes de Oca Valadez

Sezgin Boynik, Mihaela Brebenel & Vlad Morariu, Fokus Grupa,

Freee Art Collective, Petra Gerschner, Cathleen Schuster & Marcel Dickhage
Expozitie finald curatoriata de Andrei Siclodi

[2 iunie — 26 iulie 2014, Kinstlerhaus Blichsenhausen — Kunstpavillion Innsbruck

Locul nostru in lume, ca indivizi si membri ai unei societati, presupune existenta
unei serii de continue negocieri si puneri de acord. Nu totul trebuie si poate fi pus
de acord in mod unitar; iar multe aspecte ale vietii noastre ramin incerte si deschi-
se, In timp ce altele necesita hotarire clard si certitudine. Acest termen, certitudine,
se referd la ceea ce este sigur, hotarit. E o varianta anterioard a Iui cernere: a distin-
ge, a decide, dar si a deplasa, a separa. Cu alte cuvinte, in a fi sigur de ceva e pre-
supusd o deplasare. Pe de alta parte, dezacordul [dissent] Tnseamna sa ai altfel de
sentimente, sa simti si sa gindesti diferit — dis-sentire — si e completat de conjunctia
,de" (,diferit de"). Prin urmare, diferentele sint in mod inerent relationale, cum e si
dezacordul in sine. Dezacordul si certitudinea se completeaza reciproc. Asemenea
dialectici sint abordate de activitatea curatoriald a lui Andrei Siclodi, cu toate cd el trece,
cu sigurantd, dincolo de aceste procese continue si foloseste notiunile de dezacord
si certitudine mai degrabd ca pe niste concepte dinamice caracterizind ,starea de
spirit schizofrenica” a constructiei hegemonice a realitdtii din zilele noastre ce func-
tioneaza potrivit logicii pietei.

Expozitia multistratificatd si intersectoriald este produsul finit al Programului , Artd
si teorie” pentru bursieri internationali de la Kiinstlerhaus Blichsenhausen, 2013—
2014, o platforma de cercetare si productie sub forma unei rezidente artistice si
teoretice. Cu acest prilej, diferitii participanti s-au intilnit si s-au angajat in dezbateri
critice si schimburi de idei legate de domeniile lor de cercetare, subiectele lor de
interes, abordarile si metodele lor artistice. In acest cadru si pe fingd cei cinci bur-
sieri, Tncd doua contributii au fost integrate n expozitie de Vlad Morariu, care i-a
invitat pe cei de la Fokus Grupa si Freee Art Collective. Aceastd platforma si abor-
dare deschisd si fertila a permis ivirea temei si a modului de prezentare a expozitie,
cu respectarea preocuparilor participantilor sia modului in care aceste singularitati
s-au Intilnit. Rezultatul este o constelatie variata configurata de artisti, curatori, cer-
cetatori, scriitori si teoreticieni.

Expozitia contine materiale la fel de diverse, precum videoul, desenele, fotografia,
obiectul gasit si textul. E complexd din punct de vedere conceptual, abordeazd subiec-
te numeroase si diferite care sint cu adevarat semnificative, atit in contextul actual
al nemultumirii politice si economice globale, cit si in domeniul criticii institutiona-
le. Unele dintre subiectele abordate sint speculatiile de piatd; nedreptatea sociala,

GERARDO MONTES DE OCA VALDEZ s-a nascut in 1978 la Guadalajara (Mexic). Este psiholog (Uni-
versidad de Guadalajara), muzician, artist si activist. A absolvit un master in culturd vizuald la Universitatea
Aalto (Finlanda) si a frecventat, timp de un an, cursurile programului de master in artd si stiintd al Univer-
sitatii de Arte Aplicate (Viena). In prezent este doctorand n filosofie al Universitatii de Arte Frumoase din
Viena. Ultimul sdu proiect, intitulat Sentiments of Fidelity si desfdsurat la Muzeul de Artd din Rauma, Fin-
landa, a investigat conceptul de incredere si rolul sdu in procese de subiectivare, in biopolitica, si n actiuni
contrahegemonice. Recent a coordonat laboratorul interdisciplinar international Crime Scene care a avut
loc in timpul ultimei editii a Bienalei Balticum (2014) din Rauma, in colaborare cu Migrating Art Academie.
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DISSENT AND CERTAINTY
Gerardo Montes de Oca Valadez

Sezgin Boynik, Mihaela Brebenel & Vlad Morariu, Fokus Grupa,
Freee Art Collective, Petra Gerschner, Cathleen Schuster &

Marcel Dickhage

Concluding exhibition curated by Andrei Siclodi

12 June = 26 July 2014, Kiinstlerhaus Blichsenhausen — Kunstpavillion
Innsbruck

Our place in the world, as individuals and members of a society,
requires a series of constant negotiations and agreements. Not
everything has to and can be agreed homogeneously, and many
aspects of our lives remain uncertain and open while other aspects
necessitate a clear determination and certainty. This term, certainty,
refers to that which is certain, determined. A previous variant of
cernere: to distinguish, to decide, and also to shift, to separate.

In other words, to be certain implies a shift. On the other hand, dis-
sent means to differ in sentiments, to feel and think differently — dis-
sentire — and it is complemented by the conjunction than (different
than). Hence, differences are inherently relational, as dissent itself is.
Dissent and certainty complement each other. Such dialectics are
taken into consideration in the curatorial work made by Andrei Siclodi,
nevertheless he decidedly goes beyond these continuous processes
and uses the notions of dissent and certainty rather as dynamic con-
cepts that characterise the “schizophrenic mood” of today's hege-
monic construction of reality that works in the logics of the market.
The multilayered and intersectional exhibition is the outcome of the
International Fellowship Program for Art and Theory in Kiinstlerhaus
Blichsenhausen 2013-2014, a platform of research and production
in the format of an artistic and theoretical residency. In this occasion
the different participants met and engaged in critical debates and
exchange of ideas regarding their fields of investigation, topics of
interest, artistic approaches and methods. Within this frame and in
addition to the five fellowship holders, two more contributions are
integrated in the exhibition by Vlad Morariu, who invited Fokus
Grupa and Freee Art Collective. This open and fertile platform and
approach allowed the emergence of the exhibition’s theme and dis-
play, respecting the participant’s concerns and the way these singu-
larities met. The result is a diverse constellation conformed by artists,
curators, researchers, writers and theoreticians.

GERARDO MONTES DE OCA VALDEZ, born 1978 in Guadalajara (MX).
Psychologist (Universidad de Guadalajara), musician, artist and activist.
Studied an M.A. in Visual Culture at the Aalto University in Finland, having
done a year exchange in the M.A. programme in Art & Science at the
University of Applied Arts in Vienna. He is currently a Ph.D. candidate in
Philosophy at the Academy of Fine Arts Vienna. His last project — Sentiments
of Fidelity at Rauma Art Museum in Finland - focused on the notion of trust
and its role in processes of subjectivation, biopolitics and counter-hege-
monic agencies. He has recently coordinated the interdisciplinary and inter-
national laboratory Crime Scene during the last Rauma Biennale Balticum
2014 in Rauma, in collaboration with Migrating Art Academies.

Dissent and Certainty, exhibition view (works by Sezgin Boynik, Petra Gerschner, Cathleen Schuster & Marcel Dickhage (f.L.t.r.); ceiling by Fokus Grupa)
Photo: Daniel Jarosch/Tiroler Kiinstlerschaft
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protestul, revolta si controlul exercitat de stat; forme de reprezentare si relatii de
putere; practicile istoriografice critice si alternative; dialectica teoriei si practicii;
forme ale criticii institutionale; arta si militantismul. Aceastd complexitate nu este ime-
diat sesizabild in forma usoard, aerisitd si chiar primitoare a prezentdrii generale. Cu
toate acestea, In scurt timp, vizitatorul se afla provocat si dezorientat. Contradictii-
le si tensiunile ideologice neoliberale sint viguros abordate in lucrdri, laolalta cu reflectii
teoretice despre reprezentare, arta conceptuala si criticd institutionala.

Imediat ce patrunde n Kunstpavillion Innsbruck, spectatorul se gaseste in fata unui
spatiu alb foarte larg si ingrijit. Din acest punct, vizitatorul vede primele doud incaperi
alaturate, scaldate in lumina naturald oferita de generosul luminator al cladirii. I prima
incdpere, lumina naturald care patrunde stralumineaza seria de desene ale Fokus
Grupa, reproduse tipografic si montate chiar pe luminator. Structura plafonului tra-
seazd o grila de celule translucide acolo unde e montatd instalatia / Sing to Pass Time
(Il). Cele 19 desene se referd la actiuni si miscari sociale in care au fost angajati artisti
occidentali, din SUA si din fosta lugoslavie intre anii 1920 si 1980, la luptele care
au urmarit imbunatdtirea conditiilor lor de munca si de trai. Artistii modifica folosi-
rea obisnuitd, traditionald a plafoanelor destinate frescelor reprezentind puncte de
vedere si aspiratii dominante. Spre deosebire de plafoanele care acoperd si separa,
luminatorul din Kunstpavillion este un strat mai fragil si translucid. Prin urmare, insta-
latia nu acopera sau separd, ci deschide si conecteaza institutia cu anumite elemen-
te exterioare nonumane — n special lumina naturald si praful strins pe ferestre —,
permitindu-le un joc cu acele imagini ale luptelor cetatenesti din trecut. T acest fel,
lucrarea subliniaza necesitatea regindirii limitelor institutiei si felul in care elemen-
te institutionale si nonumane exterioare pot arunca o lumind asupra modului cum
intelegem si rescriem istoria contrahegemonicd.

Mediul de expresie ales, desenul, face o trimitere elegantd la maiestria si grija de multe
ori necesare n schimbarea si actiunile sociale — cum ar fi in construirea de retele de
solidaritate si formarea de comunititi. in felul acesta, estetizind politica, ei repoliti-
zeaza imaginile politice si, cel mai important, imaginarul politic. Acest aspect,
impreund cu faptul ca imaginile nu sint unele cunoscute, permite publicului sa se rapor-
teze la ele intr-un mod deschis, mai putin dependent de forme de reprezentare si
identificare date. Si, dacd e sd ne gindim la ce spunea Beuys, atunci oricine, nu doar
artistii, are potentialul de-a pune la indoiald si a redesena sau resemnifica istoria. Asta
inseamna ca orice barbat ori femeie este (cel putin potential) un agent social.
Dedesubtul acestei instalatii, chiar in fata privitorului, lucrarea Petrei Gerschner The
weapon of criticism cannot, of course, replace criticism by weapons trimite evident
la lucrarea Iui Karl Marx Contributii la critica filosofiei dreptului a lui Hegel, unde aces-
ta discutd despre forta materiald a ideilor atunci cind teoria e imbrdtisatd de mase.
Lucrarea e un comentariu la muzeul Tirol Panorama din Innsbruck, in special la sectiu-
nea ,Mituri despre Tirol", care e alcdtuitd dintr-o serie de mici sculpturi amplasa-
te Tn nise Tnduntrul unor socluri inalte (aproximativ 2,25 metri), reprezentind
protagonisti de sex masculin ai asa-numitului Mare Razboi Austriac impotriva lui Napo-
leon de la inceputul secolului al noudsprezecelea. Tmpreuné cu aceste figuri domi-
nante — conducdtori militari, religiosi si ai opozitiei —, masele anonime, femeile si
alte minoritati sint identificate ca ,necunoscute” (adicd ,femei necunoscute®) prin
piedestale goale si o mentiune pe o placd de pe podea. Gerschner redimensionea-
za piedestalul, facindu-I mai scund si mai accesibil oamenilor. Apoi, ea ,,umple” absenta
cu o pavea (varianta mai moderna si mai patratd a pietrei de caldarim), care este
poleitd manual cu acelasi fel de foitd de aur intiinitd in decoratia unora dintre cladi-
rile din Innsbruck (si folositd fn mod obisnuit in multe culturi dominante). E cunos-
cut faptul ca bucdtile de pavaj sint adesea folosite de manifestanti fmpotriva opresiunii
oficiale fnarmate atunci cind evenimentele devin violente.
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The exhibition contains diverse materials as video, drawings, photo-
graphy, found objects and text. It is conceptually complex, it address-
es quite a few manifold topics that are indeed relevant both in the
current context of global political and economic discontent and in the
field of institutional critique. Some of the addressed topics are market
speculation; social injustice, protest, uprising and state control; forms
of representation and power relations; critical and alternative historio-
graphic practices; theory and praxis dialectics; forms of institutional
critique; art and activism. This complexity is not immediately evident
in the light, airy and even welcoming formality of the general display.
Nonetheless, the visitor will soon find her self confronted and bewil-
dered. Neoliberal ideological contradictions and tensions are power-
fully addressed in the works together with theoretical reflexions on
representation, conceptual art and institutional critique.

Right after stepping in the Kunstpavillion Innsbruck the spectator is
before a very spacious and tidy white space. From this point the visi-
tor sees the first and second adjoined rooms filled with natural light
coming from the wide skylight of the building. In the first room the
natural light coming in illuminates Fokus Grupa's series of drawings
reproduced on prints and mounted on the skylight itself. This ceil-
ing's structure draws a grid of translucent cells where the installation
I Sing to Pass Time (II) is mounted. The 19 drawings are about actions
and social movements from western European, US American and
former Yugoslavian artists from the 1920s to the 1980s, struggles
aimed to enhance their own living and working conditions. The artists
alter the common historical use of ceilings dedicated for frescos rep-
resenting dominant views and aspirations. Unlike those ceilings that
cover and separate, the skylight in the Kunstpavillion is in turn a more
fragile and translucent layer. Therefore the installation does not cover
or separate, instead it opens and connects the institution with some
exterior and non-human elements — especially the natural light and
accumulated dust on the windows —, let them interplay with the
images of past citizen struggles. This way the work underlines the
necessity to rethink the limits of the institution and how the external,
non institutional and non-human elements can shed light on our com-
prehension and re-writing of counter hegemonic history.

The chosen media, drawings, beautifully address to the craftsman-
ship and care many times necessary in social change and actions

— like in network and community building. By doing so, aestheticizing
politics, they re-politicize political images and, most importantly,
political imagery. This aspect, together with the fact that the images
are not of common knowledge, allows the audience to relate to them
in a rather open way less dependant to given forms of representation
and identification. And if we follow Beuys' statement, then everyone,
not only the artists, has the potential to question and re-draw, re-sig-
nify history. It translates in: every man and woman is (at least poten-
tially) a social agent.

Underneath this installation, right in front of the viewer, Petra
Gerschner's work The weapon of criticism cannot, of course, replace
criticism by weapons makes immediate reference to Karl Marx’s

A Contribution to the Critique of Hegel's Philosophy of Right where
he discusses the material power of ideas when theory is embraced
by the masses. This piece is a comment on the Tyrol Panorama
Museum in Innsbruck, particularly to the section “Myths of Tyrol”
that is conformed by a series of small sculptures placed in high
pedestals (about 2.25 m high) representing male protagonists of
Austria’s so called Great War against Napoleon in the early 19th
century. Together with those dominant figures — military, religious
and opposition leaders —, the anonymous masses, women and other
minorities are identified as the “unknown” (i. e. “unknown women")
by empty pedestals and a mention on a floor plaque. Gerschner
resizes the pedestal, making it shorter and more accessible to people.
Then she “fills” the absence with a sett (the more modern and square
version of a cobblestone) which is hand-glided with the same kind of
gold leaf used in some of the buildings in Innsbruck as part of their
decoration (commonly used in many dominant cultures). It is of com-

Sezgin Boynik
On Contradiction, installation, 2014 (detail), photo: WEST. Fotostudio/Tiroler Kiinstlerschaft

Petra Gerschner
Politics of the Public Body, 2014, photo: WEST. Fotostudio/Tiroler Kiinstlerschaft
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Petra Gerschner
The weapon of criticism cannot, of course, replace criticism by weapons, installation, 2014 (detail), photo: WEST.
Fotostudio/Tiroler Kinstlerschaft

Prin asta, artista trimite la scrierea dominantd a istoriei si la politica identitatii, legind
localul de global. Ea nu introduce prezenta printr-o reprezentare conventionald,
ci prin indicarea absorbtiei institutionale tot mai mari a rezistentei civice prin poli-
tici si institutii cutturale. Cind privitorul se apropie de piatrd survine o anumitd ten-
siune, un fel de forta gravitationald. Sé fie o chemare potentiald la o potentiald actiune?
Sa fie o invitatie subtild de-a o lua si a intrupa actiunea, pentru a mobiliza o astfel
de nemiscare dincolo de granitele institutiei?

fndemnurile la actiune si la formarea de opinii sint diteva dintre subiectele princi-
pale abordate de Freee Art Collective, care au scos literalmente expozitia afard din
Kunstpavillion. Ei folosesc un panou comercial format din 24 de coli, amplasat pe
o strada din Innsbruck, in apropiere de muzeul Tirol Panorama, infatisind o foto-
grafie cu sapte oameni care tin cu susul in jos un banner textil mare pe care scrie
Protest Drives History (fotografia e facutd la Stockholm). Dar fotografia cea mare,
montatd pe panou, este la rindu-i pusa cu susul n jos, asa ca lozinca se citeste corect.
Lucrarea lor aldturd actiunea colectiva, corpul si limbajul, Tntr-un context n care
granitele dintre privat, public si piatd se intiinesc si dispar. Fundalul rasturnat al imagi-
nii, in contrast cu textul pus corect, Tn sus, creeaza o tensiune stranie intre conti -
nut si context, o interactiune cruciald in procesul de formare a opiniei in domeniile
colectiv si politic.

Pe finga continut si context, conceptul de cadru joaca un rol important in cerceta-
rea teoreticd a lui Vlad Morariu. Lucrarea sa Parerga: politica incadrdrii in discursul
actual dl criticii institutionale imprumuta conceptul de parergon al lui Derrida pen-
tru a trata direct complexitdtile incadrdrii si granitele dintre institutii, domenii si prac-
tici. Morariu propune gindirea artei politice ca spatiu median, actionind, in acelasi
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mon knowledge that setts are often used by demonstrators against
the armed official oppression when the events turn violent.

By doing this the artist addresses to the dominant writing of history
and the politics of identity linking the local and the global. She does
not bring presence by means of conventional representation, but by
pointing to the increasing institutional absorption of civic resistance
in cultural policies and institutions. Certain tension, some sort of
gravitational force emerges when the viewer approaches the rock.

Is it a potential call for a potential action? Is it a subtle invitation to
take it and to embody action, to mobilize such stillness beyond the
institution?

Calls for actions and opinion-formation are some of the main topics
addressed by Freee Art Collective, bringing the exhibition literally
out of the Kunstpavillion. They make use of a 24-sheet commercial
billboard - in a street in Innsbruck near Tyrol Panorama Museum

- with a photography of 7 people holding upside-down a large tex-
tile that reads Protest Drives History (shot in Stockholm). But the
large photograph mounted on the billboard is turn also upside-down
so the slogan reads properly. Their work brings together collective
action, body and language in a context where the borders of the pri-
vate, the public and the market meet and vanish. The upside down
background of the image in contrast to the right side up text create
a strange tension between content and context, crucial interplay

in the process of opinion-formation in the collective and political
realms.

Alongside with content and context the concept of framework plays
an important role in Vlad Morariu’s theoretical research. His work
Parerga: The Politics of Framing in the Current Discourse of Insti-
tutional Critique borrows Derrida’s concept — parergon - to directly
deal with the complexities of framing and the borders between insti-
tutions, fields and practices. Morariu proposes to think of political art
as a space in-between and at the same time working both inside and
outside the institution. This ideas are clearly shown in his collabora-
tive work with Mihaela Brebenel. Their participation was strongly
determined by an event form last year, when they found a large
amount of photographic slides in twenty bags outside Goldsmiths
Library in London thrown in trash containers. For their joint participa-
tion in the Kunstpavillion they chose to project, in the second room,
the slide labelled La porte-voix rouge des masses/Agitprop Theatre,
Germany, 1920s, a drawing representing a demonstration of the
Arbeiter Theaterbund Deutschlands (ATBD) - bringing a direct rela-
tion to the other art works already mentioned.

Such finding and recuperation points to the questions of who has the
right to decide what political images are valuable, which are not and
what the criteria is. Ironically, by the time I saw the exhibition the
slide itself had already lost much of its ink and the projected image
was slowly disappearing, as if the precarity embedded in today’s
capitalism had the power to affect and hide its own representations
and forms displayed in the institutions.

For its part, Sezgin Boynik contributes to these reflections from
another angle that strongly resembles Art & Language Group, espe-
cially in the theoretical and conceptual approach and textual formal-
ity. In his work On Contradiction Boynik makes use of the first room
presenting five diagrams on gridded papers of a kind used in mathe-
matics and hard sciences. Each of these diagrams is accompanied by
a white paper full of handwritten text where the artist seems to carry
very intense dialogues and debates on the ideas and models of five
different theoreticians — Niklas Luhmann, Alain Badiou, Mel Ramsden
from Art & Language Group, Darko Suvin and Rastko Mocnik. A large
number of ideas is intricately-woven in those five sheets of paper,
generating a feeling of inaccessibility that contrasts with the very
tidy and quite geometrical diagrams. Underneath those papers Boynik
installed a table with a longer diagram that resembles those visualis-
ing statistical information in two vectors. A series of phrases in
English and other different Central and Eastern European languages
- with no translation — are indexed and linked. The reflexions revolve

timp, atft in interiorul, cit si in afara institutiei. Aceste idei sint prezentate in mod clar
in lucrarea realizatd de el in colaborare cu Mihaela Brebenel. Participarea lor a fost
puternic motivata de un eveniment de anul trecut, cind, Tn doudzeci de saci arun-
cati in containere de gunoiin fata Bibliotecii Goldsmiths din Londra, au gasit un mare
numar de diapozitive. Pentru proiectul lor comun din Kunstpavillion ei au ales sa
proiecteze, n a doua incapere, diaporama intitulatd La porte-voix rouge des mas -
ses/Agitprop Theatre, Germany, |920s, un desen reprezentind o demonstratie a Arbei-
ter Theaterbund Deutschlands (ATBD) — prin care au creat o legdtura directa cu
celelalte lucrari deja pomenite.

Asemenea descoperire si recuperare trimite la intrebari precum cine are dreptul
de-a hotarf care imagini politice sint valoroase, care nu sint si potrivit carui criteriu.
Ironia face ca, pind am ajuns sa vad expozitia, diapozitivele in sine si pierdusera deja
o mare parte din culoare, iar imaginea proiectatd disparea incet, de parca preca-
ritatea integrata capitalismului de astazi avea puterea de a afecta si a-si ascunde pro-
prille reprezentdri si forme prezentate Tn institutii.

La rindul sdu, Sezgin Boynik contribuie la aceste reflectii dintr-un alt unghi, care se
aseamand puternic cu cel al Art & Language Group, mai ales in abordarea teore-
ticd si conceptuald, ca si in formalitatea textuala. Tn lucrarea sa On Contradiction,
Boynik foloseste prima incapere pentru a prezenta cinci diagrame pe hirtie caroia-
td de tipul celei folosite In matematica si n stiintele exacte. Fiecare diagrama este
nsotita de o foaie alba acoperitd cu text scris de mina in care artistul pare sa poar-
te dialoguri si dezbateri foarte intense cu ideile si modelele a cinci teoreticieni diferiti
— Niklas Luhmann, Alain Badiou, Mel Ramsden din Art & Language Group, Darko
Suvin si Rastko Mocnik. Pe cele cinci foi de hirtie e o mare concentratie a nume-
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Protest Drives History, 2014, billboard, Innsbruck (beneath the Tyrol Panorama
Museum which is dedicated to the representation of the “Myth of Tyrol"),
photo: WEST. Fotostudio/Tiroler Kiinstlerschaft
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roase idei incilcit intretesute, ceea ce genereaza un sentiment al inaccesibilitatii care
contrasteaza cu diagramele foarte ingrijite si geometrice. Sub aceste hirtii, Boynik
ainstalat o masa cu o diagrama mai lungd, semanind cu acelea care vizualizeaza date
statistice Tntr-o reprezentare cu doi vectori. O serie de fraze Tn limba engleza si in
alte limbi central si est-europene — netraduse — sint indexate si legate de altele. Reflec-
tiile graviteaza in jurul conceptelor de ideologie, autoadministrare, lupta de clasa
sial raportului dintre supus si stat.

Combinatia de propoxzitii in alte limbi, lasate asa, netraduse, precum si citarea unor
teoreticieni din Europa de Est nu tocmai cunoscuti trimit cu indrazneald la cotele
de putere si la vizibilitatea sau invizibilitatea lor in producerea si distribuirea de cu-
nostinte. O intrebare care domind lucrarea este posibilitatea pe care o au contra-
dictile din formatiunile politice si cadrele teoretice sd capete forme estetice.
Lucrarea ofera o imagine de ansamblu asupra gindurilor unui ginditor si, impreund
cu desenele Fokus Grupa si cu paveaua Petrei Gerschner, genereaza un gest foar-
te interesant cu privire la raportul dintre teorie, practica si actiune politica.
Aceste intersectii trimit la materialitatea protestului, tratatd in detaliu in lucrarea lui
Gerschner Politics of the Public Body, care se gasea n deja pomenita incapere secunda.
Aceastd instalatie este o invitatie deschisé la a lua o pozitie critica Tmpotriva hegemo-
niei. Pe podea se afld un covor rosu de tipul celor folosite la vernisaje si evenimen-
te de gald. Pe el std scrisa lozinca , Aldturati-vd invingatorilor, distrugeti capitalismul“.
T fata lui, pe un ecran, ruleaza un videoclip cu mai multe demonstratii masive (din
Brazilia, Turcia si Germania) infatisind confruntari cu politia, adunari publice si mo-
mente de protest festiv. Pe un perete de lingd covor, o serie de mici fotografii pre-
zintd de aproape, In plan-detaliu, tehnici politienesti folosite in demonstratii reale
impotriva unor persoane.

Covorul te invitd pe un ton festiv, fotografile documenteaza controlul fizic indivi-
dual, iar videoul aratd potentialul prezentei colective si puterea acesteia de a se con-
frunta cu opresiunea politiei. Aici caracterul performativ al rezistentei si protestului
intiineste caracterul performativ al controlului politienesc si de stat. fn aceasts lu-
crare, Gerschner abordeaza dimensiunea corporald a actiunii, puterea si efectul pro-
testului public. Lucrarea e direct legata de ceea ce Judith Butler, Tmprumutind
conceptul lui Arendt, pune in discutie cu inteligenta: spatiile de aparitie, spatii gene-
rate fn demonstratii plurale, in vorbirea si in actiunile femeilor si barbatilor care sustin
impreuna dreptul de-a avea drepturi, punind, n acelasi timp, sub semnul intrebarii
legitimitatea puterii de stat prin intermediul prezentei corporale si a permanentei.’
Un asemenea drept si permanenta sint reprezentate direct de lucrarea ei din seria
History Is @ Work in Progress, o fotografie a unui desen stradal facut cu posoarul infatisind
doud femei care poartd burka si se saruta tandru.

O prezentd atit de intimd ne aminteste c3, fie si atunci dind viata in sine este extrem
de contingentd, ea este intr-adevdr o perpetua realitate ,inca neintimplata” si ficuta
de om. Simpla contemplare a devenit ,insuficienta” in anumite zone geografice, n-
tr-un moment al istoriei, iar un asemenea act de a privi realitatea a inceput sa nu mai
fie pretuit. Prin urmare, speculatia, actul de a privi la si a lua in considerare lucrurile
a fost integrat in sistemul pietei in jurul anului 1770. A devenit o strategie capitalista
insemnind ,s& cumperi si sa vinzi in cautare de profit din cresterea si scaderea valo-
rii de piata“. Logica schizofrenica a pietei a inceput sa evolueze aldturi de Tnfintarea
institutilor financiare si a reformelor juridice care le sustin. E o indelungatd istorie a
neinfrinatelor practici financiare speculative si de prada, a dominatiei si exploatarii, care
continud pind in prezent. Sa risti ,totul” a devenit o normd, cu atit mai mult cind e in
detrimentul vietii celorlalti. Aceste aspecte sint cele pe care Cathleen Schuster si
Marcel Dickhage le repun in scend si le documenteaza fictional in cele douad videouri,
Layers si Money and Trade Considered. Primul, proiectat pe un ecran din a doua incape-
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around the concepts of ideology, self-administration, class warfare
and relation between subject and State.

The combination of sentences in other languages rendered with no
translation as well as the citation of not so know Eastern European
theoreticians bravely points to the quotas of power and their visibili-
ty or invisibility within the production and distribution of knowledge.
A question that dominates the work is the possibility for contradic-
tions in political formations and theoretical frameworks to find aes-
thetic forms. The work provides an overview into a thinker’s thoughts
and, together with Fokus Grupa’s drawings and Petra Gerschner’s
sett, generate a very interesting gesture on the relation between
theory, praxis and political agency.

These intersections lead back to the materiliaty of protest, dealt in
detail in Gerschner’s work Politics of the Public Body, found in
already mentioned second room. This installation is an open invita-
tion to take a critical side against hegemony. On the ground lies a
red carpet like the ones placed in gala’s openings and celebrations.
It reads the slogan “Join the winning side smash capitalism”. In front
of it a screen plays a video of several massive demonstrations (of
Brazil, Turkey and Germany) showing police confrontations, public
assemblies and moments of festive protest. On a wall next to the
carpet a series of small photographies closely framing riot police
techniques implemented in real demonstrations to individuals.

The carpet invites in a festive tone, the photos document the individ-
ual physical control and the video shows the potential of collective
presence and its power to confront the police oppression. Here the
performativity of resistance and protest meet the performativity of
police and state control. In this work Gerschner addresses to bodily
dimensions of action and the power and effect of public protest.

It is directly related to what Judith Butler, borrowing Arendt’s
concept, sharply discusses: the spaces of appearance, spaces gener-
ated in plural demonstrations, in speech and actions of women and
men together claiming the right to have rights while at the same
time questioning the legitimacy of state power by means of bodily
presence and permanence.' Such right and permanence is directly
depicted by her piece from the series History Is a Work in Progress,
a photography of a street stencil shows two women wearing burkas
kissing each other tenderly.

Such intimate presence reminds us that even when life itself is highly
contingent, it is indeed a continuous human made “yet-to” reality.
Mere contemplation became “not enough” in certain geographies at
some point of history, and such act of looking at reality started to be
unpriced. Hence, speculation, the act of looking at and considering
things, was incorporated into the market system during the 1770s.
It became a capitalist strategy, meaning “buying and selling in
search of profit from rise and fall of market value”. The schizophrenic
logics of the market started to evolve alongside with the establish-
ment of the financial institutions and legal reforms that support
them. A long history of unbridled speculative and predatory financ-
ing practices, of domination and exploitation that continues up until
now. Risking “everything” became a norm, even more at the expense
of others' lives. These issues are what Cathleen Schuster & Marcel
Dickhage re-enact and fictio-document in their two videos Layers
and Money and Trade Considered. The first one, installed on a screen
on the second room, is inspired by John Law’s “Money and Trade
Considered with the Proposal for Supplying the Nation with Money”,
published in 1705. It addresses the financial bubbles generated by
Law's ideas implemented in France back then and its consequences,
performed in a theatrical form recreating Law's Europe and epoch.
The second piece also makes evident the built up and staged quali-
ties of the scenarios and dialogues but in a more updated TV setting,
establishing a direct connection with today’s mediated personal
struggles. In turn, this work's title refers to a speculation method
used to create financial bubbles nowadays.

The two pieces come along with their respective film scripts. The
spectator will be captured and confused by a complex series of mul-

re, e inspirat de memoriul lui John Law, ,Banii si comertul supuse atentiei dimpreund
cu propunerea de a furniza natiunii bani“, publicat in 1705. Videoul se referd la bule-
le financiare generate de ideile lui Law aplicate Tn Franta acelor zile si la consecintele
lor si e realizat intr-o forma teatrald prin recrearea Europei si a epocii lui Law. Cea
de-a doua lucrare pune si ea in evidenta trasdturile construite si inscenate ale scena-
rilor si dialogurilor, dar intr-un decor TV actualizat, stabilind o conexiune directa cu
luptele personale mediatizate de astdzi. Titlul lucrdrii, in schimb, se refera la 0 metoda
speculativa folositd pentru a crea bule financiare i zilele noastre.

Cele doua lucrari vin impreund cu scenariile lor aferente, ca filme. Spectatorul va
fi captat si facut confuz printr-o serie complexa de dialoguri multistratificate. Aces-
te scenarii sint doldora de trimiteri intertextuale din diverse surse. Pentru a-si face
o idee mai clara despre chestiunile abordate si intentia artistilor; vizitatorul ar tre-
bui sd ia aceste publicatii si sa investeascd — ironia face sa folosim un termen foar-
te reprezentativ pentru piata — timp, efort si, probabil, munca de cercetare. Merita
pe deplin. Lucrdrile contin un mare numar de trimiteri, oferind conexiuni si reflectii
foarte interesante, pertinente pentru felul cum stau azi lucrurile in ceea ce priveste
contradictile nesfirsite ale speculatiei integrate in viata noastra de zi cu zi.

E limpede ca fiecare bursier participant aduce n expozitia de grup diferite preo-
cupdri si interese reclamind o reflectie serioasd asupra felului cum viata e condusa
de o logicd minatd de contradictii si distrugatoare. Pe moment, se poate ca nu-i usor
sa identifici si sa urmaresti numeroasele straturi de idei discutate de artistii in rezi-
denta si modul n care acestea pot fi articulate. Pe de alta parte, acesta este, de ase-
menea, si unul dintre punctele forte ale expozitiei. Ea te atinge, susoteste si provoaca.
Cind si cind, 1l zdpaceste pe spectator intr-un fel care face ca intrebarea sa persis-
te sisa revind n gindurile lui. Expozitia rdmine prezentd si reclamd o investigatie activa
si, probabil, o pozitionare.

Traducere de Alex Moldovan

Nota:

I. Vezi Judith Butler, ,Bodies in Alliance and the Politics of the Street". Cf. http://eipcp.net/transversal/
1011 /butler/en/ (accesat pe 20 octombrie 2014).
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tilayered dialogues. These scripts are full of intertextual references
from diverse sources. To get a clearer idea of what the issues addres-
sed are and the intention of the artists, the visitor would have to take
those publications with her and invest — ironically, a term highly ref-
erential to market - time, effort and perhaps some research. It is
totally worth it. The works contain a vast number of references, pro-
viding very interesting connections and reflections relevant for
today'’s state of affairs regarding the endless contradictions of specu-
lation embedded in our everyday lives.

It is clear that each participant of the fellowship programme brings
to the group exhibition different concerns and interests that demand
serious reflections on how life is directed by contradictory and
predatory logics. For a moment it might not be easy to trace and fol-
low the many layers of ideas discussed by the artists in the residency
and the way they can be articulated. Nevertheless, this is also one of
its fortitudes. The exhibition touches, whispers and provokes. At
moments it confuses the spectator in a way that question last and
come back in her thoughts. The exhibition remains present and
demands a further active investigation and, perhaps, a positioning.

Note:

1. See Judith Butler, Bodfies in Alliance and the Politics of the Street.
Cf. http://eipcp.net/transversal/1011/butler/en/ (last accessed
20 October 2014).

Mihaela Brebenel & Vlad Morariu

[de]ire] composition no. 1, 2014 and Cathleen Schuster & Marcel Dickhage,
Money and Trade Considered, 2013-14 (f.l.t.r.),

photo: Daniel Jarosch/Tiroler Kiinstlerschaft



Contramonumente, sculpturi precare

si coregrafii efemere, sau ce este de facut
in fata resurectiei fascismului?

Cristian Nae

Chto Delat?, Face to Face with the Monument, Viena, 15 mai — 21 iunie 2014

Astdzi, multe discutii despre monument par a reveni, aproape inevitabil, la distinctia
propusd de Pierre Nora intre memorie colectivd si istorie. Cea dintii este inteleasa
de Nora ca un proces suplu si dialectic de reamintire si uitare, integrat din punct
de vedere social in traditie — un ansamblu de forme de organizare a vietii in raport
cu o serie de practici ce i asigurd constant actualitatea, in vreme ce istoria apare ca
o modalitate modernd de reconstituire si organizare a trecutului din rdmasitele sale,
ce se datoreazd obturarii accesului spontan la aceastd memorie a comunitdtii prin
accelerarea transformdrilor sociale.' $i mai adesea, se recurge la definirea monumen-
tului ca lieu de la mémoire, adica drept ,,0 materializare a memoriei in anumite locuri
in care persista un sens al continuitatii istorice si in care memoria se cristalizeaza si
se secretd pe sine”.? Sunt insd monumentele materializari ale unor practici ale reamin-
tirii devenite intre timp opace pentru orice forma spontand de reculegere si de co-
memorare, adica de constituire a unei comunitati temporare articulate in jurul unor
experiente impartasite? Reprezinta ele vestigile unui mod de a vizualiza istoria caracte-
ristic unei modernitati culturale deja vetuste? Constituie acestea urme ale unei me-
morii care a fost, incd de la formarea lor, capturata de istorie, adicd selectionatd,
ncadratd conceptual si redata in termeni simbolici — altfel spus, supusa inevitabil unei
anumite ideologii? Si mai cu seamd, la ce ne mai ajutd astdzi o asemenea distinctie
ntre memoria — fragmentard, imprecisa si actualizata spontan — a colectivitatilor etero-
gene si istoria ca metanaratiune ce legitimeaza hegemonia unor grupuri dominan-
te, In mdsura in care eroziunea accelerata a statutului simbolic al monumentelor
poate reprezenta efectul unei probleme mai vaste, care priveste nu doar fragmen-
tarea, di si tensionarea tot mai acutd a sferei publice?

Am asistat In ultimii ani, in Europa, la resurectia unor fragmente de ideologie natio-
nalista si la camuflarea unor idei si atitudini fasciste in programe politice de dreap-
ta cu iz extremist, autocratic si totodata mesianic, care raspund delegitimarii tot mai
pronuntate a democratiei de tip reprezentativ in fata celei participative si a forme-
lor spontane de protest colectiv. fnsa tocmai acest fapt este simptomatic pentru modul
in care articularea puterii se extinde astazi asupra memoriei colective, implinind sar-
cina istoriei indicatd de Nora, aceea de a dezarticula orice incercare spontana de
coalizare a comunitatii si de a sterge, astfel, orice urme necodificate ale experientei
istorice — de a functiona, cu alte cuvinte, asemenea unui aparat ideologic de stat.
Recursul la distinctia lui Nora poate fi, asadar, folositor in masura in care ne reamin-
teste faptul cd, Tn esentd, articularea comunitdtii reprezinta un gest politic, de natura
performativd, pentru care rememorarea trecutului vizeaza rediscutarea si rearti-
cularea criticd a prezentului — deci, transformarea viitorului. lar aceasta versiune

CRISTIAN NAE preda teoria artei la Universitatea de Arte din lasi. Este beneficiarul mai multor granturi de
cercetare privind istoria artei in Estul Europei dupa 1945. Interesele sale de cercetare urmaresc, de aseme-
nea, istoria expozitiilor si studiile vizuale privind modernitatea din perspectiva comaparativa.
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COUNTER-MONUMENTS, PRECARIOUS SCULPTURES

AND EPHEMERAL CHOREOGRAPHIES, OR WHAT IS TO BE DONE
AGAINST THE RESURRECTION OF FASCISM?

Cristian Nae

Chto Delat?, Face to Face with the Monument, Vienna,
15 May - 21 June 2014

Today, many debates on monuments seem to return, almost
inevitably, to the distinction coined by Pierre Nora between col-
lective memory and history. The first is conceived of by Nora as a
supple and dialectical process of remembering and forgetting,
socially integrated in the tradition - a totality of forms for organizing
life connected with a series of practices that constantly assure its
topicality, while, on the other hand, history appears as a modern
mode of reconstructing and organizing the past out of its remain-
ders, a mode which is due to an obstruction that, by an acceleration
of social transformations, affects spontaneous access to this memory
of the community.! More often than not, memory is defined as lieu
de la mémoire, a “materialization of memory in some places where
a sense of historical continuity persists and in which memory crystal-
lizes and secretes itself”.? But are monuments materializations of cer-
tain practices of remembrance, practices that have become opaque
in time for any spontaneous form of recollection and commemora-
tion, that is, of constituting a temporary community around shared
experiences? Are they remnants of a mode of visualizing history typi-
cal for an already obsolete cultural modernity? Are they traces of a
memory that has been, since their inception, caught by history, that
is, selected, conceptually framed and conveyed in symbolic terms

- in other words, inevitably subdued to a certain ideology? And, more
importantly, of what use is today the distinction between a memory
of heterogeneous collectivities — fragmented, imprecise and sponta-
neously updated/materialized — and history as a meta-narrative that
legitimates the hegemony of some dominant groups, insofar as the
accelerated erosion in the symbolic status of monuments can repre-
sent the effect of a larger question, which regards not only fragmen-
tation, but also an increasingly critical tension in the public sphere?
Europe has recently witnessed the resurrection of some fragments
of nationalist ideology and the camouflage of certain fascist ideas
and attitudes in rightwing political programs with a taste for extrem-
ism, autocracy and, simultaneously, messianism, coming as answers
to an increasingly obvious lack of legitimacy affecting representative
democracy in comparison to participative democracy and sponta-
neous forms of collective protest. However, this is the symptomatic
fact for the way in which the articulation of power extends today

CRISTIAN NAE teaches art theory at the University of Fine Arts from Iasi.
He is the beneficiary of several research grants on art history in Eastern
Europe after 1945. His research interests also comprise history of exhibi-
tions and visual studies on modernity from a comparative perspective.

Chto Delat?, Paper Soldier, part of Into the City, 2014, @ Chto Delat?
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participativd a colectivitdtii se constituie, astazi, Impotriva elementelor simbolice osi-
ficate in formele impozante specifice ideologiei dominante.? Impotriva unor aseme-
nea ritualuri publice, este uneori necesar sd aliendm temporar monumentele
existente, sa reinventdm monumentul sub forme precare, efemere, invizibile sau
performative — la nevoie, sub forma unor antimonumente, monumente polemi-
ce, antiautoritare, capabile sd articuleze o politicd a comemorarii care sa imputer-
niceasca anumite grupuri sociale sa-si dezvolte propriile ritualuri ce acordd importanta
unor anumite spatii si gesturi. De asemenea, este nevoie ca istoria sa Tsi poata recu-
noaste omisiunile si mistificarile, sd reactiveze memoria grupurilor oprimate, sa poata
expune naratiuni si gesturi reprimate si sd rearticuleze in spatiul public discursuri si ati-
tudini marginalizate. In acest sens, un monument poate fi punctul de plecare al unei
serii de practici discursive care combina cadrele intelectuale ale Tntelegerii si inves-
tirea libidinala a imaginilor si locurilor; altfel spus, a unor practici artistice angajate social
care dramatizeaza trecutul si evoca potentialul revoltei si rezistentei publice.

Asumind sarcinile anterior descrise, proiectul artistic Face to Face with the Monu-
ment, dezvoltat de colectivul artistic Chto Delat? in cadrul Wiener Festwochen, are
drept pretext o arheologie a monumentului soldatului sovietic aflat in piata Schwar-
zenberg din Viena. Situat ntr-o rotondd aproape de intrarea in curtea palatului Bel-
vedere, care contureaza un spatiu circular dominat de silueta impozanta a acestui
soldat anonim (ce sugereaza eliberarea de sub dominatia national-socialismului prin
interventia — armatd — a socialismului sovietic la finele celui de-al Doilea Razboi Mon-
dial), acest loc al memoriei, de cele mai multe ori ignorat de turistul in cautarea fas-
tului vienez, a reprezentat nexusul unei serii de instalatii si interventii performative
desfasurate timp de aproximativ o lund de zile. Aceste interventii au vizat sa elibe-
reze potentialul destabilizant al acestor simboluri (fascism si socialism) n actuala con-
figuratie sociopoliticd, in care capitalismul global pare a fi incorporat resursele creative
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over collective memory, fulfilling the task of history indicated by
Nora, namely, that of dis-articulating any spontaneous attempt
made by the community at creating coalitions and, thus, erasing any
uncodified traces of historical experience — in other words, the task
of functioning as an ideological state apparatus. Therefore, using
Nora's distinction can be useful, insofar as it reminds us of the fact
that, basically, the articulation of community is a political gesture of
a performative nature, for which the remembrance of the past aims
at re-discussing and critically re-articulating the present — thus, at
transforming the future. This participative version of collectivity
emerges today against symbolic elements ossified in the towering
forms specific to dominant ideology.® Against such public rituals, it is
sometimes necessary to temporarily alienate existing monuments,
to reinvent the monument in precarious, ephemeral, invisible or per-
formative forms — in the guise of some anti-monuments, if needed,
polemic, anti-authoritarian monuments, capable of articulating

a politics of commemoration that would empower certain social
groups with developing their own rituals that emphasize certain
spaces and gestures. Similarly, there is a need for history to develop
an ability of recognizing its omissions and mystifications, to reactive
the memory of oppressed groups, to present repressed narratives
and gestures, and to re-articulate marginalized discourses and atti-
tudes in the public space. In this sense, a monument can be the
point of departure for a series of discursive practices combining
intellectual frameworks of understanding and libidinal investment in
images and places, in socially engaged artistic practices dramatizing
the past and evoking a potential for revolt and public resistance.
Accepting these types of tasks, the artistic project developed by

the artistic collective Chto Delat? at the Wiener Festwochen, Face

to Face with the Monument, finds its pretext in an archeology of the
Monument for the Soviet Soldier located in Schwarzenberg Square
in Vienna. Placed in a rotunda close to the entrance of Belvedere
palace, which marks a circular space dominated by the towering

ce pdreau a constitui, pind nu demult, apanajul stingii, contribuind la radicalizarea
biopoliticii. Ce mai poate oferi insa discursul angajat critic in fata conservatorismului
eurocentric tot mai intolerant si a formelor camuflate ale socialismului cu accente
nationaliste? Cum poate un loc destinat comemordrii sa devind un spatiu al nego-
cierii publice, articufind disensiuni, eliberind antagonisme reprimate si reactivind plu-
ralismul inerent sferei publice?

Proiectul elaborat si coordonat de Chto Delat?, cu un vadit caracter participativ si
procesual, a incorporat multiple elemente artistice: coregrafii si dramatizari cu ca-
racter performativ, o serie de billboard-uri insotite de prelegeri publice, un tur ghi-
dat (in format audio) si o proiectie de filme, precum si o instalatie temporard insotitd
de o vasta pictura murald, realizata colectiv impreund cu participanti la atelierul con-
dus de Nikolay Oleynikov, a carei formd, deopotrivd precara si functionald, recla-
ma necesitatea recuceririi caracterului public al monumentului. Tn cadrul su, o serie
de artisti si colective artistice (precum Bankleer, Schwabingrad Ballet si Lampedusa
in Hamburg, Ines Doujak, John Barker, Martin Krenn, Luigi Copolla, IRWIN, Oliver
Ressler) si teoreticieni (Oliver Marchart, Erich Klein, Johen Gerz, Suzana Milevska)
au contribuit la constructia unui amplu proces de chestionare istorica si rememo-
rare colectivd.

Seria de billboard-uri a vizat in mod direct dramatizarea istoriei, implicind activarea
tensiunilor sale latente, care nu gasesc usor loc in reprezentarea colectiva (precum
n cazul billboard-urilor realizate de Oliver Ressler si IRWIN, ce vizau, in maniera
diferita, forme etatizate ale intolerantei si excluziunii sociale pe temeiul apartenentei
la o identitate national). In termeni mai generali, a fost pusi astfel in cauza contribu-
tia Austriei la politica represiva si inchisd a Uniunii Europene in privinta migratiei, relatia
dintre politicile fiscale europene si rabufnirile recente ale nationalismului, atit in inte-
riorul Uniunii, cft si la marginile sale (Bankleer, Schwabingrad Ballet si Lampedusa
in Hamburg, Ines Doujak si John Barker). Indirect, discursul artistic a atins traume-
le si frustrarile latente datorate Razboiului Rece n urma disolutiei imperiului sovie-
tic, precum si capacitatea utopiei socialiste, ca element de export al Revolutiei din
Octombrie, de a functiona asemenea unui ,agent eliberator* intr-o cultura si socie-
tate conservatoare precum cea austriaca. In locul soldatului anonim, expatriatii, emi-
grantii ilegali si muncitorii subremunerati care construiesc retelele subterane ale politicii
internationale (Ines Doujak si John Barker), cei care constituie, astazi, ,multitudi-
nea“, au dobindit, temporar, vizibilitate. Prin pronuntatul sau caracter nonspectacu-
lar; prin atitudinea pe alocuri brechtiand a personajelor, citatele din autori care continud
sd informeze imaginarul politic contemporan precum Gramsci sau Pasolini si combi-
natia de forme muzicale cu impact social, proiectul coral coordonat de Luigi Copolla
— Mase si motete — a raspuns direct nevoii de rearticulare sociald a corpului colec-
tiv, pentru care corpul simbolic al monumentului ar putea si ar trebui sa constitu-
ie 0 metonimie. In vreme ce turul ghidat audio imaginat de Olga Egorova oferea
cadrul propice unei interactiuni fntre memoria personald si cea narata de un imagi-
nar martor al celui de-al Doilea Razboi Mondial, atelierele de dans si cel de desen
mural au sustinut latura participativa a proiectului la nivel colectiv. Cele din urma au
contribuit la articularea materiald a ideii potrivit careia cooperarea spontand a indi-
vizilor poate produce ,multitudinea”, adica acea forma de articulare sociald in care
solidaritatea permite coeziunea temporara a grupurilor sociale, fara a refuza singu-
laritatea si diferenta In numele subiectului colectiv abstract.

Tn fapt, nu sarcina simbolici a monumentului ca element autoritar, materializat sculp-
tural, destinat a supravietui curgerii timpului, sau 0 anumita iconografie particulard,
destinatd, in cazul de fatd, a capta energia transformatoare a socialismului, se dove-
deste inadecvata astazi, ci tocmai incapacitatea formelor sale publice de reprezen-
tare de a constitui forme ale rememorarii care, prin asumarea unui caracter procesual,
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figure of this anonymous soldier (suggesting the liberation from the
domination of national-socialism through the — armed — intervention
of Soviet socialism at the end of WWII), this site of memory, most
often ignored by tourists searching for the Viennese glamour, was a
nexus for a series of installations and performative interventions last-
ing about a month. These interventions aimed at releasing the desta-
bilizing potential of these symbols (fascism and socialism) within the
current socio-political configuration, in which global capitalism seems
to have incorporated the creative resources that seemed to consti-
tute until recently a reserve of the left, contributing to a radicaliza-
tion of biopolitics. What can, however, offer a critically engaged
discourse when faced with the increasingly intolerant Euro-centric
conservatism and the camouflaged forms of socialism with national-
ist nuances? How can a site for commemoration become a space for
public negotiation, articulating dissensions, releasing repressed
antagonisms and reactivating the inherent pluralism of the public
sphere?

The project conceived of and coordinated by Chto Delat?, with an
obvious participative and process-like character, incorporated vari-
ous artistic elements: choreographies and performative dramatiza-
tions, a series of billboards connected with public lectures, a guided
tour (in audio format) and film projections, as well as a temporary
installation accompanied by a large mural painting, made in collabo-
ration by participants to a workshop conducted by Nikolay Oleynikov,
a workshop whose form, simultaneously precarious and functional,
reclaimed the necessity of re-conquering the public character of the
monument. Within the project, a number of artists and art collectives
(such as Bankleer, Schwabingrad Ballet and Lampedusa in Hamburg,
Ines Doujak, John Barker, Martin Krenn, Luigi Copolla, IRWIN, Oliver
Ressler), as well as theorists (Oliver Marchart, Erich Klein, Johen Gerz,
Suzana Milevska) have contributed to constructing a vast process of
historical interrogation and collective remembrance.

The series of billboards directly aimed at the dramatization of histo-
ry, involving the activation of hidden tensions, which are not easily
found in collective representation (as in the case of billboards by
Oliver Ressler and IRWIN, focusing in different ways on the state
forms of intolerance and social exclusion based on belonging to

a national identity). In more general terms, the inquiry focused on
Austria’s contribution to the repressive and closed policies of the
European Union as regards migration, the relationship between
European fiscal policies and the recent outbursts of nationalism both
in the Union and at its borders (Bankleer, Schwabingrad Ballet and
Lampedusa in Hamburg, Ines Doujak and John Barker). Indirectly,
the artistic discourse has touched upon the hidden traumas and frus-
trations resulting from the Cold War in the aftermath of the dissolu-
tion of the Soviet empire, as well as upon the ability of socialist utopia,
as an export item of the October Revolution, to function as a “liberat-
ing agent” in societies and cultures as conservative as the Austrian
one. Next to the anonymous soldier, expats, illegal emigrants and
underpaid workers building the underground networks of interna-
tional politics (Ines Doujak and John Barker), those who constitute
today the “multitude” have gained a temporary visibility. Through its
marked non-spectacular character, through the sometimes Brechtian
attitude of the characters, through quotations from authors that
keep on informing the contemporary political imagination, such as
Gramsci or Pasolini, and through combining musical forms having

a social impact, the project coordinated by Luigi Copolla, Masses
and Motets, directly answered to the need for a social re-articulation
of the collective body, for which the symbolic body of the monument
could and should constitute a metonymy. While the guided tour
imagined by Olga Egorova has offered an appropriate framework for
an interaction between personal memory and a memory narrated by
an imaginary witness of WWII, dance and mural drawing workshops
upheld the participative aspect of the project at a collective level.
These contributed to the material articulation of the notion that spon-
taneous cooperation among individuals can produce “multitude”,
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sd se inscrie In timp Tn loc sd 1l eludeze si sa poatd opune rezistenta politicilor publi-
ce la nivel microsocial. Acestea trebuie sa poatd corespunde proiectiilor colective
ale unor grupuri sociale marginalizate sau oprimate, a caror forma de expresie predo-
minantd — revolta colectiva — constituie nervul din corpul social atins de elemen-
tul performativ privilegiat de proiectul artistic initiat si gestionat de Chto Delat?.
Elementul coregrafic caracteristic muttora dintre proiectele participative cu carac-
ter colectiv implicate Tn acest proiect poate fi asociat opiniilor exprimate de Jacques
Ranciere, potrivit caruia coregrafia reprezinta o forma predeterminatd de distributie
spatiald a corpurilor si relatilor dintre ele ce corespunde actiunii fundamentale a poli-
ticii de a gestiona spatiul public. In articularea sa mimetic3, coregrafia poate deveni
insd potential subversivd. lar atunci cind ia forme spontane, precum manifestatia
publicd, aceasta este forma elementara a actiunii politice, opera esentiald a politi-
cii constind in configurarea propriului sau spatiu ce ofera vizibilitate lumii subiectilor
si operatiilor sale — cu alte cuvinte, un spatiu de manifestare.

Chestionind cadrul institutional in care a avut loc proiectul, se poate acuza usor com-
plicitatea proiectelor coregrafice si corale invitate sau comisionate de Chto Delat?
cu genul de teatralitate spectaculara promovatd de Wiener Festwochen, precum
si caracterul de outsourcing pe care multe proiecte cu caracter performativ le im-
plicd n practica artistica si curatoriald contemporand.* Cu toate acestea, parado-
xul proiectelor critice de acest gen dezvoltate recent in spatiul public, care se bucurd,
prezumtiv, de mare vizibilitate, rezidd mai curind in slaba implicare efectivd a publi-
cului larg si eterogen in scenariile si propunerile artistice dezvoltate, cel mai ade-
sea, tot pentru comunitatea profesionald, decit in amplitudinea lor si, implicit, n
caracterul spectacular pe care I-ar implica. Cel din urmd a fost inteligent evitat de
artistii invitati in versiunea vieneza a proiectului prin modul specific de articulare este-
ticd a proiectelor —frustd, directa si pe alocuri, chiar poverista. Tns3, n linia conceptiei
rancieriene, s-ar putea argumenta ca tocmai acest lucru ofera o articulare precara
a politicului si esteticului — un spatiu de manifestare publicd insuficient. O aseme-
nea concluzie ar fi, cu toate acestea, pripita. Prin caracterul discret al interventiilor
sale la nivelul comunitdtii locale, Chto Delat? a ficut mai curind vizibild inapetenta
crescinda pentru gindire critica a clasei de mijloc vieneze, a relevat masivul fundal
de uitare si indiferentd colectiva, precum si singularitatea si fragilitatea pozitiilor cu
potential insurgent intr-un spatiu public mereu ocupat de turismul ce capitalizeaza
sarmul burghez al unei mosteniri imperiale. Intr-un sens mai general, proiectul a
evidentiat impasul inerent stingii culturale atunci cind coopteaza formele de mani-
festare publica specifice culturii de masd pentru a comunica pe scard larga intr-o socie-
tate n care revolutia pare aproape o utopie, iar tensiunile reprimate la marginile
Europei sint eludate. Insa ceea ce trebuie remarcat in cea din urma privintd este
faptul ca, sub amenintarea tot mai acutd a fascismului deghizat in politici sociale protec-
tioniste, estetizarea politicii si coregrafierea maselor angajate spectacular fard a pastra
distanta dintre actori si spectatori, atit de necesara conservarii autonomiei artei in
opinia lui Ranciere, ar fi cu mult mai periculoase decit articularea temporard a unor
fragile si efemere microcomunitati angajate politic prin intermediul reconfigurarii artis-
tice a spatiului public. Acest pericol poate justifica, astazi, precaritatea proceselor
sociale generate de procesele artistice si cea a schimburilor ce au loc efectiv intre
memoria personald a privitorilor, materializarea simbolica a memoriei in spatii cu
destinatie publica siamnezia colectiva. Caci reamintirea simbolicd a potentialului de
rearticulare sociald, prin recunoasterea in prezent a marcilor si urmelor trecutu-
lui, Inseamnd, de fapt, o importantd recucerire a rolului public al artei si, implicit, reafir -
marea capacitdtii sale de a negocia si de a expune public disensiuni reprimate si tensiuni
sociale ocultate. lar, potrivit lui Walter Benjamin, ceea ce nu este recunoscut in pre-
zent, chiar si sub forma unei imagini fulgurante ce straluceste o clipa pe ecranul memo-
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that is, a form of social bonding in which solidarity allows for a tem-
porary cohesion of social groups, without refusing singularity and
difference in the name of an abstract collective subject.

In fact, it is not the symbolic task of the monument, as an element
of authority materialized in a sculpture and meant to survive to the
passing of time, or a certain particular iconography (meant, in this
case, to receive the transformative energy of socialism), that proves
itself inadequate today, but the incapacity of its public forms of rep-
resentation to constitute forms of remembrance that, by taking on a
process-like character, would inscribe themselves in time, instead of
eluding the latter, and could oppose a resistance to public policies
at a micro-social level. These must be able to correspond to collec-
tive projections of marginalized or oppressed social groups, whose
predominant form of expression — collective revolt — constitutes the
nerve in the social body reached by the performative element privi-
leged in the artistic project initiated and conducted by Chto Delat?.
The choreographic element characteristic to many of the collective
participative projects involved in this project can be juxtaposed with
Jacques Ranciére’s views, according to which choreography repre-
sents a predetermined form of spatial distribution of bodies and of
their relationships, corresponding to the fundamental action of poli-
tics, namely the management of public space. In its mimetic articula-
tion, choreography can potentially become subversive. When it takes
on spontaneous forms, such as public demonstrations, this repre-
sents the elementary form of political action, the essential work of
politics being the configuration of its own space that offers visibility
to the world of subjects and its operations — in other words, a space
for manifestation.

Interrogating the institutional framework in which the project took
place, one can easily accuse the complicity between choreographic
and choral projects invited and commissioned by Chto Delat? with
the type of spectacular theatricality promoted by Wiener Festwochen,
as well as the outsourcing character presented by many performa-
tive projects in contemporary artistic and curatorial practices.* How-
ever, the paradox of recent critical projects in this genre developed
in the public space, which presumably enjoy a great visibility, resides
rather in the precarious involvement of the heterogeneous general
public in the artistic scenarios and propositions, created most often
for a professional community still, than in their amplitude and,
implicitly, in their spectacular character they could imply. The latter
has been smartly avoided by artists invited to the Viennese version
of the project, via the specific modes of aesthetic articulation of the
projects — rough, direct and sometimes even Poveristic. However,

in line with Ranciére’s conception, one could argue that precisely
this offers a precarious articulation between politics and aesthetics
- an insufficient space for public manifestation. Such a conclusion
would be, however, too hasty. Through the discrete character of its
interventions at the level of local community, Chto Delat? has made
visible the increasing distaste for critical thinking of the Viennese
middle class. It has revealed the huge background of collective
oblivion and indifference, as well as the singularity and fragility of
potentially insurgent positions in a public space always occupied by
a tourism that capitalizes on the bourgeois charm of an imperial her-
itage. In a more general sense, the project emphasized the inherent
deadlock of cultural left in communicating on large scale within a
society in which revolution seems almost a utopia, and repressed
tensions at the margins of Europe are eluded. However, what must
be noted as regards the latter aspect is the fact that, under the
increasingly critical threat of a fascism disguised in protectionist
social policies, the aestheticization of politics and the choreography
of masses engaged in the spectacle without keeping a distance
between actors and spectators, which is so necessary to preserve the
autonomy of art according to Ranciére, would be more dangerous
than the temporary articulation of fragile and ephemeral micro-com-
munities politically engaged through artistic reconfigurations of the
public space. This danger can justify today the precariousness of

riei nainte de a se disipa In neant, riscd sd fie inghitit definitiv de uitarea istorie?, rabuf-
nind, violent, atunci cind cuvintele si imaginile nu mai pot schimba deja nimic.

Note:

| Pierre Nora, ,Between Memory and History — Les Lieux de la Mémoire", Representations, nr. 96, prima-
vara 1989, p. 7-24.

Ibidem, p. 7.

Un exemplu recent il constituie reconstructia, in Skopje, a unei istorii saturate, materializatd printr-un ex-
ces de monumentalizare care corespunde nevoii de a inventa si de a legitima ideologia nationalista si a impu-
ne, din exterior, o constiintd nationald solida intr-un spatiu cultural instabil.
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Claire Bishop, Artificial Hells: Participatory Art and the Politics of Spectatorship, Verso, 2012.

IS

Walter Benjamin, , Theses on the Philosophy of History*, trad. Harry Zohn, in lluminations, Shocken Books,
1969, p. 255. In romaneste, vezi Walter Benjamin, ,Despre conceptul de istorie”, in llumindri, trad. de Catri-
nel Plesu, Cluj, Idea Desing & Print, 2002, p. 196.
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social processes generated by artistic processes and that of actual
exchanges between personal memories of the viewers, symbolic
materializations of memory in public places and collective amnesia.
For, the symbolic reminder of a potential for social rearticulation,
through a recognition in the present of marks and traces of the past,
means, in fact, an important re-conquering of a public role for art
and, implicitly, a re-affirmation of its ability to negotiate and publi-
cally expose repressed dissentions and hidden social tensions. Accord-
ing to Walter Benjamin, that which is not recognized in the present,
not even in the shape of a flashing image shining for a second on the
screen of memory before dissipating into nothingness, faces the risk
of disappearing forever in the oblivion of history®, violently flaring up
when words and images can no longer change a thing.

Translated by Alexandru Polgar

Notes:

. Pierre Nora, “Between Memory and History — Les Lieux de la Mémoire”,
Representations, no. 96, spring 1989, pp. 7-24.

Ibidem, p. 7.

. A recent example involves the reconstruction, in Skopje, of a consumed
history, materialized in an excess of monumentalization corresponding
to the need of inventing and legitimizing a nationalist ideology, as well
as externally imposing a solid national consciousness in an unstable
cultural space.

Claire Bishop, Artificial Hells: Participatory Art and the Politica of Spec-
tatorship, Verso, 2012.
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. Walter Benjamin, “Theses on the Philosophy of History”, trans. Harry
Zohn, in Illuminations, Shocken Books, 1969, p. 255.
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Etna archive, Sfantu Gheorghe, 2014, photo: Szilard Miklds

Performance-ul ca obiect de cercetare artistica
Alexandru Polgar in dialog cu Szilard Miklds

SZILARD MIKLOS s-a ndscut in 1981 la Miercurea-Ciuc. A studiat grafici la Universitatea de Artd si Design
Cluj (2000-2004) si a lucrat ca asistent la Universitatea Partium — Facultatea de Arte, Oradea (2005-2007).
Este membru fondator al mai multor proiecte si asociatii nonprofit din Cluj: Conset (www.conset.ro), pro-
gram de ateliere (2014 — prezent); Protokoll (www.protokoll.ro), SPAC — Scoala Populard de Arta Contem-
porand (2009-201 1); Julesz Community; ,conset.org", platforma de publicare online (2004-2007). Este
consultant artistic la Casa Tranzit (2004 — prezent). Trdieste si lucreaza la Cluj.

Alexandru Polgar =1 De citiva ani, dar spune-mi o datd precisd dacd stii, ai ince-
put sd te ocupi de arta performance din Romdnia si mai ales de materialul festiva-
lului de performance de la lacul Sf. Ana. Ce te-a determinat, ca artist, sa incepi un
asemenea proiect de cercetare?

Szilard Miklés == De cercetarea zilelor de performance de la lacul Sf. Ana m-am
apucat printr-o invitatie de a participa la o expozitie, a cdrei temd era apocalipsa,
Sfirsitul lumilor. Aceasta a fost partea a treia a unei suite de expozitii organizate o
datd la cinci ani intitulate Maybe si a avut loc in septembrie 2012 la spatiul expozitio-
nal Magma de la Sfintu Gheorghe. Lucrarea video pe care am facut-o pentru aceasta
expozitie s-a constituit din montajul a doua serii fotografice si al unor insertii textua-
le. Ficeam camping cu un prieten in zona lacului Sf. Ana, unde cu anifn urmd, in
anii 1990, au avut loc zilele performance devenite faimoase. Am folosit un aparat
fotografic analog si film color. Am indreptat aparatul catre amicul meu si am facut
fotografii timp de o zi si jumdtate, Tnregistrind practic prezenta lui acolo. Am facut
un eseu fotografic, stind ca acesta trebuie sa se incadreze in cele 24 de clisee ale
filmului color pe care 1l aveam n aparat. Ne-am jucat cu gindul ca el era prezent
acolo n rolul unui artist performance si cd repuneam n scena festivalul de perfor-
mance. De fapt, incercam sa-i fac un portret, frd ca asta sa fi fost precedat de vreo
cercetare a performance-ului.

Pe pagina web a Fundatiei Etna, care organiza Festivalul AnnArt, exista citeva filme
documentare despre festival cu rezolutie foarte slaba, facute fie de organizatori, fie
de diverse televiziuni. Am observat si am descris citeva performance-uri uitindu-ma
la aceste filme, pe care le-am introdus mai apoi ca insertii textuale printre fotogra-
fii. Aceste descrieri de performance, care relateazd la persoana intii singular, in nu-
mele amicului meu, despre diversele actiuni, de multe ori le descriu pe acestea fntr-un
mod eronat sau lacunar, le interpreteaza gresit. Cu toate ca am incercat sa formu-
lez lucrurile ntr-un mod obiectiv, materialele primare din flmele documentare sint
adesea montate, iar calitatea imaginii e foarte slabd, din cauza ca a fost optimizatd
in raport cu standardele internet de acum cftiva ani. Era clar ca valoarea lor docu-
mentard, cel putin pentru unele actiuni, nu e deplind sau de incredere, totusi am
tinut orbeste la ele, ca unice izvoare la care puteam avea acces public la vremea
aceea. Al treilea strat In filmul meu video e o altd serie de fotografii, care surprin-
de o zi obisnuita din viata unui cfine care era cu noi. Cele doud portrete alterneaza
usor monoton pe parcursul filmului. Datele calendaristice inserate Tn mijlocul filmu-
lui oferd o cheie de interpretare, prin care durata evenimentelor inregistrate la lacul
Sf. Ana devine lizibild, 19901999, impreuna cu anul in care s-a nascut ciinele, 1999.
Prin asta trimit ih mod concret la arhivd, dar aceasta semnalare apocaliptica din mij-
locul filmului e urmatd, cu aceeasi monotonie, de insirarea acelor actiuni care, prin
alterarea lor, prin asocierea lor cu o fata straind si cu un animal domestic, ar putea
avea un efect alienant asupra celor care cunosc evenimentele dintr-un alt unghi,
ca material documentar pus la dispozitie. fn acest caz am incercat s punn evidentd
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PERFORMANCE AS AN OBJECT OF ARTISTIC RESEARCH
Alexandru Polgar in Conversation with Szilard Miklds

SZILARD MIKLOS was born in 1981 in Miercurea-Ciuc. He studied graphic
at the Art and Design University in Cluj (2000-2004) and worked as a
teacher at the Partium University — Department of Arts in Oradea (2005-
2007). He is a founding member of several projects and nonprofit associa-
tions in Cluj: Conset (www.conset.ro), workshop program (2014-); Proto-
koll (www.protokoll.ro), SPAC — Scoala Populara de Arta/People’s Art
School (2009-2011); Julesz Community; “conset.org”, on-line publishing
platform (2004-2007). He is an artistic consultant at the Tranzit House in
Cluj (2004-). Presently he lives and works in Cluj.

Alexandru Polgar =1 A few years ago, but please specify the exact
date if you know it, you started dealing with performance art in
Romania and especially with the material of the performance festival
organized at Lake St. Ana. What brought you, as an artist, to start
such a research project?

Szilard Miklés == I have started researching performance days at
Lake St. Ana by an invitation to participate in an exhibition on the
topic of apocalypse, The End of Worlds. This has been the third part
of an exhibition series called Maybe, organized every five years called,
which has taken place in September 2012 at the Magma exhibition
space in Sfintu Gheorghe. The video work I have made for this exhi-
bition has been constituted by combining two photo series with text
inserts. I was camping with a friend in the area of Lake St. Ana,
where years ago, in the 1990s, there were organized the perform-
ance days since then famous. I have used an analogical photo camera
and a colored roll. I oriented the camera towards my friend and took
pictures for a day and a half, practically documenting his presence
there. I have made a photographic essay, knowing that it had to fit
in the 24 pictures of the roll I had in my device. We have played with
the thought that he is a performance artist and we have tried reenact-
ing the performance festival. In fact, I tried to make a portrait of
him, without any previous research on performance.

On the web page of the Etna Foundation, which used to organize the
AnnArt Festival, there are a few poor quality documentary films about
the festival, made either by the organizers, or by various TV stations.
I observed and described a few performances watching these films,
and I later inserted these descriptions in the two photo series. Writ-
ing in the name of my friend, these descriptions about the various
actions often misinterprets them, either because they are simply mis-
taken or because information was lacking. In spite of the fact that I
have tried to formulate things in an objective manner, the raw mate-
rials of the documentary films are often cut, and the quality of the
image is very poor, because it was optimized to internet standards
now obsolete. It was clear that their documentary value, at least for
some of the actions, is not full or trustworthy, but I blindly stuck with
them as the sole sources of information I could access at that time.
The third layer of my video is another series of photographs, which
captures a normal day in the life of a dog accompanying us. The two
portraits alternate in a slightly monotonous manner during the film.
The calendar dates inserted in the middle of the film offer a key for a
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Stateless Anthropology (infrastructure), installation view, New York Hotel, Cluj, 2013, photo: Szilard Miklds

Stateless Anthropology, sketches from the Etna archive, installation view, Salonul de Proiecte, 2014, photo: Stefan Sava

Stateless Anthropology, installation view, Salonul de Proiecte, 2014, photo: Stefan Sava

Mihély Botond, photo: Szilard Miklds, 2012




critica felului In care se utilizeaza arhiva sau arhivarea, ntr-un context institutional
local in care colaborarea dintre generatii (Etna/Magma) a devenit problematicd, in-
tr-o tard In care nu exista institutii publice asumindu-si rolul arhivarii, al cercetarii si
al medierii. M-am apropiat de performance in calitate de gen artistic dinspre docu-
mente, ntipariri materiale si practici institutionale. De atunci, m-am intors de mai
multe ori acolo, pentru a-mi face o idee despre arhiva Fundatiei Etna din Sfintu Gheor-
ghe. Asta m-a facut sa ma intereseze o cunoastere mai buna a performance-ului de
dupd schimbarea de regim. Parti din aceasta munca le-am facut deja publice, chiar
cu mai multe ocazii, sub titlul de Antropologie apatridd.

=1 De ce ,apatridd"“? Si de ce ,antropologie”? Ce se afld in spatele acestei expresii
curioase? Cum se poate raporta asta la chestiunea arhivei, atit in ce priveste utiliza-
rea genericd a acesteia, it si in ce priveste lipsurile arhivelor locale? Si chiar crezi ca
nu existd colaborare intre generatii? Ce ar insemna asta, sau cum fti imaginezi o aseme-
nea colaborare? Si, dincolo de aceastd chestiune ,politicG” sau, oricum, de sociologie
culturald, sd inteleg cd preocuparea ta cu performance-ul e rodul unei pure intimpldri?
Cdci chestiunea arhivei si chestiunea colabordrii intergenerationale pot fi studiate in
cazul oricarui alt gen artistic. De ce totusi performance-ul? Cum se coreleazd aces-
te intrebdri?

== fncerc si gindesc prin munca mea. Asta inseamna ¢ nu incerc si interpretez
lumea doar intelectual, ci intervin si fizic, creez obiecte, iau decizii care fac vizibile
conglomerate de informatie, procese, care opereaza cu sau sint determinate de
categoriile diverselor stiinte, precum sociologia, economia, politica. N-as
vrea sa prezint practica artei extinse fn felul acesta ca pe un fel de ideo-
logie, din cauza asta folosesc sintagma cu oarecare autoironie, ca o ana-
logie a artei.

Antropologia apatridd inseamna pentru mine a patrunde fn interior, a cer-
ceta omul indeaproape, asemanator cu munca de teren a antropologiei
clasice, numai cd nu mai este teren la care sa ne intoarcem. Nu existd, “*
poate n-a existat niciodatd, un centru i care si se adune cunoasterea pri- ~ S¢reen shots

dintr-o alta administratie (voi reveni). Antropologia apatrida trebuie deci

sd-si pund fn evidenta cunoasterea in locul n care o obtine, s-o articuleze pe teren.
Astfel, existd deci si un fel de purtdtor geografic, spatial al expresiei, pe fingd faptul cd
apare in ea o fortd de organizare. Bineinteles ca pe antropologi expresia i face sa Zim-
beascd, dar ei sint totusi de acord ca antropologia nu mai poate fi altfel decit apatrida,
asa cd, Intr-un anume sens, expresia e si tautologica. Titlul are, de fapt, si o semnifica-
tie ascunsd, care se activeaza fn comunitatea locald, acolo unde cercetarea mea des-
pre performance-urile de la lacul Sf. Ana ainceput. Semnificatia etimologicd a cuvintului
bozgor, expresia utilizata pentru a desemna in mod peiorativ maghiarii din Romania,
este ,lipsit de patrie”. Daca Tncerci s-o surprinzi pornind de la aceasta semnificatie,
adica dinspre abordarea etnica, aceastd antropologie are totusi o patrie, chiar dacd
una subversiva, negativa, si aceasta e existenta din afara oricarui stat, exodul. Acest
titlu, cind l-am folosit pentru prima card, servise deci si teluri tactice, intrucit cele doua
institutii care si-au asumat practica artei contemporane la Sfintu Gheorghe — locul pen-
tru care mi-am creat lucrarea amintitd mai sus — au devenit incompatibile tocmai pe
marginea sentimentului de identitate nationald. Cauzele acestei incompatibilitati au,
desigur, mai multe straturi, iar analiza lor va cere multa atentie. Pentru mine s-au for-
mulat ntrebari legate de tipul de predeterminare ideologica pe care il poarta perfor-
mance-ul ca optiune artisticd, de posibilitatea ca acesta sd se poatd plasa h capul
eforturilor sociale , progresiste” din diversele contexte istorice, precumin Europa de
Est din perioada schimbarii de regim, sau, in fine, de cauzele pentru care asemenea
eforturi ramin n custodia unor ,institutii de autor* si, ca atare, nu pot fi transmise.
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reading, whereby the duration of the events at Lake St. Ana becomes
obvious, 1990-1999, as well as the in year in which the dog has been
born, 1999. By this, I concretely reference the archive, but this apoc-
alyptic signal at the middle of the film is followed, with the same
monotony, by a list of those actions that, through their alteration,
through their association with a strange face and a domestic animal,
could have an alienating effect on those who know the events from
a different angle, as a documentary material at hand. In this case

I tried to highlight the critique of the way in which the archive is uti-
lized in a local institutional context, where collaboration between
generations (Etna/Magma) has become problematic, in a country
where there are no public institutions assuming the role of creating
archives, research and mediation. I have approached performance
as a genre from the point of view of documents, material imprints
and institutional practices. Since then, I returned many times there
to get an idea about the archive of the Etna Foundation in Sfintu
Gheorghe. This triggered an interest in a better acquaintance with
performance after the regime change. Parts of my work I have
already made public on several occasions under the title Stateless
Anthropology.

=1 Why “stateless”? And why “anthropology“? What is behind this
curious phrase? How can this relate to the question of the archive,
both in its generic utilization and in the light of its lacks at a local
level? Do you really believe that there is no collaboration among
generations? What would such a collaboration mean, how do you
imagine it? And, beyond this “political” or socio-cultural question,
should we understand that your preoccupation with performance

is simply an accident? For, the question of the archive
and the question of intergenerational collaboration
can be studied on any other artistic genre. Why per-
formance? How do these questions stay together?

= ] try to think through my work. This means that I
do not try to interpret the world only in an intellectual
manner, but I also intervene physically, I create
objects, I make decisions that bring visibility to con-
glomerates of information, processes, and operate

(http://www.c3.hu/~actio-ts/ with or are determined by the categories of various
vitoare la om, adica un loc n care stringerea de informatii sa faca parte  videok/annart_videok html)

sciences, such as sociology, economics, politics, etc.

I would not like to present the expanded art practice
resulting from here as some sort of ideology; this is why I use that
phrase with a certain self-irony, as an analogy of art.

Stateless anthropology means for me to penetrate to the inside, to
search man from close, similarly to the field work carried out in clas-
sic anthropology, but there is no field for us to go back. There is no
center, perhaps it never was, where the knowledge about man gath-
ers, that is, a place where the collection of information would be part
of a different administration (I will return to this). Therefore, stateless
anthropology must highlight knowledge in the place it finds knowl-
edge; it must articulate knowledge on the field. There is then a cer-
tain geographical, spatial carrier of this phrase, besides the fact that
a certain force of organization appears in it. Of course, anthropolo-
gists smile when they hear such a phrase, but they agree that
anthropology can be in no other way but stateless, thus, in a certain
sense, the phrase is tautological. The title has, in fact, a hidden
meaning, which activates itself in the local community, in the place
where my research about the performances at Lake St. Ana has start-
ed. The etymological meaning of the word bozgor, pejoratively
describing Hungarians from Romania, is “without a homeland, a
country”. If you try capturing it from the point of view of this mean-
ing, that is, approaching it ethnically, this anthropology still has a
home(land) , but this is a subversive, negative homeland, being out-
side of any states, exodus. This title, when I used it for the first time,
has also served practical goals, because the two institutions that
assumed contemporary art practices in Sfintu Gheorghe — the place
for which I created my work mentioned above — have become incom-
patible because of the feeling of national identity. The causes of this

Practicile artistice contemporane din Romania sint organizate si gestionate de sfera
civild. Dar sprijinul obtinut de organizatiile civice e mereu nesigur, de la un proiect
la altul, si e expus unei logici a finantarii care nu le permite acestora sa preia sfera
de sarcini a institutiilor publice. Interesul meu vizeaza in primul rind performativi-
tatea acestor institutii, privitor la ele incerc sa formulez o interogatie speculativa, cu
ajutorul cdreia se poate lumina fundalul lor ideologic. Pentru arta plastica din Roma-
nia dupd 1989, performance-ul ca practica artistica a devenit extrem de important.
De asemenea, in ce priveste practica artistica experimentald inainte de schimba-
rea de regim, istoria artei pune mereu accentul pe performance, instrumentul cel
mai economicos al criticdrii sistemului. Corpul, obiect si instrument al rezistentei,
care cautd sd scape din administratia represiva a dispozitivului de stat. Dar unde ar
putea scipa? Intr-o altd administratie. AnnArt a fost unul dintre festivalurile care, dupa
schimbarea regimului, au fost dedicate aproape n exclusivitate acestui gen. Faptul
cd, pentru o vreme relativ lunga (1990-1999), si-a pastrat acest profil poate fi pri-
vit si ca o decizie de autor. Administratia sa, precum si realizdrile sale organizatori-
ce oferd inspiratie, au o semnificatie speciald, caci asta fixeaza, Tnregistreaza
documentar corpurile puse in joc in cadrul performance-ului. Dincolo de ambitii perso-
nale, care uneori omogenizeaza actiunile din cadrul lor, ar fi nevoie de crearea unor
institutii care oferd in mod egal posibilitatea unei raportari critice pentru persoane-
le care construiesc sau cele care utilizeaza acest cadru. Nu cred ca n-ar exista cola-
borare Intre generatii, spun doar cd institutiile create dintr-o pozitie de autor nu-si
pot pune Tn evidentd cum se cuvine caracterul public.

=1 Anul acesta ai fost invitat la o expozitie a Salonului de Proiecte de la
Bucuresti. Acolo te-ai prezentat cu o lucrare rezultatd deja din cerceta-
rea despre care vorbim. Un scaun ce poartd pe sezutul sdu forma cortu-
lui AnnArt. De ce aceastd piesd absurdd de mobilier e cea mai bund imagine
a lucrurilor care te preocupd acum?

= Uitihdu-ma la nregistrdrile despre AnnArt, fantezia mea a fost atrasa
de un cortimens, cu o structura tetragonald, care era folosit drept cen-
tru al festivalului. La vremea aceea credeam cd e vorba de un cort militar, pe care
a fost pictat logoul AnnArt, dar intre timp am aflat cd el a fost proiectat de un arhi-
tect pe baza unei schite ficute de Gusztav Utd, organizatorul principal al AnnArt
si custodele arhivei Etna. In documentele din cadrul arhivei, cortul apare sub
numele de ,,centrul AnnArt” si a fost ridicat in fiecare an de echipa care a ajutat la
organizarea festivalului. Peisajul intesat de corturi, dintre care iesea in evidentd aceasta
structura Tnalta de sase metri, mi s-a parut usor utopic. Mi s-a formulat in minte ana-
logia imagistica a societatii care se organizeaza pe sine dupd schimbarea de regim,
modelul unei institutii utopice menite sd aseze in forme institutionale practica unei
libertdti radicale, performance-ul. Un amic mi-a atras atentia cd el lectura acest cort
in juxtapunere cu corturile miscarilor occupy, care avanseaza exigenta reorga-
nizdrii sociale. In cadrul acestora, cortul sugereaza un nou tip de caracter local, un
nou contract social. Existd imagini in care oamenii se Tmbraca efectiv cu aceste cor-
turi si defileazd in ele in spatii publice sau alearga nonsalant in fata poltistilor (tent
monsters). In ce priveste cercetarea zilelor de performance, am fost curios mai ales
de fundalul lor organizational, de autodefinirea lor institutionald si de dezvoltarea
lor infrastructurald, si nu atit de analiza unor actiuni individuale. Cu ocazia primei
mele vizite la arhiva Etna, care e o arhiva latentd ce functioneaza cu o sistematiza-
re internd precara, m-am interesat in primul rind de aceste lucruri, cumva pentru
a putea lega si arhiva existentd, in capacitatea ei fizicd si administrativa, precum si
n continuitatea ei institutionald, de date reale, de economie, de istoria locald. Forma
aceasta s-a nascut ca o abstractie a infrastructurii, iar scaunul e utilizat ca un instru-
ment de masurare a omului, o unitate de masura ce face cit un om. Prin faptul ca
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incompatibility have, of course, many layers, and their analysis
requires lot of attention. I have started formulating questions about
the type of ideological predetermination that performance as an
artistic option bears, about the possibility that performance could
take a leading role in “progressive” social struggles in different
historical contexts, as it did in Eastern Europe during the regime
change, and, finally, about the causes for which such efforts remain
in the custody of some “one author institutions” and, as such, they
cannot be transmitted.

Contemporary art practices in Romania are organized and managed
by the civil sphere. But the support received by civic organizations is
always unsure, project-based, and exposed to a logic of funding that
does not give them the possibility of taking over the tasks of public
institutions. My interest focuses primarily on the performativity of
these institutions, about which I try to formulate a speculative inter-
rogation in order to shed light on their ideological background.

For the visual arts in Romania before 1989, performance as an artis-
tic practice has become something extremely important. Similarly,
as regards experimental art practices before the regime change, art
history always emphasizes performance, which seems to be the most
economical way of criticizing the system. The body, object and instru-
ment of resistance, tries to escape the repressive administration of
the state apparatus. But where could it escape? To a different admin-
istration. AnnArt was one of the festivals that, after the regime
change, embraced only this genre. The fact that, for a relatively long
time span (1990-1999), it managed to keep its profile can be seen as
the choice of an author. Its administration, as well as its organiza-
tional achievements, has a special meaning, for this
fixes, documents the bodies set in motion by perform-
ance. Beyond personal ambitions, which sometimes
homogenize actions, we would need institutions offer-
ing the possibility of an equally critical relationship
with the institution to those who build it and those who
use it. I do not believe that there would be no collabo-
ration between generations; I am only saying that insti-
tutions created from an auctorial position cannot
properly highlight their public character.

r=1 This year you have been invited to an exhibition at Salonul de
Proiecte in Bucharest. Your participation there has involved a piece
of work resulting from the research we are talking about. A chair
that bears on its seat the shape of the AnnArt tent. Why is it that this
piece of absurd furniture is the best image of your current preoccu-
pations?

= Watching the various records about AnnArt, my fantasy has
been attracted to a huge tent with a tetragonal structure used as the
center of the festival. At that point, I thought that it was a military
tent, on which they printed the logo of AnnArt, but I have soon
learned that it was built by an architect on the basis of some sketch-
es drawn by Gusztav Ut6, the main organizer of AnnArt Festival and
curator of the Etna archive. In the documents stored in the archive,
the tent appears under the name “AnnArt center” and it was installed
each year by the team helping out with the organization of the festi-
val. The landscape full of tents, with this six meter one in the middle,
seemed slightly utopian to me. It was like an imagistic analogy of a
self-organizing society after the regime change, the model of a utopi-
an institution meant to place in institutional forms the practice of a
radical freedom — performance. A friend has made me attentive to
the fact that he was reading this tent in juxtaposition with the tents
of the occupy movements, which advance the requirement of social
reorganization. Within these, the tent suggests a new locality, a new
social contract. There are pictures in which people wear their tents
and demonstrate in this outfit in public or run nonchalantly before
the eyes of the police (tent monsters). As regards my research of per-
formance days, I was curious especially about their institutional back-
ground, about their institutional self-definition and their infrastructural
development rather than of analyzing individual actions. On my first
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Kobak, photo: Szilard Miklés, 2012

am asezat pe el aceasta formd de cort ce seamdna cu un cristal, caracterul functio-
nal al scaunului s-a pierdut, dar am incercat cumva sd reintroduc totusi o functie.
Nu stiu In ce mdsura acoperd aceasta cautare formala felul in care gindesc. E un
pic ca o hieroglifa sau ca sicriul in pozitia sezut al lui Magritte. Tnca fi caut functia. Nu
proiectez omul in ea, ciincerc sa-| localizez intre o actiune pierduta si una pe care
inca n-a gasit-o. Pe fingd acest obiect, cu sprijinul Salonului de Proiecte am facut inca
o vizitd la Sfintu Gheorghe, pentru a digitaliza toate casetele video care se gasesc
in arhivd si care contin materiale despre Festivalul AnnArt. Din montajul acestui mate-
rial am facut un portret video al cortului. In acest film au ajuns exclusiv cliseele pe
care apare cortul. Din cauza acestui principiu simplu de selectie, in multe cazuri actiu-
nile ce au loc n prim-plan sint intrerupte, iar evenimentele cotidiene primesc ace-
easi importantd ca performance-urile si evenimentele oficiale organizate in jurul
cortului.

=1 |n ultima vreme, festivalurile de performance din Romdnia au dispdrut unul dupd
altul. De parcd le-ar fi inghitit pdmintul. Toatd lumea — cu putine exceptii — s-a fntors
la fabricarea de obiecte. Cum explici in cadrul cercetdrii tale aceste schimbdri?

= Intr-adevir, au pornit mai multe evenimente cu acest profil la inceputul anilor
1990, pentru a le aminti doar pe cele mai semnificative, Vector de la lasi a inceput
tot ca un festival de performance, iar apoi s-a facut bienald de artd contemporang;
Zona din Timisoara, desi fusese un festival cu o conceptie curatoriald puternica, dar
din ultimul sdu catalog se poate citi deja o distantare de acest gen. Printre practicantii
de atundi ai performance-ului s-a putut auzi de mai multe ori ca existd o lipsa de re-
flectie teoretica. Totn anii 1990 s-a zis si ca performance-ul nu e pe bani. Azi exista
deja artisti tineri care au crescut in dimpul magnetic al galeriilor comerciale. I epoca
de glorie a performance-ului asta n-a fost ceva firesc. Cred ca In privinta asta ma aflu
ncd la inceput cu studierea acestor intrebdri. Caut intrebarea cea buna in legdturd
Cu toate astea, cea care avanseaza deja un rdspuns din care sa putem nvata.

Traducere de Alexandru Polgar
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visit at the Etna archive, which is a latent archive functioning with a
precarious internal systematization, I have been interested primarily
in these things, somehow for being able to connect this existing
archive, in its physical and administrative capacity, as well as in its
institutional continuity, with real data, economy and local history.
This form has been born as an abstraction of infrastructure, and the
chair is used as an instrument for measuring man, as a yardstick for
one man. By the fact that I placed on it this tent shape resembling a
crystal, the functional character of the chair has been lost, but I have
tried somehow to reintroduce a certain function. I do not know to
which extent this formal search covers the way I think. In a sense,

it is as a hieroglyph, or as the sitting coffin made by Magritte. I still
search its function. I do not project man onto it, but I try to locate
man between a lost action and one that was still not found. Beside
this object, with the support of Salonul de Proiecte, I have visited
again Sfintu Gheorghe, for digitalizing all video tapes in the archive,
which contain materials about the AnnArt Festival. By cutting this
material, I have made a portrait of the tent. In this film I have intro-
duced just pictures of the tent. Because of this simple principle of
selection, in many cases actions taking place in the foreground inter-
rupt, and everyday events receive the same importance as perform-
ances and official events organized around the tent.

=1 In the last time, performance festivals have disappeared one
after another in Romania. Everybody — with rare exceptions —
returned to the fabrication of objects. How do you explain this shift
in your research?

= Indeed, many events with a similar profile have started at the
beginning of the 1990s. To remind just the most significant, Vector
from Iasi has also started as performance festival, and later become
a contemporary art biennial; Zona of Timisoara, despite the fact that
it was a festival with a strong curatorial concept, in its last catalogue
one can notice a certain distancing from performance as a genre.
Practitioners of performance in that time often expressed the need
for theoretical reflection. Similarly, they said that performance was
not about money. Today, there are many young people who grew up
in the magnetic attraction of commercial galleries. When perform-
ance lived its age of glory, this was not something natural. I believe
that I am very much at the beginning of studying these questions.

I 'am looking for the right question to ask, the question that already
formulates an edifying answer.

Translated by Alexandru Polgar

The Moldavian Dream.
Teatrul angajat al Nicoletei Esinencu

lulia Popovici

La etajul doi am lucrat o saptdming, mi-au platit tot frumos.

Dupa ce am terminat etajul doi mi-au propus sa lucrez cu ei mai departe si la
etajul opt.

Tipul era de treabd, mai jumulea si el, dar dadea si la altii.

Am rdmas si in doua luni am terminat etajul opt. [...] Md durea spatele, aveam
febra musculard tot corpul. [...]

Am Tnceput sa tusesc si zic, trebuie sd-mi iau lapte, cd am inghitit prea mult praf,
dar unu’ din lucratorii de acolo imi zice: trebuia sa nveti mai ghini la scoala!
(Nicoleta Esinencu, American Dream, 2014)

Tatiana Miron e studentd la Teatru, iar ca sd meargd in SUA cu programul Work
and Travel”, familia ei imprumuta 3.000 de dolari de la un fel de camdtar. Progra-
mul se dovedeste o schema de exploatare a muncii tinerilor est-europeni si inapo-
ierea banilor se amind ani de zile, pind cind, pentru plata datoriei, Tatiana si mama
ei se vad nevoite sd lucreze ilegal pe santierele Moscovei. E povestea reald a actritei
din American Dream, spectacol care reia teme recurente ale Nicoletei Esinencu —
mirajul occidental, imperialismul rusesc — si, pentru prima datd, subiectul delicat al
statutului muncitorului estic/moldovean abuzat.

Ceva s-a schimbat, n ultimii patru ani, in felul in care Esinencu face teatru — un trans-
fer nu doar tematic, intim legat de modificarea schemelor de productie a specta-
colelor ei, sianume, de la productia comisionatd international si jucata in regim de
,proiect”in festivaluri europene la cea de ,repertoriu®, cu un spatiu de creatie sta-
bil (Teatru-Spaldtorie din Chisindu) si un public pentru care acest teatru reprezinta
o reflectie asupra propriei vieti.

Numele dramaturgului Nicoleta Esinencu Tsi datoreaza notorietatea in spatiul de limba
romana scandalului din jurul pavilionului national de la Bienala de la Venetia din 2005,
in al carui catalog a fost publicatd Fuck you, Eu.ro.Pal, una dintre primele piese ale
autoarei moldovence, scrisa in timpul unei rezidente in Germania. Un text ce ches-
tioneazd obsesiile identitare ale Republicii Moldova — cu precadere, obsesia ,voca-
tiei europene” incarcind societatea moldoveneasca de complexul vinovatiei
postcomuniste si postsovietice —, Fuck you... contine, in nuce, esenta mecanisme-
lor teatrale puse in miscare de Esinencu si a preocupdrilor ei recurente, de la occi-
dentalism la pozitia sociald a femeii, trecind prin conflicte etnice mocnite si relatia
ambigud cu romanismul.

Tn urmétorii ani, Esinencu si colectivul de actori cu care lucra au format METT (Mobi-
le European Theater Trailer), in cadrul caruia au produs o serie de spectacole prezen-
tate aproape exclusiv in strdindtate — exceptia reprezentind-o antidét (2008—2009),

IULIA POPOVICI e jurnalist cultural, critic de artd in domeniul artelor performative si curator. Este redactoarea
sectiunii de arte performative a saptaminalului Observator cultural din Bucuresti si cocurator al Platformei Inde-
pendente pentru Arte Performative din cadrul Festivalului Temps d'lmages de la Cluj. Scrie despre scena expe-
rimentald de artd performativd, grupuri si artisti din Romania si Europa de Est, artd angajatd si practici de inregistrare
documentard, precum si despre identitatea regionala si provocarile sociale ale artelor performative contem-
porane.
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THE MOLDAVIAN DREAM:
NICOLETA ESINENCU'S ENGAGED THEATER
Iulia Popovici

I worked a week on the second floor. They paid me well. After

I was done with the second floor, they told me to keep on work-
ing with them on the eighth floor, too. The guy was cool, he
took some money for himself, but he gave some money to others
as well. I stayed and in two months I finished up the eighth
floor. . . . My back was aching; I had a muscle fever in my entire
body. . .. I started coughing and told myself: I must get some
milk, I inhaled too much dust, but one of the workers from there
told me: You must have done better in school!

(Nicoleta Esinencu, American Dream, 2014)

Tatiana Miron is a drama student and, for being able to go to the
USA with the “Work and Travel” program, her family borrows 3,000
$ from a sort of pawnbroker. The program turns out to be a scheme
for exploiting the work of East-European youngsters and the return
of the money is postponed for years, until Tatiana and her mother
must accept illegal work on Moscow's construction sites for paying
their debts. This is the real story of the actor in American Dream, a
show that continues a number of recurrent topics in Nicoleta Esinen-
cu’s work — such as the mirage of the West and Russian imperialism
- and, for the first time, the sensitive topic of the status of the abused
East-European/Moldavian worker.

Something has changed in the last four years in Esinencu’s way of
doing theater — a transfer, affecting not only topics, strongly linked
to the modification of production formulas in her shows, a transfer
from productions commissioned and performed internationally as
“projects” at European festivals to “repertoire” production, within

a stable space for creation (Laundry-Theater [Teatru-Spalatorie] in
Chisinau) and a public for which this theater represents a reflection
upon their own life.

The name of the playwright Nicoleta Esinencu owes its notoriety

in the Romanian linguistic territory to a scandal about the national
pavilion at the 2005 Venice Biennial, in whose catalogue one of the
first plays by the Moldavian authoress, written during a residence

in Germany, Fuck you, Eu.ro.Pal, has been published. This is a text
interrogating the identity obsessions Republic of Moldova — in partic-
ular the obsession with the “European vocation”, charging the
Moldavian society with a post-communist and post-Soviet guilt com-
plex — and contains, in nuce, the essence of theatrical mechanisms
mobilized by Esinencu and of her recurrent concerns, from Occiden-
talism to the social position of women, passing through latent ethnic
conflicts and the ambiguous relationship with Romanianness.

In the years thereafter, Esinencu and the actors’ collective with
whom she was working have formed METT (Mobile European Theater

IULIA POPQVICI is a cultural journalist and performing arts critic and
curator. She is editor for the performing arts section at the Observator
cultural weekly cultural magazine (Bucharest) and co-curator of the
Independent Performing Arts Platform in the framework of Temps
d'Images Festival, Cluj. She writes about the alternative performing arts
scene, collectives and artists in Romania and Eastern Europe, engaged
art and documentary practices, as well as about regional identity and
the social challenges of contemporary performing arts.
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actors and with whom Esinencu co-authored, together with writer
Dumitru Crudu, her first play, The Seventh Whorehouse, which is

a documentary) to Luminita Ticu (who was a constant presence in
the METT shows before 2009). This happens because the Moldavian
author’s artistic language and social-political engagement marks a
powerful break with traditions not only from Chisinau, but also from
Romania (to which the Moldavian scene started to refer almost exclu-
sively after 1991).

Esinencu’s type of performative art intersects a whole series of cur-
rent emergent practices — it is permeated by performance art

(the identity of the actors is never dissolved in that of the characters,
the logic of acting being replaced by that of representation), it pro-
poses collaborative work methods, without being what is called

a devised theater (the text never results from improvisations by

the performers), and the playwright always directs his or her texts
(an increasingly widespread symptom, from the German Rene Pollesch
to the Hispano-Argentinean Rodrigo Garcia).

This in spite of the fact that Nicoleta Esinencu does not consider her-
self a director: “I have never wanted to do directing and I am not
doing this now either. I have always made things in collaboration
with actors and visual artists. . . . I never think about how to stage

a text, for me it is more important what I want to say”, she declares
in a 2013 interview for the French magazine Le Bruit du monde.
Similarly to the performative dimension of her stage creations (which
one can find, for instance, at Rodrigo Garcia), this positioning of the
playwright as a theater-maker, “show maker”, is part of a complex
process that redefines the division of labor in theater. This, in Chisinau,
comes in the wake of the ambiguous status of the actors (all the more
that in Moldova there are no stage directing schools, and usually
directors are, by education, actors): outside of the system of public
theaters nobody can survive by doing only this art. For some, a few
really, university education is a starting point, for others the diversity
of occupations goes from hand-made production to moderating TV
shows.

The collaborative character of the Laundry-Theater supposes, there-
fore, not only artistic cooperation, but also the cooperative adminis-
tration of a multifunctional space: actors are not only stage designers,
too, but also light and sound technicians, DJs, party hosts and event
organizers. It is a model that goes completely against the grain of
the classic position of the artist in Eastern-Europe, namely that of the
artist-as-a-genius and that of art as a socially recognized and pub-
licly supported privilege.

In American Dream, ready-made texts (advertising materials of the
“Work and Travel” program, etc.), combined by Esinencu in her recur-
rent playwright strategy with manipulated documentary materials,
and reproduced sometimes in a verbatim manner, are added to per-
sonal storytelling — which she explored for the first time in Dear
Moldova, Can We Kiss Just a Little?, a show with non-actors/“experts
of everyday life”, created together with the German director Jessica
Glause. If Dear Moldova... is a special case — the work with non-
actors supposing the staging of their direct experience (connected
here to what it means to be gay, to have gay parents or children in
the Republic of Moldova) —, this form of storytelling has appeared for
the first time at the Laundry-Theater in the show of an invited artist
(Fiction by Wojtek Ziemilski), building on the experience of actor Ion
Bors, who was a truck-driver between Moldova and Italy.

The representation of actors not only as exponents of a voice belong-
ing to invisible citizens, as bearers of the untold stories of those who
have no power, but also as citizens themselves, with a life experience
typical for the Moldavian social context, continues an artistic project
based on the ability of theater to offer ways of societal emancipation.
For which it does not matter that it lives in the basement of a laundry
in Chisinau.

Translated by Alexandru Polgar

METT de dinainte de 2009). Asta, pentru ca limbajul artistic si angajamentul social-

politic al autoarei moldovence marcheazd o rupturd de forta cu traditile nu doar
de la Chisindu, dar si din Romania (la care scena moldoveneasca a inceput sd se
raporteze aproape exclusiv dupa 1991).

Tipul de arta performativa al lui Esinencu intersecteaza o serie intreaga de practici

emergente actuale — e infuzat de performance art (identitatea actorilor nu e nicio-

data dizolvatd in cea a unor personaje, logica interpretarii find inlocuitd de cea a
reprezentdrii), propune metode colaborative de lucru, fard insa a fi ceea ce se nu-

meste devised theater (textul nu e niciodatd generat din improvizatile performe-

rilor), iar autorul dramatic e si autorul montarii propriului text (un simptom

european tot mai raspindit, de la germanul Rene Pollesch la hispano-argentinianul

Rodrigo Garcia).

Asta cu toate ca Nicoleta Esinencu nu se considera regizoare: ,Niciodata n-am vrut
sa fac regie si nici acum nu cred ca fac regie. Tot timpul am facut lucrurile fmpreuna
cu actori si artisti vizuali. [...] Niciodatd nu ma gindesc cum o sa fac, pe scend, un

text, pentru mine e mult mai important ceea ce vreau sa spun‘, spune ea intr-un

interviu din 2013, pentru revista franceza online Le Bruit du monde. La fel ca dimen-

siunea performativa a creatiilor ei scenice (care se regaseste la, de pilda, Rodrigo
Garcfa), aceastd pozitionare a dramaturgului ca theater-maker, , realizator de spec-

tacol”, face parte dintr-un proces complex de redefinire a diviziunii muncii in tea-
tru. Care, la Chisindu, vine n siajul statutului ambiguu al actorului (mai ales; in Moldova
neexistind o scoald de regie, regizorii sint de obicei, prin formatie, actori ei insisi):

n afara sistemului teatrelor publice, nimeni nu poate supravietui exclusiv din

aceastd arta. Pentru unii, putini, invatamintul universitar e un debuseu, pentru cei-

lalti, varietatea ocupatiilor merge de la produse hand-made la moderarea de emi-

siuni TV.

Caracterul colaborativ al Teatrului-Spaldtorie presupune, astfel, nu doar coopera-

rea artistica, i si cea legata de administrarea unui spatiu multifunctional: actorii nu

sint doar si scenografi, si tehnicieni de sunet si lumina, ci si D), gazde de petreceri

si organizatori de evenimente. E un model in totald contradictie cu pozitia clasica,

in Est, a artistului-ca-geniu si a artei ca privilegiu recunoscut si sustinut social.

Tn American Dream, textelor ready-made (de promovare a programului Work and

Travel” etc.), pe care Esinencu le alterneazad, in strategia ei dramaturgica recurenta,

cu materiale documentare prelucrate, uneori preluate verbatim, li se asociaza ele-

mentele de storytelling personal — prima data explorate de ea in Dragd Moldova,

putem sd ne pupdm putin de tot?, un spectacol cu nonactori/,experti ai vietii coti-

diene”, creat Tmpreuna cu regizoarea germana Jessica Glause. Daca Dragd Mol-

dova... e un caz special — lucrul cu nonactori presupunind tocmai punerea n scend
a expertizei lor directe (legate, aici, de ce inseamnd sa fii homosexual, sa ai parinti

sau copii gay in Republica Moldova) —, aceastd forma de storytelling a aparut prima
datd la Teatru-Spaldtorie n spectacolul unui artist invitat (Fictiune, de Wojtek Ziemilski),

pornind de la experienta unuia dintre actori, lon Bors, ca sofer pe curse intre Mol-

dova si Italia.

Reprezentarea actorilor nu doar ca exponenti ai vocilor cetdtenilor invizibili, ca pur -
tatori ai povestilor nespuse ale celor lipsiti de putere, ci si drept cetdteni ei Tnsisi,

cu experienta de viata tipica pentru contextul social moldovenesc, duce mai depar-

te un proiect artistic bazat pe capacitatea teatrului de a oferi cai de emancipare socie-
tald. Pentru care conteaza prea putin ca-si traieste viata in subsolul unei spalatorii

din Chisinau.

scena
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comisionat de Goethe Institut in proiectul After the Fall, aniversind 20 de ani de la
caderea Zidului Berlinului. antidét (creat n timpul marii crize a gazului rusesc din
2008) nu aborda direct chestiunea marilor seisme politice ale anului 1989 —
resimtite mult atenuat la Chisindu — Tn favoarea unui subiect asupra cdruia avea sa
revind: intoxicarea. O metafora suprapunind intoxicarea cu gaz celei informationa-
le, inclusiv in ce priveste miscarile geopolitice, repozitionarile imperiilor si reorien-
tarea aliantelor — ntotdeauna, in deficitul corpului social, al cetatenilor.
Paradoxul face ¢, in ciuda faptului cd spectacolele nu erau prezentate in Moldo-
va, ceea ce se juca erau relatiile sociale si drepturile civile, o mizd constantd, de la
A (ll) Rh+ (care vorbea despre nationalism si ,puritatea singelui®) si Mame fard pizdd
(o monodrama despre nregimentarea feminitdtii) la radical. nd (reproducind con-
versatii rasiste si xenofobe, despre romani, romi, rusi, ucraineni, arabi..., de pe foru-
muri moldovenesti). Si, desi spectatorii nu aveau, in majoritatea lor, acces direct la
ceea ce se rostea pe scend, limba s-a aflat intotdeauna in centrul batdliei reprezen-
tationale a Nicoletei Esinencu: spectacolele ei au fost primele care au dat drept de
existenta teatrald vorbirii ,de pe stradd” din Moldova, amestec de dialect romanesc,
imprumuturi masive din rusa si rusa de maidan, exilata din spatiul public mainstream
pentru vina de a fi o forma de tradare identitard (fata de romanitatea aspirationald).
A existat un factor declansator in decizia Nicoletei Esinencu de a lucra la Chisindu
— previzibil, e vorba despre manifestatiile antiguvernamentale din capitala Moldo-
vei, din aprilie 2009, care au dus, intr-un final, la alegeri anticipate si schimbari poli-
tice radicale. Indiscutabil, data de 7 aprilie (cind conflictele dintre protestatari si fortele
de ordine au devenit violente, punctul culminant fiind incendierea Parlamentului)
functioneaza si acum, pentru multa lume, drept moment inaugural pentru o lume
nou. Insa tocmai mitizarea instantanee a acestui moment — perceput drept revo-
lutia anticomunista de care Moldova n-a avut parte in anii '90 (fosta republica sovie-
tica s-a despartit de URSS printr-o decizie a Parlamentului, iar izbucnirea imediat
ulterioard a razboiului din Transnistria a aminat sine die ,procesul comunismului*)
—a generat, pentru o seama de artisti (nu doar Esinencu, ci si, de pilda, artistul vizual
Pavel Braila), o reactie de opozitie.
Footage e, dintre productiile lui Esinencu, cea in care adresabilitatea actioneaza cel
mai asumat distinctiv: nu e (doar) un comentariu acid despre revolutia-care-va-fi-
televizatd si despre productia controlatd de imagini ca substitut al realitdtii, e (mai
ales) o reactie la cald si un semnal de alarma (reluind supratema din antidét) asu-
pra mecanismelor manipulatorii puse in miscare in exact timpul desfasurarii spec-
tacolului. Footage a fost, practic, ultima colaborare intre Nicoleta Esinencu si o parte
dintre actorii cu care lucrase pind atunci. Schimbarile politice de dupd aprilie 2009
au dus, la Chisindu, la aparitia spatiilor artistice alternative, noninstitutionale, si la mul-
tiplicarea initiativelor teatrale independente (iar avind in vedere inexistenta lor to-
tald anterior, chiar si faptul ca au inceput sd existe porniri in aceasta directie, nu neapdrat
materializate si nu neaparat invadind tara, reprezintd ceva remarcabil). Acesta a fost
cocteilul complicat care a dus la deschiderea Teatrului-Spaltorie, spatiul artist-run
din subsolul Spalatoriei ,Nufarul* de la Chisindu, un proiect complex dedicat artei
social-politice si colabordrilor regionale, care au adus fn Moldova artisti din Roma-
nia, Polonia, Germania...

*
Existd Tn mod flagrant o relatie intre indelungata experienta artistica independenta
a Nicoletei Esinencu si diversificarea peisajului scenic independent de la Chisindu.
In fapt, toti practicienii actualei scene alternative moldovenesti au lucrat, in diferi-
te momente, cu ea — de la Mihai Fusu (care le-a fost profesor unora dintre actori
si cu care Esinencu a scris, alaturi de scriitorul Dumitru Crudu, prima ei piesd, docu-
mentard, A saptea kafana) la Luminita Ticu (care a jucat constant in spectacolele
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Trailer), wherein they have produced a series of shows presented
almost exclusively abroad — one exception to this rule being antidot
(2008-2009), commissioned by Goethe Institut for their After the Fall
project, an anniversary of 20 years since the dismantling of the Berlin
Wall. antiddt (created during the great crisis of Russian gas in 2008)
avoided to approach directly the question of the great political seism
of the year 1989 - felt less strongly in Chisindu —, and focused instead
on a different topic to which she will return: intoxication. A metaphor
that juxtaposes gas intoxication with informational intoxication, includ-
ing that concerning great geopolitical movements, repositioning
of empires and re-orientation of alliances — always at the expense
of the social body, of the citizens.
Paradoxically, despite the fact that the shows were not presented
in Moldova, what has been played had to do with social relations and
civil rights, a constant concern from A (II) Rh+ (that spoke of nation-
alism and the “purity of blood") and Mothers without Cunts (a mon-
odrama about the co-optation of femininity) to radical.md (reproducing
racist and xenophobic conversations about Romanians, Roma, Russians,
Ukrainians, Arabs... picked from Moldavian internet forums). Although
most spectators would not have a direct access to what was spoken
on the stage, the language has always been at the very centre of the
representational battle fought by Nicoleta Esinencu: her shows were
the first to give a right to theatrical existence to the Moldavian “street
language”, a mixture of Romanian dialect with many borrowed terms
from Russian and street Russian, an idiom exiled from mainstream
public spaces for being guilty of identity treason (in the eyes of those
aspiring to Romanianness).
There has been a trigger in Nicoleta Esinencu’s decision for working
in Chisinau — predictably, this came with the anti-government
demonstrations from the capital of Moldova in April 2009, which
have led, in the end, to early elections and radical political changes.
No doubt, 7th of April (the day when conflicts between the protes-
tors and the police have turned violent, culminating in setting the
Parliament into fire) still functions for many as an inaugural moment
of a new world. However, it is precisely the instant turning of this
moment into a myth, a moment perceived as the anticommunist rev-
olution that Moldova avoided in the 1990s (the former Soviet repub-
lic separated from the USSR through a decision of the Parliament,
and the outbursts following the Transnistrian war have delayed sine
die “the trial of communism®), that has generated for a number
of artists (not only for Esinencu, but also for the visual artist Pavel
Braila, for instance) a reaction of opposition.
Among Esinencu’s productions, Footage is the one in which address-
ability operates in a most assumedly different way: it is not (only)
an acid commentary on the revolution-to-be-televised and on the
production controlled by images as substitutes for reality, it is (espe-
cially) an instant reaction and a warning (reiterating the main topic
of antiddt) about the manipulative mechanisms mobilized during the
spectacle. Practically, Footage was the last collaboration between
Nicoleta Esinenscu and some of the actors with whom she had worked
previously. The political changes following April 2009 resulted, at
Chisindu, in the emergence of alternative, non-institutional art spaces
and in the multiplication of independent theatrical initiatives (given
their total lack before, the existence of such kickoffs is quite remark-
able, despite their manifestations or frequency in the country).
This has been the complicated cocktail leading to the opening of the
Laundry-Theater. An artist run space in the basement of the Nufarul
Laundry in Chisinau, the theater is a complex project dedicated to
social-political art and regional collaborations, which brought to
Moldova artists from Romania, Poland, Germany...

*
There is an obvious relationship between Nicoleta Esinencu’s long
independent artistic experience and the diversification of the inde-
pendent theater landscape in Chisindu. In fact, all practitioners of
the current Moldavian alternative have worked, at different moments,
with her — from Mihai Fusu (who was the teacher of some of the

radical.md, photoc redit: Nata Moraru
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Reflectii despre practica artistica din Romania:
inainte de 1989 si acum
Amy Bryzgel si Corina L. Apostol

fn mod traditional a fost rolul academiei sa transmitd si sa dezvolte stiluri si abordari
artistice. In Europa Occidentald siin America de Nord, figurile de vaza ale avangar-
dei au devenit adesea profesorii generatiei urmatoare de artisti experimentali; de
pilda, Jackson Pollock a studiat la Liga Studentilor de la Arte cu Thomas Hart Benton,
iar munca acestuia in cadrul picturii murale I-a expus pe Pollock la pictura de mari
dimensiuni; partenerul lui Pollock, Lee Krasner, studiase cu pictorul expresionist ab-
stract Hans Hoffmann; Allan Kaprow la fel — pe fingd studierea compozitiei muzica-
le bazate pe elementul temporal cu John Cage, la New School for Social Research.
Faptul cd a fost expus la ambele I-a condus pe Kaprow la elaborarea happening-
ului, citind pictura-actiune a lui Pollock ca o influentd de baza.'

Cu toate astea, In Europa de Est din perioada comunistd, practicile de artd expe-
rimentald s-au dezvoltat ca o solutie pentru evitarea productiei artistice oficiale spriji-
nite de stat. Academia si-a pastrat angajamentul fatd de traditie, concentrindu-se pe
pricepere si tehnicd mai degrabd decit pe inovatie. Asa cum afirmase Kristine Stiles,
vizind chiar arta din Romania, ,niciun fel de artd experimentald n-a fost predata in
academiile de artd. Informatia a fost obtinutd de-a lungul generatiilor in mare parte
oral, iar schimbul de idei experimentale era periculos, pentru ca fusese supravegheat
de Securitate, politia secretd din Romania. Fiecare generatie a fost obligata sd-si rein-
venteze arta experimentald. Asta a creat dificultdti pentru arta experimentald in ce
priveste obtinerea unei densitdti, greutati, gravitdti sau amplori istorice”.* Consecin-
tele acestei stari de fapt fuseserd semnificative nu doar pentru artistii din perioada
socialistd, ci mai ales pentru generatia maturizatd dupa schimbarea de regim. Tn Euro-
pa de dupd 1989, artistii din fostul Est sint activi la nivel global si li se cere sa aiba pri-
ceperea, cunoasterea si experienta de a concura in aceasta arend, Tn ciuda faptului
cd, prin cdile oficiale de formare, au avut un acces slab la istoria globald a artei.
Peste tot in Europa de Est, artistii mai tineri din ziua de azi se pling de educatia traditio-
nald pe care le-a dat-o academia. Cind vorbise despre predecesorii artistici ai gene-
ratiei sale, figuri precum Sanja Ivekovi¢ si Dalibor Martinis, artista croatd Sandra Sterle
afirmase cd, din cauza faptului ca asemenea artisti n-au devenit profesori, ,am pier-
dut ceva®™, referindu-se la hiatul din cadrul cunoasterii si dezvoltarii la care duce, in
mod normal, acceptarea traditilor. La inceputul anilor 1990 fusese mai dificil sa ajungi
la informatie, dar odata cu aparitia internetului, artistii mai tineri au inceput sa devind
autodidacti, Tnvatind on-line despre arta conceptuald, performance si alte abordari
postmoderne. fn unele cazuri, asta a insemnat c artistii tineri au stiut mai multe des-
pre desfasurdrile din arta contemporana din afara tarii lor. De pilda, cind a fost intre-
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Art in Eastern Europe since the [960s.
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REFLECTIONS ON ARTISTIC PRACTICE IN ROMANIA,

THEN AND NOW
Amy Bryzgel and Corina L. Apostol

Traditionally, it has been the role of the academy to pass on and
develop artistic styles and approaches. In Western Europe and North
America, leading figures of the avant-garde often became the teach-
ers of the next generation of experimental artists; for example,
Jackson Pollock studied under Thomas Hart Benton at the Art
Students League, whose work in mural painting exposed Pollock

to large-scale painting; Pollock’s partner, Lee Krasner, studied under
abstract expressionist painter Hans Hoffmann; Allan Kaprow also
studied under Hofmann, in addition to studying time-based composi-
tion with John Cage at the New School for Social Research. His expo-
sure to both led him to develop the Happening, citing Pollock's
Action Painting as a foundational influence.

In Eastern Europe, however, under communism, experimental art
practices developed as an alternative to official state-supported
artistic production. The academy maintained a commitment to tradi-
tion, focusing on skill and technique over innovation. As Kristine Stiles
has stated, specifically with regard to art in Romania, “no experi-
mental art was taught in art academies. Information from generation
to generation was obtained mostly through word-of-mouth, and then
it was dangerous to exchange experimental ideas that were vulnera-
ble to scrutiny by Securitate, the Romanian secret police. Each gen-
eration was forced to reinvent experimental art for itself. This made
it more difficult for experimental art to gain density, weight, gravity
or momentum in history.” The consequences of this have been signif-
icant not only for artists working during the socialist period, but
especially for the generation coming of age after the system change.
In post-89 Europe, artists from the former East are operating on the
global stage, and are expected to have the skills, knowledge and
experience to compete in that arena, despite having had little access
to that history through formal education.

Throughout Eastern Europe, younger artists nowadays lament the
traditional education afforded them by the academy. When speaking
about the artistic predecessors of her generation, such as Sanja
Ivekovi¢ and Dalibor Martinis, Croatian artist Sandra Sterle stated
that because those figures didn’t become teachers, “we lost some-
thing”, referring to the gap in knowledge and development that
passing on traditions normally affords. While in the early 1990s it
was more difficult to come by information, with the advent of the
Internet, younger artists began to self-educate, learning about con-
ceptual art, performance, and other postmodern approaches, online.

AMY BRYZGEL is an art historian researching performance art in Eastern
Europe. Teaches at the University of Aberdeen, author of Performing the
East: Performance Art in Russia, Latvia and Poland since 1980 (2013), and
creator of the online archive performingtheeast.com. Currently preparing
a book taking a more comprehensive approach to performance art in the
region, entitled Performance Art in Eastern Europe since the 1960s.

CORINA L. APOSTOL (B.A., Duke University) is a Ph.D. candidate in the
Art History Department at Rutgers University, NJ. Her research focuses on
artists’ archives in Eastern Europe and Russia in the post-socialist period.
As a Dodge fellow, Apostol is a graduate assistant at the Jane Voorhees
Zimmerli Art Museum, where she is working on the Norton and Nancy
Dodge Collection of nonconformist art from the Soviet Union.

bata dacd stia despre munca experimentald a unor artisti precum lon Grigorescu si
Geta Brdtescu, artista romanca Veda Popovici a rdspuns c3, la inceput, nu, dar cind
a aflat de munca lor, activitatea sa a fost stimulata stiind cd a existat un precedent
pentru munca pe care o facea in istoria ei culturald proprie.*

Pe parcursul cercetarii noastre, am remarcat amindoua aceste hiaturi generationa-
le ce vizeaza atit cunoasterea istorico-artisticd, cit si intelegerea sociopolitica a tre-
cutuluiindepartat si a celui apropiat. Tncerdind s3 pricepem mai bine natura acestor
diferente, am facut interviuri cu patru artisti romani din generatii diferite: doi care
s-au maturizat sub dictatura lui Ceausescu, lon Grigorescu si Lia Perjovschi, si doi
din generatia actuald, Vlad Basalici si Veda Popovici. Punind baterii similare de in-
trebari fiecarui artist, speram sa punem in lumind diferentele de experienta ale artisti-
lor din generatii diferite, si nu doar in termeni de practica artistica, dar si caintelegere
istoricd. Prin includerea a doud artiste, am putut aborda chestiuni legate de femi-
nism, un concept abia sau chiar deloc prezent Tn perioada socialista. Viata din Roma-
nia socialistd a asigurat egalitate in teorie, ceea ce a inabusit dezvoltarea celui de-al
doilea val de feminism in anii 1960 si 1970. Cu toate ca femeile aveau acces egal
la munca si sisteme de Tngrijire a copilului, planurile megalomane ale lui Ceausescu
Tn privinta cresterii populatiei Romaniei au presupus legi restrictive cu privire la avort
si contraceptie, dedi statul a mentinut un control strict asupra corpului femeii. Mai
mult, rolurile sexuale traditionale adesea s-au mentinut si n sfera domestica, asa
ca femeile purtau dubla povara de a trebui sa lucreze atft in afara casei, cit si s-o
gospodareascd pe aceasta. I perioada postcomunistd, feminismul a devenit o
chestiune importantd pentru cetdtenii care s-au trezit intr-o lume postfeminista fara
sa fi trecut vreodata printr-o revolutie feminista.

Punind intrebari orientate privitoare la chestiuni precum conditile de muncd, mos-
tenirea artistica si ambientul sociopolitic, aceste interviuri doresc sa identifice dife-
rentele si asemandrile majore dintre artistii din perioada socialista si cei de dupa.
Prin asta, ardtdm atft continuitatea, cft si discontinuitatea dintre practicile artistice din
Romania de atunci si de acum.

Traducere de Alexandru Polgar

Note:

I Tn 1958, el si-a scris faimosul eseu ,The Legacy of Jackson Pollock®, n care s-a referit la aspectul temporal
al picturii lui Pollock ca fiind semnificativ, marcind o trecere la un nou tip de a face artd, una in care artistul
a abandonat pictura de dragul experientei mai viscerale a vietii reale si a actiunii.

2. Kristine Stiles, ,INSIDE/OUTSIDE: ‘Balancing Between a Dusthole and Eternity’, in Zdenka Badovinac (ed.),
Body and the East: from the 1960s to the Present, Ljubljana, Slovenia, Moderna Galerija, 1999, p. 19.

3. Sandra Sterle, interviu cu Amy Bryzgel, 24 aprilie 2014.
4. Veda Popovici, interviu cu Amy Bryzgel, 27 martie 2014.

Interviu cu Lia Perjovschi

LIA PERJOVSCHI, nascutdin 1961 la Sibiu... Academia de Arte din Bucuresti, 1987—1993... Fondatoare si
coordonatoare a AAC/CAA (Arhiva de Artd Contemporand/Centrul de Analizd a Artei), un proiect organic si
ncd in proces (sub diferite nume, din 1985) si a Muzeului Cunoasterii (bazat pe interes si cercetare interdis-
ciplinare, din 1999)... Si-a prezentat lucrarile in mai mult de 500 de conferinte, ateliere, expozitii personale
sau de grup din toatd lumea (de la Nasher Museum at Duke University Durham, NC, US, 2007, Centre Pom-
pidou, Paris, 2007, Tate Modern, Londra, 2008, Van Abbemuseum, Eindhoven, 2010, documenta 13,
2012, la scoli de arta sau spatii alternative). Traieste si lucreaza la Bucuresti si Sibiu.

SN

=1 Care au fost unele dintre provocdrile cu care te-ai confruntat ca artistd in perioa-
da de dinainte de 19897 Dar comunitatea artisticd in general?
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In some instances, this resulted in younger artists knowing more
about developments in contemporary art outside their country than
within. For example, when asked whether she was aware of the exper-
imental work by artists such as Ion Grigorescu and Geta Bratescu,
Romanian artist Veda Popovici replied that initially, she was not, but
when she learned about their work, it intensified her own activity,
knowing that there was a precedent for the work that was doing
within her own cultural history.

In the course of our research, we have both noted these generation
gaps in terms of both art historical knowledge and socio-political
understanding of the distant and recent past. In an effort to under-
stand better the nature of these differences, we conducted inter-
views with four Romanian artists from generations: two who came of
age under Ceausescu's dictatorship, Ion Grigorescu and Lia Perjovschi,
and two from the current generation, Vlad Basalici and Veda Popovici.
In posing a similar series of questions to all of the artists, we hope to
illuminate the differences in experience by artists of different gener-
ations, not only in terms of artistic practice, but also historical under-
standing. By including two women artists, we were able to address
the issue of feminism, a concept that was barely present, if at all,
during the socialist period. Life in socialist Romania guaranteed
equality in theory. which stifled the development of a second wave
of feminism in the 1960s and 1970s. While women had equal access
to work and readily available childcare, Ceausescu’s megalomaniac
plans to increase the Romanian population meant that there were
restrictive laws regarding abortion and contraception, thus the state
maintained strict control over a woman's body. Furthermore, tradi-
tional gender roles were often maintained in the domestic sphere,
thus women bore a double burden of having to work outside the
home and maintain it as well. In the post-communist period, femi-
nism has become a relevant issue for those citizens suddenly finding
themselves in a post-feminist world without ever having gone through
a feminist revolution.

In posing targeted questions related to issues such as working condi-
tions, artistic legacy, and the social and political environment, these
interviews aim to identify key differences and similarities between
artists working under socialism and after its fall. In doing so, we
demonstrate both continuity and transformation between artistic
practices in Romania, then and now.

Notes:

.In 1958 he penned his famous essay “The Legacy of Jackson Pollock”,
in which he cited the temporal aspect of Pollock’s painting as signifi-
cant, signifying a shift to a new type of art making, one in which the
artist abandoned painting for the more visceral experience of real life
and action.

. Kristine Stiles, “INSIDE/OUTSIDE: ‘Balancing Between a Dusthole and

Eternity’”, in Zdenka Badovinac, ed., Body and the East: from the 1960s
to the Present, Ljubljana, Slovenia, Moderna Galerija, 1999, p. 19.

N

3. Sandra Sterle, interview with Amy Bryzgel, April 24, 2014.
4. Veda Popovici, interview with Amy Bryzgel, March 27, 2014.

Interview with Lia Perjovschi

LIA PERJOVSCHL... born in 1961 in Sibiu, Romania... Art Academy Bucharest
1987-1993... Founder and coordinator of CAA/CAA (Contemporary Art
Archive and Center for Art Analysis) an organic still in process project
(under different names since 1985) and Knowledge Museum (based on
interdisciplinary interest and research since 1999)... She has shown her
works in more than 500 lectures, workshops, personal or group exhibi-
tions around the globe (from Nasher Museum at Duke University Durham
NC US 2007, Centre Pompidou Paris 2007, Tate Modern London 2008,
Van Abbemuseum Eindhoven 2010, documenta 13 2012, to art schools,
or alternative spaces). She lives and works in Bucharest and Sibiu,
Romania.
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Lia Perjovschi
CAA (Contemporary Art Archive) Kit, Van Abbemuseum, 2010
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CORUPTIA.

[ZOLAREA.

LIPSA DE INFORMARE, A DEZBATERILOR PROFESIONALE AUTENTICE SIA
INSTITUTIILOR DE ARTA CONTEMPORANA,

= M-am lovit de coruptia din sistemul educational. Am intrat tirziu, in 1987, dupa
mai multe incercari, la Academia de Arta din Bucuresti. Expozitiile de atunci aveau
doar titluri, nu si concepte. Nu existau criterii transparente de selectie a artistilor.
Nu m-am lovit de cenzurd, ca alti artisti care expuneau atunci. Problema mea era
mai degrabad ce subiect sa-mi aleg. Noi nu eram antrenati sa gindim, ne era antre-
natd doar mina ca sd desenam frumos. Sa gindesti, sa te plasezi intr-o situatie, sa
te raportezi critic la context erau probleme care nu se puneau atunci. Arta erainca
invdluitd in misterul din secolul al noudsprezecelea, legatd de limbajul aluziv.

La intrebarea ,De ce stim in academie daca-i frig?*, mi s-a raspuns doar cd “Tre-
buie.” Cind a trebuit sa merg in Palatul lui Ceausescu [azi Palatul Parlamentului], unde
trebuia s lucrez la un mozaic, am intrebat , De ce?*. Majoritatea oamenilor de atunci
evitau sa intrebe ,De ce?”. Eu obisnuiam sa intreb colegii din diverse domenii din
jurul meu, din teatru, din jurnalism, cum fsi fac meseria, ce intrebdri isi pun. Aveam
impresia ca eram cu totii obisnuiti sa vorbim cu dedesubturi, cd nu exista claritate.
Mi se pdrea ca oamenii in general nu aveau perspective. Era o rutina plictisitoare:
scoald, serviciu, acasd. Este o generatie care nici acum nu realizeaza cd depindea
de ea sa facd niste institutii dupd revolutie. Eu mi-am schimbat strategia si practica
pentru cd am preluat rolul unor institutii inexistente sau care nu functioneaza.
=1 Care crezi cd sint principalele provocdri cu care se confruntd artistii de azi?
PIATA DE ARTA.

LIPSA INSTITUTIILOR DE ARTA CONTEMPORANA,

== Arta din Statele Unite, n mare, este tinutd ntr-o etapd foarte naivd sub influ-
enta pietei. Tn Anglia lucrurile sint putin altfel, exista finantarea institutilor, nu numai
piata de arta. fn Romania, agenda pietei se vede, lucrarile artistilor devin inofensi-
ve. Subiectele abordate sint citite convenabil pentru oamenii cu bani. Cred cd atunci
cind te gindesti la ei mai mult decit la tine sau la retete pentru a vinde lucrdri, inter-
vine o autocenzura periculoasa.

in general, exista arta angajatd social, politic, de supravietuire, si arta comerciala care
este it mai neutrd, pentru a nu deranja pe nimeni. Sint aproape doua lumi paralele.
= (Cine au fost unii dintre artistii sau intelectualii de care erai interesatd cind ai ince-
put sd lucrezi ca artista?

= NIMENI.

Din pécate, eu nu am vazut ceva care sa-mi placa si sd ma ajute sa mad dezvolt
ca artista in anii 1980. Nu existau cataloage pe vremea aceea, ci doar brosuri cu
nume si liste de lucrari. Citeva carti, filme si piese de teatru au avut un rol
important pentru mine in anii 1980. Cartea Alexandrei Titu, Experiment —in arta
romdneascd dupd 1960, a apdrut de abia in 1996. Pind atunci nu exista un por-
tret cit de cit al comunitdtii de arta. Tmpreuné cu Dan [Perjovschi] am organizat
niste ntiiniri in apartamentul nostru din Oradea, cu prieteni, colegi din jurnalis-
ticd, film, teatru, speologie.

=1 Cum ai caracteriza scena de artd din Romdnia inainte de revolutie?

=3 ANEMICA, PLICTISITOARE.

Parea ca nici artistii nu credeau in ceea ce faceau. Publicul era format din artisti si
prietenii lor. La cfteva galerii ale UAP care erau pozitionate in centru mai intrau oameni
curiosi, vazind cd se stringe lume n spatiu.

=1 Cum ai caracteriza scena de artd din Romdnia in prezent?

=3 MAI DIVERSA, DAR TOT MAI MULT ABANDONATA PE MINA PIETEI DE
ARTA.

scena

=1 What were some of the challenges you faced as an artist before
19892 And the artistic community in general?

=3 CORRUPTION.

ISOLATION.

LACK OF INFORMATION AND OF TRUE PROFESSIONAL DEBATES,
AS WELL AS OF CONTEMPORARY ART INSTITUTIONS.

I had to confront the corruption in the educational system. I was
accepted late, in 1987, after many attempts, at the Bucharest Art
Academy. Exhibitions at that time had only titles, not also concepts.
There were no transparent criteria for selecting the artists. I did not
face censorship, as other artists who exhibited in that time. My prob-
lem was rather what topic to choose. We were not trained to think,
they trained only our hand, so we could draw nicely. To think, to
place yourself in a situation, to critically react to your context — these
were questions that were not discussed. Art has been still covered in
the mystery of the 19th century, linked to allegoric language.

To my question: “Why stay in the academy if it is so cold?”, the answer
was: “You must”. When I had to go to work in Ceausescu’s Palace
[today the Palace of the Parliament], where I had to do a mosaic,

I asked: “Why?". At that time, the majority of people avoided this
question. I used to ask my colleagues from different fields, from the-
ater or journalism, about how they managed to do their jobs, about
the questions they asked. I had the impression that we were all used
to talk with hidden meanings, that it was no clarity.

It seemed to me that people in general had no prospects. It was a
boring routine: school, work, home. This is a generation that even
now does not realize that it depended on them to create institutions
after the revolution. I have changed my strategy. And my practice
also, because I took over the role played by lacking or not function-
ing institutions.

=1 What are, in your opinion, the main challenges faced by current
artists?

THE ART MARKET.

THE ABSENCE OF CONTEMPORARY ART INSTITUTIONS.

= Under the influence of the market, art in the US is largely kept in
a very naive stage. In England things are somewhat different, there
is such a thing as funding the institutions, and not only the art mar-
ket. In Romania the agenda of the market is quite clear — the works
of the artists become inoffensive. Approached topics are read in a
convenient manner for people who have money. I believe that when
you start thinking more about them or recipes for selling works than
about yourself, there intervenes a dangerous self-censorship.

In general, there is engaged social, political, survival art, and there
is commercial art, which is more neutral, for not bothering anybody.
There are almost two parallel worlds.

=1 Who were some of the artists or intellectuals whom you have
found interesting when you started working as an artist?

=3 NOBODY.

Unfortunately, I have not seen anything that I would like or some-
thing that would help me in developing as an artist in the 1980s.

In that time, there were no catalogues, only brochures with names
and lists of works. Some books, movies and drama plays had an
important role for me in the 1980s. Alexandra Titu's book Experi-
ment — in Romanian Art Since 1960 has been published only in 1996.
Up to then, there was no usable portrait of the art community.
Together with Dan [Perjovschi], we organized some meetings in our
apartment in Oradea, with friends, colleagues in journalism, film,
theater, speleology.

=1 How would you characterize the art scene in Romania before the
revolution?

= ANEMIC, BORING.

It seemed that not even artists believed in what they were doing.
The public consisted in artists and their friends. At some galleries of
UAP [Association of Visual Artists], located downtown, a few people
would enter, but mostly because they were curious why people gath-
ered there.
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Acum scena de artd e mai diversd, sint evenimente, proiecte, expozitii. Chiar dacd
nu ajung sa le vad pe toate, simt cd vibreaza ceva.

=1 Ce subiecte ti s-au pdrut interesante si relevante inainte de 19897 Si astdzi?
= CE ESTE ARTA Sl CUM SA SUPRAVIETUIESC FACIND ARTA.

Acum, ca si atunci, ma gindesc la rolul artei, dar nu ma intereseaza neaparat sa pro-
duc o artd angajatd social, politic. Tn schimb apreciez foarte mult gesturile oneste
ale unor artisti care sint angajati social. Lipsa contextului m-a facut sa analizez si sa
construiesc. Azi ma consider un constructor in functie de lucrurile care lipsesc.
=1 Cum a dfectat cdderea dictaturii arta din Romdnia? Cum i-a afectat pe artistii
de aici?

= POZITIV: ESTE MAI MULT DECIT O SCHIMBARE ESTETICA.

PE ARTISTI I-A TREZIT.

Revolutia ne-a trezit. Mi se pare cd am iesit ca dintr-o inchisoare, am fnvdtat sa ne
articulam ideile, sd pasim, sa vedem mai clar contextul din jur. Nu vreau sd sune
prea dramatic, dar, in cazul meu, am avut senzatia cd eram tinuta mult sub orizont,
ca nu aveam perspective.

Faptul cd am inceput sa caldtoresc a schimbat lucrurile. La inceput m-au impresio-
nat spatiile imense, curate, lucrdrile instalate profesionist si cu respect din strdindta-
te. Dar si aceste mari expozitii, cum sint Documenta sau Bienala de la Venetia, nu
m-au convins pind la capat. De obicei imi aleg cfteva lucrdri din ele ca repere de
discutie.

Dupa revolutie au aparut subiectele, temele, ncercari de articulare a unor proble-
me si a contextului. Cu toate acestea, cred ca generatia de dupa revolutie s-a con-
fruntat cu lipsa unei metodologii de educatie artistica n sistemul de Tnvatamint.
Revolutia a influentat ceva, dar nu in structura.

=1 A fost feminismul relevant pentru tine inainte de revolutie? Dar astdzi?

=3 FIIND FEMEIE, MI-A INFLUENTAT LUCRARILE, PRACTICA ARTISTICA.
AM FOST FEMINISTA FARA SA STIU ISTORIA MISCARII. INFORMATIILE DES-
PRE FEMINISM AU VENIT PREA TIRZIU PENTRU MINE, DE ACEEA SINT O
L,FEMINISTA CU F MIC*,

fnainte de revolutie ma uitam la ceea ce domina in societate, de exemplu voiosia
de 8 Martie (Ziua Femeii), care era greu de inghitit. In acea zi restaurantele erau
pline de femei, iar in spatiul domestic copiii si sotii spalau vasele, dar doar n ziua

r=1 How would you characterize the Romanian art scene presently?
= MORE DIVERSE, BUT INCREASINGLY ABANDONED TO THE ART
MARKET.

Now the art scene is more diverse, there are events, projects, exhibi-
tions. Even though I never manage to see them all, I feel that some-
thing vibrates.

r=1 What topics you deemed interesting and relevant before 1989?
And now?

= WHAT IS ART AND HOW TO SURVIVE BY DOING ART.

Now, just like then, I am concerned with the role played by art, but
I am not necessarily interested in creating a socially or politically
engaged art. Instead, I appreciate a lot honest gestures by some
artists who are socially engaged. The lack of context made me ana-
lyze and build. Today I see myself as a builder, depending on things
that are missing.

=1 How did the fall of the dictatorship affect art in Romania? How
did it affect artists from here?

== POSITIVELY; IT IS MORE THAN AN AESTHETIC CHANGE.

IT MADE ARTISTS TO WAKE UP.

Revolution woke us up. It seems to me as if we have been released
from prison; we have learned how to articulate our ideas, to move, to
see the surrounding context more clearly. I do not want it to sound
too dramatic, but in my case I had the feeling that I was kept under
the horizon, that I had no prospects.

Things changed after I started travelling. Initially, I was impressed
by the large, clean spaces, works professionally and respectfully
installed abroad. But also these large exhibitions, such as Documen-
ta or the Venice Biennial, had something unconvincing for me. Usual-
ly, I choose some works of them as landmarks for a debate.

After the revolution, subject matters, topics, attempts at articulating
some problems and the context appeared. However, I believe that
the generation after the revolution faced the lack of a methodology
in art education. Revolution has influenced a few things, but not the
structure.

r=1 Was feminism relevant for you before the revolution? What
about today?

= BEING A WOMAN, YES, IT DID INFLUENCE MY WORKS, MY ART
PRACTICE. I WAS A FEMINIST WITHOUT KNOWING THE HISTORY
OF THE MOVEMENT. INFORMATION ON FEMINISM CAME TOO
LATE FOR ME, THIS IS WHY I AM A FEMINIST WITH A SMALL “F".
Before the revolution I looked at what was dominant in society, for
instance, the gaiety of 8th of March (Women's Day), which was hard

Veda Popovici
The Wretched of the Sand, performance/photography, 2013

aceea. Intr-un fel am incercat s boicotez aceastd supunere; dar nu stiam profun-
zimile gindirii feministe, teoril, istorie.

Kristine Stiles [profesoara de istoria artei la Duke University] m-a introdus in tema
asta’n 1992, iar pe urmd am inceput sa citesc texte n Europa, Statele Unite. Mi-au
placut programele de ,women's studies” si de gen din universitati. Nu am partici-
pat in expozitii feministe, pentru cd nu.am vrut sa fiu pusd intr-un anumit sertar. Eu
ma consider o cetdteand a acestei planete, traiesc aici in Romania, sint femeie. Toate
acestea imi articuleazd subiectivitatea, dar nu sint subiecte care domina in lucrdri-
le mele.

Tn anii 1990, cind ficeam performance art, eram putin vizibild, pentru ca nu bifam
ceea ce se cauta: in perioada aceea, performance-urile trebuiau sa fie dure, cate-
gorice, cu femei viguroase si goale de foarte multe ori. Acestea nu erau instrumen-
tele mele. A fost unul dintre motivele pentru care m-am concentrat pe cercetare.
Am inceput sa construiesc arhiva, centrul de analizd a artei contemporane.

Interviu cu Veda Popovici

VEDA POPOVICI (ndscutd in 1986, in Romania) lucreazd ca artist, teoretician si activist, in mare parte fntr-un
fel diletant. Printre ariile ei de interes se regdsesc reprezentarile colective in artd, coloniale (si) patriarhale si
caracterul primejdios/neprimejdios al artei din punct de vedere politic. Unul dintre proiectele ei cele mai recen-
te, The Other Us — A Workshop for Reinventing Identity, abordeaza in mod critic identitatea nationald si incearca
53 clarifice mecanismele din fundalul acestui construct. In prezent, este doctorandi la Universitatea de Arta
din Bucuresti, cu o cercetare despre nationalism in arta roméneasca din anii 1970 si 1980. Trdieste si lucreaza
la Bucuresti. http:/Aveda-popovici.blogspot.ro

=1 Care sint provocdrile cu care te confrunti ca artistd astdzi?

= Cea mai mare provocare, dupd mine, e sd te pozitionezi coerent critic fatd de
regimul politic la putere. Astazi acesta este neoliberal, iar problemele cooptarii si
aproprierii continutului radical al artei sint foarte importante si reale. Este o provo-
care pentru mine sa am o pozitie care reuseste sd alunece printre degetele aces-
tor tendinte de domesticire si pacificare.

=1 Care crezi cd erau provocdrile cu care se confruntau artistii inainte de | 9897
== Inanii 1970 si 1980 exista de asemenea un tip de apropriere si cooptare, dar
cu ate mijloace. Cred ca atunci cel mai important ar fi fost ca artistii sd aiba o pozitie
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to swallow. In that day, restaurants were full of women, and in the
domestic sphere children and husbands would wash the dishes, but
only on that day. In a way, I tried to boycott this submission, but

I was not aware of the depth of feminist thought, theory and history.
Kristine Stiles [professor of art history at Duke University] introduced
me to this topic in 1992, and after that I have started to read texts

in Europe and the United States. I liked women's and gender studies
programs in universities. I have not participated to feminist exhibi-
tions, because I did not want to be put in a certain box. I consider
myself a citizen of this planet, I live here in Romania, I am a woman.
All these articulate my subjectivity, but they are not predominant
topics in my works.

In the 1990s, when I was doing performance art, I had very little visi-
bility, because I did not correspond to what was looked for: in that
time, performances had to be tough, categorical, with vigorous and
often naked women. These were not my instruments. This was one of
the reasons why I focused on research. I started building the archive,
the center for an analysis of contemporary art.

Interview with Veda Popovici

VEDA POPQVICI (born 1986, in Romania) works as an artist, theoretician
and activist mostly in a dilettante manner. Her interests include collective
representations in art, colonial (and) patriarchal histories and the political
harmfull-/harmlessness of art. One of her latest project, The Other Us

- a Workshop for Reinventing Identity, critically addresses national identi-
ty and seeks to clarify the mechanisms behind its construction. Currently,
she is a Ph.d. Candidate at the University of Art in Bucharest with a
research on nationalism in Romanian art of the ‘70s and '80s. She lives
and works in Bucharest. http://veda-popovici.blogspot.ro/

=1 [What are the challenges you face as an artist today?

= The biggest challenge in my opinion is to position myself in a con-
sistently critical manner against the political regime in power. Today,
this regime is the neoliberal one, and the questions of co-optation and
appropriation of art’s radical content are very important and real. It is
a challenge for me to have a position that manages to slip through the
fingers of these tendencies of domestication and pacification.

=1 What were in your opinion the challenges faced by artists before
1989?

=2 In the 1970s and 1980s there was a similar type of appropriation
and co-optation, but by other means. I believe that then the most
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criticd fatd de ideea de natiune, care dupa parerea mea era cea mai mare miza
politica a regimului de atunci. Prin aceastd notiune si familia sa conceptuald, popu-
latia putea fi manipulata foarte bine. Cu toate ca regimul Ceausescu a avut com-
ponente socialiste, a fost un regim nationalist si xenofob, hiperautoritar; cu un aparat
de control si supraveghere extraordinar de dezvoltat, cu care s-au confruntat si
artistii.

=1 Cum a dfectat revolutia arta din Romdnia? Cum i-a afectat pe artistii de aici?
= Momentul revolutiei a fost unul fondator pentru o noud subiectivitate colecti-
van general, nu numai pentru artisti. Revolutia a avut o componenta antiautorita-
ra fundamentald. Muncitori, intelectuali, ingineri si tarani, categorii care erau influentate
de regim in mod diferit, au iesit in strada cot la cot sd dea jos acest sistem, pe care-|
percepeau extrem de invaziv fatd de viata lor. Aceasta solidaritate a fost, din punc-
tul meu de vedere, componenta fundamentald a revolutiei si cea care, paradoxal,
a fost prima uitata in decada urmdtoare.

Tn contextul comunitatii artistice, multi s-au impregnat de acest antiautoritarism, iar
altii au fost mai degraba orientati catre recunoasterea Occidentului. Dupa revolutie,
Occidentul a ardtat un interes colonial catre artistii din aceasta regiune. Aceasta dina-
mica i-a facut pe unii sa-si piardd o parte din constiinta si premisele critice de la care
porniserd: revolta fatd de autoritate, fata de inregimentare, definitii, conventii, ca-
noane, traditie.

=1 Cum ai caracteriza scena de artd din Romdnia inainte de revolutie?

= Diferentele fundamentale dintre comunitatea de artisti de acum si cea de dinain-
te de 1989 tin foarte mult de conditii externe. Schimbdrile importante pe care le-a
suferit Romania dupa revolutie nu au venit numai din spiritul antiautoritar al oame-
nilor, ci a fost vorba si de o bine cunoscuta circumstanta geopolitica.

Multi artisti ai anilor "70 si ‘80 erau atunci sedusi de esentialismul nationalist, repro-
dudind discursul regimului, iar o alta parte trdiau hraniti de o dorinta uriasd pentru
Occident. Cele doua etosuri nu erau neaparat contradictorii, ci puteau fi bine im-
pletite. Din acest punct de vedere, cred cd putem vorbi despre caracterul politic
al productiei de artd de atunci.

=1 Cum ai caracteriza scena de artd din Romdnia in prezent?

= Astdzi existd 0 zond experimentald, progresistd, care suferd de precaritate si
marginalizare Tn sistemul de arta, ca si artistii de dinainte de revolutie. O diferenta
importantd insa este dezvrdjrea fatd de sistemul de artd din Occident. Nu mai exista
aceeasi dorintd de a face parte, de a fi recunoscut in Occident asa ca in decadele
precedente. Generatia mea este mult mai critica fatd de acest spatiu geopolitic. Cred
ca e o schimbare importanta fatd de anii "90, chiar dacd seductia Occidentului inca
exista si functioneaza. Comunitatea artistica cu care mad identific eu este mult mai
implicata Tn contextul local. Este important, fireste, sa lucram si cu tovarasele din
Occident, sa schimbam idei si experiente, dar pind la urma revenim acolo unde
munca noastrad poate conta cel mai mult. E un semn de maturitate, cred ca epoca
de aur a altermodernitatii si a artistului-nomad e apusa. Aceste proiecte locale poate
ca nu sint vdzute ca niste realizari majore in afara granitelor, dar sint foarte relevan-
te In contextul specific de aici.

De asemenea, cred cd intre artistii tineri din ziua de azi exista o tendintd catre crea-
rea de comunitati si colective strategice, in fata tendintei de atomizare si de indivi-
dualism radical sub capitalismul neoliberal. Eu ma consider comunitariand din punct
de vedere politic. Nu cred ca existd un adevar politic anume la care pot ajunge de
una singura si toate adevarurile mele le construiesc n functie de comunitatea din
care fac parte.

=1 Cine au fost unii dintre artistii sau intelectualii de care erai interesatd cind ai nce-
put sd lucrezi ca artista?
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important thing would have been for artists to have a critical posi-
tion against the notion of nation, which, in my view, was the biggest
political stake of the regime in that period. Through this notion and
its conceptual family, the population has been manipulated very well.
Despite the fact that the Ceausescu regime had socialist compo-
nents, this was a nationalist and xenophobic regime, hyper-authori-
tarian, with an extraordinarily developed apparatus of control and
surveillance, which artists also had to face.

r=1 How did revolution affect art in Romania? How did it affect artists
from here?

=3 The moment of the revolution was a foundational one for a new
collective subjectivity in general, and not only for artists. The revolu-
tion had an anti-authoritarian fundamental component. Workers,
intellectuals, engineers and peasants, categories differently influ-
enced by the regime, went out in the streets shoulder to shoulder in
order to end this system, which they have perceived as being extreme-
ly invasive as regards their life. This solidarity has been, from where
I am standing, the fundamental component of the revolution and the
one that, paradoxically, has been the first to be forgotten in the next
decade.

In the context of artistic community, many people were permeated
by this anti-authoritarianism, while others were oriented rather
towards recognition from the West. After the revolution, the West
has showed a colonial interest towards artists in the region. This
dynamics made some people to partially lose the critical awareness
and premises from which they started: revolt against authority, regi-
mentation, definitions, conventions, canons, tradition.

r=1 How would you characterize the art scene in Romania before the
revolution?

= The fundamental differences between the art community now
and before 1989 have to do very much with external conditions.

The important changes that Romania underwent after the revolution
sprung not only from the anti-authoritarian spirit of the people, but
it was also a well-known geopolitical circumstance.

Many artists from the 1970s and 1980s were seduced by the national-
ist essentialism, reproducing the discourse of the regime, and a differ-
ent part of them were nourished by a huge desire towards the West.
These two types of ethos were not necessarily in contradiction; it was
possible to entwine them. From this point of view, I believe that we
can speak of the political character of art production in that period.
=1 How could you characterize the present art scene in Romania?
= There exists today an experimental, progressive area, which suf-
fers of precariousness and marginalization within the art system, just
as artists before the revolution. An important difference is the disen-
chantment with the Western art system. One cannot find the same
desire of being part of or of being recognized by the West as in the
previous decades. My generation is much more critical of this geopo-
litical space. I think this is an important shift in comparison to the
1990s, even though the seduction of the West still exists and func-
tions. The art community with which I identify myself is much more
involved in the local context. It is important, of course, to work with
our female comrades in the West, to exchange ideas and experi-
ences, but in the end we come back to where our work can count
most. It is a sign of maturity, for I believe that the golden age of
altermondialization and nomad-artists is over. These local projects
are perhaps not seen abroad as some great achievements, but they
are very relevant in the specific context from here.

Similarly, I believe that among young artists from today there is a
tendency towards creating strategic communities and collectivities,
when confronted with the tendency towards atomization and individ-
ualism under neoliberal capitalism. Politically, I see myself as a com-
munitarian. I do not believe that there is a certain political truth that
I can reach by myself, and I build all of my truths according to the
community of which I am a part.

r=1 Who were some of the artists or intellectuals that you were inter-
ested in when starting to work as an artist?

== Dada, clar; e un reper fundamental. Mi se pare important cd dada a fost o misca-
re internationald, care a functionat in mai multe contexte, dizolvind anumite diho-
tomii intre Est si Vest, in ciuda diferentelor economice, culturale si a imperialismului
de atunci. Situationismul este o altd forma culturald si politica care mi se pare rele-
vantd. Mai ales dacd ne gindim la rolul situationistilor in miscarile sociale din |968—
'69 din Franta, la angajamentul lor politic.

fn contextul romanesc, mi se pare interesantd critica de arta postmoderna din anii
1970, care este legatd de subiectul disertatiei mele la Universitatea de Arte din Bu-
curesti. Cred cd era o perioadd bogatd n afecte, idei, colabordri intre artisti si inte-
lectuali, care simteau ca edifica ceva important. Cred ca generatia anilor '90 si 2000
a dus mai departe niste idei progresiste care fusesera sadite in anii 1970. i special
zona conceptuald, politicd, de comentariu social —artisti precum Lia Perjovschi, Dan
Perjovschi, Mona Vatamanu, Florin Tudor, Vlad Nancd, Stefan Tiron, Alexandra
Croitoru. Eu simt ca vin in continuarea a ceea ce au inceput ei.

=1 (Ce subiecte ti se par interesante si relevante astdzi?

= fn primul rind, functia artei in coordonatele sociopolitice mai mari ale capita-
lismului. Sint in cdutarea de noi instrumente de limbaj artistic care sa aiba un po-
tential politic emancipator si antiautoritar, subversiv. Asta-i provocarea. Arta indica
sistemului capitalist neoliberal principalele caracteristici ale unei constiinte critice sub-
versive, iar acesta cauta sa neutralizeze aceasta constiinta.

Pentru mine este important sd ma definesc ca o artista angajatd, politica, in contex-
tul de aici siin cel international. Ma intereseaza in special mecanismele contempo-
rane ale capitalismului colonial si ale patriarhatului, iar; in mod ideal, arta mea serveste
ca un instrument pentru a critica aceste sisteme de opresiune. Cred ca artistii ar
trebui sd recupereze zona agitationald si cea angajatd in artd, care din pacate sint
demonizate.

=1 Este feminismul relevant pentru tine si practica ta artisticd?

= Feminismul si miscarea queer sint viziuni colective politice cu care ma identi-
fic. Ambele corespund unor miscdri internationale, iar acest lucru e deseori pier-
dut din vedere. Exista prejudecata, reprodusa global, conform careia numai in spatiul
Occidentului se nasc miscari antiautoritare de eliberare, revolutionare, progresis-
te, si care, la rindul lor, sint foarte vizibile doar acolo.

Unii artisti cred ca functia artei si practica lor nu au legatura cu genizarea, ca este
deasupra acestor categorii. Pot empatiza cu aceastd pozitie doar dintr-o dorinta pen-
tru o lume post-gen. Problema este cd aceastd lume ideala unde nu exista discri-
minare si inegalitate intre genuri este foarte departe de noi. Strategic cred ca are
mult sens sa lucrezi cu genul si sexualitatea in calitate de constructe. Trebuie sa ne
construim insulele noastre de libertate in contextul nostru, fara a legitima hegemo-
nia patriarhald existenta.

Interviu cu lon Grigorescu

ION GRIGORESCU, nascutn 1945 la Bucuresti, unde trdieste si lucreaza, este o figurd iconicd a performance-
ului si artei conceptuale din Romania. La sfarsitul anilor "70, Grigorescu a inceput sa-si filmeze performance-
urile, care se concentrau pe actiuni ritualizate T jurul corpului sdu. Lucrdrile sale au fost achizitionate de colectii
precum MoMA New York, Muzeul de Arta Modernd din Varsovia, MNAC Bucuresti sau Kontakt si au fost
prezentate in nenumdrate expozitii in Romania si in lume.

r=1 Care au fost unele dintre provocdrile si obstacolele cu care v-ati confruntat ca artist
inainte de 19897 Ce subiecte vi s-au pdrut relevante inainte de 9897

= fnanii 70 am inceput sa fac niste expozitii cu fotografii acasa, cu lucrdrile mele
si ale unor artisti plastici, critici de artd, compozitori, care stiam ca fac si fotografie

scena

== Dada, clearly, is a fundamental landmark. I think it is important
that Dada has been an international movement, which has functioned
in many contexts, dissolving certain dichotomies between East and
West, in spite of economic and cultural differences, and of the impe-
rialism of that time. Situationism is another political and cultural
form that I find relevant. Especially if we think about the role played
by situationists in the social movements in France in 1968- 1969 and
their political engagement.

In the Romanian context, I find interesting postmodern art criticism

in the 1970s, which is the topic of my dissertation at the Bucharest Art
University. I believe that this was a period reach in affects, ideas, col-
laborations among artists and intellectuals, who had the feeling of
building something important. I also believe that the 1990s and 2000s
generation had developed certain progressive ideas that were planted
in the 1970s. Especially the conceptual, political and social commen-
tary part — artists such as Lia Perjovschi, Dan Perjovschi, Mona
Vatamanu, Florin Tudor, Vlad Nancé, Stefan Tiron, Alexandra Croitoru.
I feel that I come in the continuation of what they have started.

=1 [What topics seem interesting and relevant for you today?

== First of all, the function of art in the larger sociopolitical coordi-
nates of capitalism. I search for new instruments of artistic language,
which would have an emancipative, anti-authoritarian and subversive
political potential. This is the challenge. Art points out to the neolib-
eral capitalist system the main characteristics of subversive critical
consciousness, and the system tries to neutralize this consciousness.
For me, it is important to define myself as an engaged, political artist
both locally and internationally. I am interested especially in the con-
temporary mechanisms of colonial capitalism and of the patriarchy,
and, in reality, my art serves as an instrument for criticizing these
systems of oppression. I believe that artists should recuperate the
area of agitation and engagement in art, which are unfortunately
demonized.

=1 [s feminism relevant for you and your artistic practice?

= Feminism and the queer movement are collective political visions
with which I identify. Both correspond to international movements,
and this is often lost from sight. There is the globally reproduced
prejudice according to which anti-authoritarian movements of eman-
cipation, revolutionizing, progressive, very visible in the West, can be
born only in that space.

Some artists believe that the function of art and their practice have
no relationship with genderization, that they are above these cate-
gories. I can empathize with this position only from the point of view
of desire for a post-gender world. The problem is that this ideal world,
where there is no discrimination and inequality between genders, is
very remote from us. Strategically, I think that it makes more sense
to work with gender and sexuality than with other constructs. We
must build our islands of freedom in our own context, without legit-
imizing the existing patriarchal hegemony.

Interview with Ion Grigorescu

ION GRIGORESCU, born in 1945 in Bucharest where he lives and works,
is an iconic figure of performance and conceptual art in Romania. By the
end of the '70s Grigorescu began recording his performances, which
concentrated on ritualized actions around his body. His works have been
acquired by collections such as MoMA New York, Museum of Modern Art
Warsaw, MNAC Bucharest or Kontakt, and have been shown extensively
around the world.

=1 [Which were some of the challenges and obstacles you confront-
ed as an artist before 1989? What topics were relevant to you before
1989?

= In the 1970s, I have started making some exhibitions with photo-
graphs in my apartment, exhibiting my works and those by visual
artists, art critics, composers about whom I knew they have also
made classic photography. These exhibitions had not taken place
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clasica. Aceste expozitii nu erau In cadrul Uniunii Artistilor, care refuza sa ne ofere
o sald pentru a ardta aceste lucrari. Oficial, ei motivau ca nu au sectie de fotogra-
fie, dar am aflat c@ ziceau direct: ,Asta nu e arta“. Artd erau pictura, sculptura, arta
facutd de mind, care excludea aparatura si reproducerea mecanica. Asa ca am ince-
put sa fac aceste expozitii in casd, intli de fotografii, iar pe urma am fost captivat de
aparatul de film si de casetofon. Obisnuiam sd inregistrez discutii, intliniri prietenesti
cu alti artisti sau pe mine nsumi, fard a avea un program anume. Era o formd de
autoeducare. Din motive economice — aparitia crizei de film, de materiale fotogra-
fice, a importurilor —, dar si practice — nu vroiam sd fac numai genul dsta de incercari
sau sd le duc pind la capdt —, am abandonat, nu am mai facut.

Tn 1974 am awut o lucrare intr-o expozitie denumitd Arta si Istoria: era o fotogra-
fie facutd dupa televizor cind se ardtau demonstratiile de la 23 August, cu citate din
Ceausescu din Scinteia. Scopul meu era sa pun la incercare textul lor pe care eu
il foloseam cum vroiam, sd pun in evidentd textul lui Ceausescu despre it s-a sacri-
ficat poporul roman pentru asa-zisele realizari actuale, despre revolutia culturala care
va urma. Mi-am dat seama ca comisia de cenzurd nu avea cum sa se atinga de lucra-
rea asta. Dar imediat dupa aceea, a devenit interzis ca artistii sd scoata citate si sa
le foloseasca cum vroiau ei in lucrdri. Pe urma, in anii 1980 nu mai era admisibil
nici macar sd folosesti cuvinte imprimate, doar imagini.

La sfirsitul anilor '70 aparuserd greutdtile pe care toatd lumea le discuta: statul la coada
infernald dupa produse alimentare, umblatul cu tramvaiul sau cu autobuzul inghe-
suit dimineata, supravietuirea pe scara blocului — oamenii locuiau Tnduntru inghetati
sau prea incalziti. Mie mi s-a parut ca toate greutatile astea erau legate de concep-
tul de art3 intru totul. n perioada asta ma plictisisem de restul genurilor artistice,
film, fotografie, si md gindeam la o noua varianta — performance; in vremea aceea
nu stiam denumirea aceasta, terminologia a venit mai tirziu.

T anii ‘80 era foarte periculos sd obtii dovezi fotografice despre demolarile care
aveau loc in Bucuresti si despre santiere. Astdzi existd o documentatie, ce-i drept
incompletd, dar exista.

=1 Cine au fost unii dintre artistii sau intelectualii de care erati interesat cind ati ince-
put sd lucrati ca artist?

= Cind am Tnceput sa lucrez la sfirsitul anilor '60, surse de informatii despre artd
existau la biblioteci, Biblioteca Uniunii Artistilor; Biblioteca Muzeului National de Arta,
revista Arta. Aveam access si la reviste internationale: Artforum, Kunstforum, Art and
Artists Guide. Acestea erau oarecum la zi, iar aici, in periferie, aproape nu mai conta
decalajul intre ce se intimplase si ce era reprezentat in revista. Imi aduc aminte ci
eram interesat de niste artisti care au lucrat in artd contemporand, urmdrind ce se
intimpld in strdinatate: Paul Neagu, care a avut o expozitie Tnainte de a emigra n
Marea Britanie, sau lulian Mereutd, care era si redactor la revista Arta. 1A perioa-
da aceea aveam niste incercari izolate de a face ceva, fard sa discut cu alti artisti, fara
sa ne verificdm unul prin celdlatt. Nu expuneam si nu aveam ceva in comun decit
foarte putin si vag cu acesti artisti.

r=1 Care sint pentru dumneavoastrd valoarea si semnificatia colabordrilor cu alti artisti?
= §n anii '70 mi intlineam cu alti artisti si improvizam. Nimeni nu era silit sa facd
ceva, totul era foarte spontan, nici macar nu ne propuneam sd facem artd. Ne reu-
neam mai degraba din placerea de a ne revedea sau de a ne plimba undeva, de a
vedea virtutile unui peisaj impreuna. Tn 1978 foarte multi artisti cu care incepusem
aceste lucruri au emigrat si am rdmas singur sd lucrez. De atunci nu am mai reusit
sa Imi refac prietenii asa de strinse. In acelasi an mi-am dat demisia de la Casa Pio-
nierilor, iar fn decada urmatoare m-am rupt complet de scena de arta din Bucu-
resti. M-am retras din viata publicd a galeriilor siam plecat fn santiere de restaurare
la biserici. Asa mi-am cistigat si existenta atunci, nu din arta.
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within the Artists’ Association, which refused to give us a hall for
showing such works. Officially, they explained this through the fact
that they did not have a photography department, but I found out
that they declared directly: “This is not art”. Art was painting, sculp-
ture, handmade artifacts that excluded devices and mechanic repro-
duction. This is how I started to make these exhibitions at home,
initially with photographs, and later I have been captivated by the
film camera and the tape recorder. I used to record conversations,
friendly meetings with other artists or simply myself without a specif-
ic program. It was a form of self-teaching. For economic reasons

— the emergent crisis of rolls, photo materials and imports -, but also
for practical reasons - I did not want to make only this type of essays,
or to complete them, for that matter — I decided to abandon this,

I simply stopped doing it.

In 1974, I had a piece at an exhibition called Art and History:

it was a photograph of a television screen showing the August 23
demonstrations, juxtaposed with quotations from Ceausescu’s
speech published in the Scinteia magazine. My goal was to test this
text, which I used freely, to emphasize Ceausescu’s text about how
much sacrifice the Romanian people has brought for the current
achievements and about the coming cultural revolution. I have real-
ized that the censorship cannot touch this work. But immediately
after, there come a prohibition for artists to extract quotations and
to use them as they wanted in their works. Later, in the 1980s, it was
not even possible to use printed words, only images.

At the end of the 1970s, the difficulties discussed by everybody have
appeared: the infernal lines for food products, travelling on fully
packed trams and buses in the mornings, surviving on staircases

— people would live inside their frozen or overheated apartments.

To my mind, all these difficulties seemed to be completely linked
with the concept of art. In this period I got bored with the other
artistic genres, film, photography, and I was thinking about a new
version — performance; at that time I did not know it was called like
that, terminology came later.

In the 1980s it was dangerous to obtain photographic evidence of
demolitions taking place in Bucharest and of construction sites. Today,
there is a documentation — incomplete, it is true —, but there is one.
r=1 Who were some of the artists or intellectuals you were interest-
ed in when you started to work as an artist?

== When I started to work in the late 1960s, there were sources of
information on art in libraries, the Library of the Artists’ Associations,
the Library of the National Art Museum, the Arta magazine. I could
also access international journals: Artforum, Kunstforum and Art and
Artists Guide. These were in a certain sense up to date, and here, at
the periphery, the distance between developments in the art world
and their representations in journals was almost insignificant. I recall
that I was interested in some artists working in contemporary art
and following the developments from abroad: Paul Neagu, who had
an exhibition before emigrating to the UK, or Iulian Mereuta, who
was also an editor of the Arta magazine. At that time, I had some
isolated attempts at doing something, without discussing with other
artists, without checking on each other. We did not exhibit and had
in common only very little and very vague things.

r=1 What are for you the value and the significance of collaborating
with other artists?

=3 In the 1970s, I met other artists and we would improvise.
Nobody was forced to do anything. Everything was very sponta-
neous. We did not even set as a goal to ourselves to make art.

We have met rather because of the pleasure of seeing each other,

of taking a walk somewhere, of examining the virtues of a landscape
together. In 1978, many artists with whom I have started these things
emigrated and I was left to work alone. Since then I have never man-
aged to create such strong friendships again. The same year I quit
my position at the Pioneers’ House, and in the next decade I isolated
myself completely from the Bucharest art scene. I withdrew from the
public life of galleries and went to work on church restoration sites.

In prezent consider ci e prea tirziu pentru mine si am colabordri, pe de o parte
din cauza diferentei de Virstd. E o ruptura de generatie. Tinerii care ar putea face
ceva au o atitudine prea respectuoasa si ma plaseaza undeva prea sus. La Bienala
de la Venetia din 201 | am lucrat cu Anetta Mona Chisa si Lucia Tkacova pentru
pavilionul Romaniei, dar ideea de a expune impreuna a fost a curatorilor. Intr-adevar,
pentru mine din interior era greu de vazut legdtura, dar din exterior, formal, mer-
gea. Am lucrat si cu lon Bitzan la editia din 1997 a Bienalei, tot in pavilionul Roma-
niei. Atunci am ncercat amindoi s& mimam obiecte de arta veche, dar a fost o
nereusitd — mi-am dat seama ca nu e ce trebuia in contextul de acolo. Am mai lucrat
cu Nicu Ifoveanu, un artist care avea mijloace fotografice si o buna intelegere a ceea
ce vroiam sa realizez, dar nu as considera-o ca pe o colaborare n adevaratul sens
al cuvintului.

lon Grigorescu

Untitled, [The Romanians have lied - he said that we have, we can and we don't
lack anything to be “Europeans”, that we can do business, that COMMUNISM
didn’t glue itself to us, that we were not and we are not SECURISTI/Secret Police],
drawing, 1989
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=1 Cum a dfectat cdderea dictaturii arta din Romdnia? Cum i-a afectat pe artistii
de aici?

= fn toamna Iui 1989 eram plecat la lucru pe un santier la o biserica in Mehe-
dinti. Acolo ascultam ,Europa Liberd®, ca si alti preoti si tarani, desi nu discutam intre
noi ce aflam de la radio. Asa, In decembrie am aflat de Timisoara si m-am dus ime-
diat la Bucuresti. Am prins perioada cind se trdgea cu gloante in populatie si cu tunuri
prin ferestrele Muzeului de Arta. Desi eram n multime, in momentele acelea eram
mai mult ingrijorat pentru familia mea, nu aveam intentia de a intra in Comitetul
Central asa cum au facut altii. M-am gindit foarte putin la arta si nu am facut foto-
grafii atunci, desi erau evenimente care meritau imprimate. Simteam cd era o fer-
voare de participare, nu de Tnregistrare distantatd, la o parte de evenimente.

In primul salon de art liber" de la evenimentele din decembrie 1989, nu a fost
nicio lucrare despre revolutie sau despre faptul ca oamenii au murit si s-au Tmpuscat
intre ei. Aproape numai peisaje si naturi moarte, cum era fnainte de revolutie. Cred
cd asta aratd si cultura unui popor. T perioada aceea am expus o lucrare care avea
o pentagrama cu un tap in mijloc in loc de om, centrul universului; imprejur am
scris ,Romanul a mintit*, laolalta cu niste explicatii de la Petre Roman [prim-minis-
trul Roméaniei intre 1989 si 199 1] despre adioul fatd de Securitate si construirea capi-
talismului in continuare. Pentru mine aceste explicatii erau niste minciuni.

Tn anii 1990, stimulati de aparitia Centrului Soros, artistii si teoreticienii au inceput
sa formeze niste arhive si sa publice niste studii despre generatia precedenta care
erau foarte bune. Auinceput sa vina si cercetatori interesati din afara. In acelasi timp,
am observat ca multi tineri artisti ma luau (nu numai pe mine) drept un model, un
disident cu o atitudine exemplard. Mi-am dat seama ca trebuie sd fac expozitii in
care sd ardt care e adevarul, sd vorbesc despre compromisuri, despre faptul ca viata
de zi cu zi nu era numai cu dintii inclestati fata de dictatura pe care eu mi-o inchi-
puiam fard capat.

r=1 Care credeti cd sint principalele provocdri cu care s-au confruntat artistii dupd
19897 Dar in prezent?

== Artistii romani aveau inca dupd revolutie UAP [Uniunea Artistilor Plastici]
drept coloana vertebrald, adicd fdrd ea nu ar fi putut exista si curind au vdzut cum
,coloana“ li se subtiaza si odata cu marile industrii averile Uniunii dispar si ele. Ca
urmare, o parte au cautat independenta, restul au pierdut ateliere, au saracit, conti-
nuind sd fie membri ai UAP Cam prin 1994-'95, Ministerul Culturii a faicut uttime-
le achizitii. Saloane nationale nu s-au mai facut, deci ultimele sperante ca statul sa
mai hraneasca artistii au pierit. Pind si studiile la Academie, devenitd apoi Universi-
tate de Arte, si-au pierdut importanta. Artistii erau obisnuiti sa lucreze si sa vinda
la negru si s-au dezvoltat in capitalism cite putin.

Tntre tineri au inceput sa se inchege notiunile de curator, galerist, ceea ce i-a aju-
tat sd se afirme si sd gaseasca unde sa se exprime in public. Cei mai in Virstd s-au
hranit cu speranta ca Ministerul sa deschida un muzeu si sa li se recunoascd meri-
tele istorice. Muzeul [MNAC — Muzeul National de Artd Contemporand] a aparut
foarte greu [in 2004], dupa multd asteptare si bineinteles fara consultdri. Tot gene-
ratia noua a fost beneficiara muzeului, a revistelor de arta si a galeriilor care, trep-
tat, au si dus in straindtate marfa. Abia acum cftiva ani s-a echilibrat putin situatia,
dupd ce au apdrut casele de licitatie, care, parca raspunzind vechilor colectionari
ai artei anilor '60—"70, in special colectionari de picturd, nu atit au refacut cota artisti-
lorin virsta, it au mobilizat marfa acumulatd, imobilizata in ateliere. Nu cota, spun,
pentru cd deja la data aceea erau deja lansati tineri noi, pictori din Cluj (absolventi
ai Institutului de acolo), lansati in strdindtate, poate ar fi interesant de studiat com-
parativ Virsta si aspiratiile politice si estetice ale binefacatorilor mecena la est si la vest
de noi.
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This is how I earned my living at the time, not from art.

Presently, I consider that it is too late for me to work in collabora-
tion, partially because of the age difference. There is a generation
break. Youngsters who could do something are too respectful and
place me somewhere too high. At the Venice Biennial in 2011, I have
worked with Anetta Mona Chisa and Lucia Tka¢ova for the Romanian
Pavilion, but the idea of exhibiting together came from the curators.
Indeed, for me it was difficult to see the internal link, but externally,
formally, it was alright. I worked with Ion Bitzan for the Romanian
Pavilion of the 1997 edition of the same biennial. At that point we
both tried to imitate old art objects, but it was a failure - I realized
this was not what was needed in that context. I have also worked
with Nicu Ilfoveanu, an artist who had the photographic means and
a good comprehension of what I wanted to work on, but I would not
see it as collaboration in the very sense of the term.

r=1 How did the fall of the dictatorship affect Romanian art? How did
it affect artists around here?

= In the autumn of 1989, I was gone to work on a church restora-
tion site in Mehedinti county. There I have listened to radio Free
Europe, as other people, priests and peasants, did, even though we
never talked about what we were listening on the radio. In Decem-
ber I heard about Timisoara, and I went to Bucharest immediately.

I arrived at the moment when they were shooting at people and
canons were placed in the windows of the Art Museum. Although

I was in the crowd, in those moments I was more concerned with my
family, I did not have the intention of entering the Central Commit-
tee’s building, as other people did. I was thinking very little about
art, and I did not take any pictures, although these were events
worth of recording. I felt that it was a fever of participation, and not
of aloof recording, remote from the events.

In the first “free” art salon since the events in December 1989, there
was not a single work on revolution, or about the fact that people
have died and have shot one another. There were almost exclusively
landscapes and still lifes, just as before the revolution. I believe this
also demonstrates the culture of a people. At that time, I exhibited

a work with a pentagram having a goat in its middle instead of a man,
the center of the universe; around this image I wrote the words

“The Romanians have lied"”, together with some explanations by
Petre Roman [the prime minister of Romania between 1989 and
1991] about the farewell to Securitate and the building of capitalism.
For me, these explanations were only lies.

In the 1990s, stimulated by the establishment of the Soros Center,
artists and theorists have started to build archives and publish stud-
ies about the previous generation, materials that were very good.
Some interested researchers from abroad started coming. At the
same time, I have noticed that many youngsters took me (and not
only me) as a model, a dissident with an exemplary attitude. I real-
ized that I must create exhibitions in which I can show the truth,
speak about the compromises, about the fact that everyday life

was not only about clenching our teeth against a dictatorship that

I believed to be endless.

r=1 What are in your opinion the main challenges faced by artists
after 1989? And what about the present times?

= After the revolution, Romanian artists still had as a spine the
UAP [Uniunea Artistilor Plastici — the Association of Visual Artists],
that is, without this institution they could not exist, and very early
they have seen how their “spine” becomes less and less, and with
the disappearance of grand industries, the money of UAP disap-
pears, too. Consequently, some searched for independence, others
lost their studios, became poor, continuing to be members of UAP.
Around 1994-1995, the Ministry of Culture made its last acquisitions.
National salons ceased to be organized; therefore, the last hopes
that the state will feed artists perished. Even education at the Acade-
my, which became the Art University, lost its importance. Artists
were used to work and sell behind the counter, and they developed
a little under capitalism.

Vlad Basalici
Black Space, performance, photograph by Iulius Costache, Atelierul de Productie, Bucharest, 2010

scena

Among youngsters, concepts such as curator and gallery owner
started coagulating, which helped them in affirming themselves

and in finding a place of public expression. The older ones have
nourished the hope that the Ministry will open a museum and their
historical merits will be recognized. The Museum [MNAC — Muzeul
National de Arta Contemporana — National Museum of Contem-
porary Art] has appeared through great hardships [in 2004], after
many expectations and without public consultations. Once again,

it was the new generation that has benefited from the Museum, art
journals and galleries, which, gradually, have also taken the merchan-
dise abroad. Only recently the situation has become more balanced
only, after the appearance of auction houses that, as if in response to
old collectors of art from the 1960s and 1970s, especially collectors
of paintings, have somewhat changed things. Not that they would
regain the market value of old artists, but at least they mobilized the
accumulated merchandize staying unmoved in studios. Not the mar-
ket value, I say, because at that point, new artists have already
emerged, painters from Cluj (graduates of the Art Academy), launched
abroad. It would be perhaps interesting to study comparatively the
age and the aesthetical and political aspirations of art benefactors
in the East and the West.

It is funny, or frightening, that, in the compulsory wealth declara-
tions by politicians and state officials, one can find certain quantities
of art; in coffee shops and restaurants, in banks and private institu-
tions one can only see art of an average quality, an unhistorical
modernism, especially painting. Some institutions in Strasbourg

or Brussels played the role of benefactors blindly, choosing European
topics that Bucharest has not yet developed (minorities, identities).
More than under socialism, artists had to learned independence
from sources pertaining to art administration. Many times they had
to set a price, and when artists set a price, they know with whom
they shook hands and what kind of art they have made. Participation
in different artistic contexts, where galleries have a different age,
and money has a different influence, has acquainted us with an
almost military rigor. Our domestic indecision is still poetic! What
arguments are able to command there? We should wait for our
market value to grow!

Interview with Vlad Basalici

VLAD BASALICI is visual artist and performer, he lives and works in
Bucharest and London. In his projects he researches the modes in which
we perceive temporality. His works, individual or realized in different col-
laborations, have been presented in institutions or contexts such as: the
Festival eXplore Bucharest, Alternative Film/Video Festival Belgrade,
Dansehallerne Copenhague, Alert Studio Bucharest, Paintbrush Factory
Cluj, Center for Visual Introspection Bucharest, National Dance Center
Bucharest, tranzit.ro/ Bucharest, Brut Vienna.

=1 Vhat are the challenges you face as an artist today?

= My objectives are to be rigorous in what I am doing, to complete
projects I took on, regardless whether they are big or small. I also
desire to survive through what I do as an artist. Now I work and live
between London and Bucharest. I was active in several contexts with
foreign artists, where I received more support from Romania than
what they received from their own countries. This does not mean
that here one is not in a precarious condition as an artist, but in com-
parison to what happens in other parts of the world, things are more
nuanced.

Generally, artists trying to live of their art depend on certain struc-
tures. I believe it is important to set yourself clear rules, connected
to how much you are ready to negotiate. There were situations when
I was part of a larger project, where I had to renounce certain things
for the sake of functioning. There also were situations I entered in

a certain context, which later gradually changed. I realized that my
piece would have not function in the new situation, and I decided to
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Nostim sau terifiant este faptul ca in declaratiile de avere ale demnitarilor statului
se regdsesc cantitdti de artd; in cafenele si restaurante, in bandi si institutii private
vedem, in mare, doar arta de calitate medie, un modermnism anistoric, Tn special pictu-
rd. Clteva institutii de la Strasbourg sau Bruxelles au facut si ele mecenat fara
alegere, pe teme europene pe care Bucurestiul nu si le facuse Tnca (minoritati, iden-
titate). Mult mai mult decit in socialism, a trebuit sd se nvete independenta de sur-
sele de obladuit arta. De mult mai multe ori a trebuit sd fie pus pretul, iar cind un
artist pune pretul e constient cu cine a dat mina si ce fel de artd a facut. Participa-
rea Tn alt context artistic, unde galeriile au altd virsta si banii alta fluenta, ne-a facut
cunostintd cu rigori aproape militare. Pdi indecizia de acasa este inca poetical Cu
ce argumente sa comanzi acolo? Sa asteptam sa ne mai creasca cotal

Interviu cu Vlad Basalici

VLAD BASALICI este artist vizual si performer, trdieste si lucreazd in Bucuresti si Londra. Tn proiectele sale cer-
ceteazd modurile In care percepem temporalitatea. Lucrdrile sale, individuale sau realizate in diverse colaborari
au fost prezentate la Festivalul eXplore Bucuresti, la Alternative Film/Video Festival Belgrad, Dansehallerne,
Copenhaga, Alert Studio Bucuresti, Fabrica de Pensule Cluj, Centrul de Introspectie Vizuald Bucuresti, Cen-
trul National al Dansului Bucuresti, tranzit.ro/Bucuresti, Brut Viena.

r=1 Care sint provocdrile cu care te confrunti ca artist astdzi?

= Obiectivele mele sint sd fiu consecvent in ceea ce fac si sd duc la capdt pro-
iectele pe care mi le-am propus, fie 3 sint mari sau mai restrinse. imi doresc si s
supravietuiesc prin ceea ce fac ca artist. Acum lucrez si locuiesc intre Londra si Bucu-
resti. Am fost activ in mai multe contexte cu artisti strdini, in care am primit mai mutt
sprijin din Romania decit ei din térile lor. Asta nu fnseamna ca aici nu esti intr-o situatie
precara ca artist, dar, comparativ cu ceea ce intimpla in alte parti, lucrurile sint mai
nuantate.

I general, artistii care incearca sa supravietuiasca din arta lor depind de anumite
structuri. Mi se pare important sa fti stabilesti niste reguli, legate de cit esti dispus
sd negociezi. Au existat situatii cind am facut parte dintr-un proiect mai mare, unde
atrebuit s las de la mine pentru ca lucrurile sa functioneze. Au existat si situatii in
care am intrat intr-un anumit context care treptat s-a modificat. Mi-am dat seama
cd lucrarea mea nu ar mai fi functionat in noua situatie, si atunci m-am retras. Tncerc
sd evit pozitia de victima. Daca proiectul meu se poate face, bine, daca nu, fieca-
re merge pe drumul lui.

=1 Care crezi cd erau provocdrile cu care se confruntau artistii inainte de | 9897
= Cred ca si artistii se loveau atunci de probleme similare: sa supravietuiasca si
sa fie consecventi n ceea ce faceau, dar conditille si presiunile erau altele atunci. In
anii 1980 puteai sd faci ceea ce vroiai tu in atelier, dar nu puteai sd ardti lucrdrile unui
public larg. Si atunci trebuia sd faci o alegere, dacd continui sd lucrezi asa cum crezi
tu, neasteptind sa se intimple ceva.

Acum exista o speranta cd o sa se Tntimple ceva cu ceea ce faci. Atunci cred cd lucru-
rile erau mult mai dificile. Accesul la public era restrictionat. Nu aveai acces liber la
spatiul public. Si acum sint niste limite: ori te pliezi, ori actionezi de unul singur. Uneori
ai impresia ca foarte multe situatii sint permeabile, dar cind vrei sa faci ceva i dai
seama ca nu e asa de usor. Consecintele atunci insa puteau sd fie mult mai grave
decit acum.

=1 Cum ai caracteriza scena de artd din Romdnia inainte de revolutie?

= Am citit recent cartea Alexandrei Titu despre perioada asta, Experiment — in
arta roméneascd dupd 1960. In anii 1970 artistii i permiteau si experimenteze foar-
te mult. La un moment dat a existat o anumita efervescenta. Artistii si asumau ris-
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withdraw. I try to avoid the position of the victim. If my project can
be done, I am happy, if not, everybody follows their path.

r=1 What were in your opinion the challenges artists faced before
19892

= [ believe that artists faced similar difficulties at that time: to sur-
vive and to be rigorous in what they were doing, but the conditions
and pressures were different. In the 1980s you could do whatever
you wanted in your studio, but you were not able to show your work
to a larger public. You had to make a choice: to keep on working as
you thought it right, without expecting anything to happen.
Currently there is a hope that something will happen with what you
do. At that time, things were much more difficult, I think. The access
to the public has been restricted. One could not access public space.
Even presently there are some limitations: either you adapt, or you
act alone. I have the impression sometimes that many situations are
accessible, but when I try doing something I realize that it is not so
easy. But, in the past, consequences could be much harsher than now.
r=1 How would you characterize the art scene in Romania before the
revolution?

= [ have recently read Alexandra Titu’s book about this period,
Experiment — in Romanian Art Since 1960. In the 1970s, artists could
afford to experiment a lot. At a certain point, there was a certain
effervescence. Artists took on risks. In the 1980s, there was a break.
The situation in Romania deteriorated, and some artists have
become isolated. Many have chosen to make more conventional
paintings or sculptures, as this sort of works has been accepted and
bought up by the state via UAP (the Association of Visual Artists).
As if these artists would have told themselves: “Our childhood is
over, we must do more serious things now".

r=1 How would you characterize the Romanian art scene of the pres-
ent moment?

= An important period for me was when I worked for three years
in the old CNDB (Bucharest National Center for Dance), together
with a group of artists with whom I was in a constant dialogue. A
critical honesty was created in that group. As an artist, one made a
performance, presented it and people would tell him or her what are
its weak points. One had to have an articulate and honest discourse
about what others were doing, without trappings. In the spring of
2011, we were threatened to be evacuated any day, and artists felt
they could experiment because they lived without knowing what will
happen next day. I do have projects within the new CNDB, too, but
the situation is not the same, dynamics have changed. Before, the
institution had a budget for producing new performances, now this
is gone. The former CNDB has been a moment that is now gone.
Currently,

I am closer to the visual scene, which is much more fragmented,
kept together by a few poles: exhibition spaces, institutions.

=1 Who were some of the artists or intellectuals that you have been
interested in?

= [ am interested in a few artists about whom I believe that they
were alive in the 1970s, such as Geta Brétescu, Ion Grigorescu,
Miklos Onucsan.

=1 What topics are interesting and relevant for you today?

= For me, this is not so much about topics, but about how they
manage to fit certain projects. I am interested in temporality, which
I always see in relation to something specific. I am stimulated by this
“something” that in certain projects has to do with the private, inti-
mate space, and in other projects with public space. I am interested
in that tension that transforms the present into a space of expec-
tation.

For instance, in my last video Broken Intervals (2012), exhibited at
the Salonul de Proiecte in Bucharest, I start from the revolution in
Romania in 1989. My work, however, is not about revolution, but
about the way in which we give a meaning to such an event. The
video contains only the time codes of certain sequences filmed dur-
ing the revolution, the rest of the action is deleted from the image.

curi. In anii 1980 s-a produs o fractura. Situatia din Romania s-a deteriorat, iar unii
artisti au devenit izolati. Multi au ales sa faca o pictura si sculptura mai conventio-
nale, fiindca acest gen de lucrdri erau acceptate si achizitioanate de stat prin UAP
(Uniunea Artistilor Plastici). E ca si cum acesti artisti au spus: ,Ne-am trdit copilaria,
acum trebuie sa trecem la lucruri serioase”.

=1 Cum ai caracteriza scena de artd din Romdnia in prezent?

= O perioada importanta pentru mine a fost atunci cind am lucrat timp de trei
ani in cadrul vechiului CNDB (Centrul National al Dansului Bucuresti), aldturi de
un grup de artisti cu care eram mereu fn dialog. Acolo se crease o onestitate criti-
cd n interiorul grupului. Ca artist, faceai un performance, il prezentai si camenii i
spuneau direct unde nu functioneaza. Si la rindul tau trebuia sa ai un discurs articu-
lat si onest despre ce ficeau ceilalti, fird nflorituri. In primévara lui 201 | eram amenin-
tati cd o sa fim evacuati in orice zi, iar artistii simteau ca pot experimenta findca traiau
fard sa stie ce se va intimpla mfine. Am proiecte si la noul CNDB, dar situatia nu
mai e aceeasi; s-a schimbat dinamica. Atunci aveau un buget de productie pentru
performance-uri noi, care acum nu mai existd. Fostul CNDB a fost un moment care
s-a consumat. Acum sint mai aproape de scena vizuald, care e mult mai fragmen-
tatd, tinutd impreuna de cftiva poli: spatii de expunere, institutii.

=1 (Cine au fost unii dintre artistii sau intelectualii de care esti interesat?

= Md intereseazd ctiva artisti care mi se pare ca au fost vii in perioada anilor 1970,
ca Geta Brdtescu, lon Grigorescu, Miklos Onucsan.

=1 (Ce subiecte sint interesante si relevante pentru tine astdzi?

== Pentru mine nu e vorba atit de mult de subiecte, cft de modulin care ele ajung
sa se potriveascd cu anumite proiecte. Ma intereseaza temporalitatea, pe care o
vad Tntotdeauna in legaturd cu ceva anume. Ma stimuleaza acest ,ceva“ care in anu-
mite proiecte tine de spatiul privat, intim, iar in altele de spatiul public. Md intere-
seazd acea tensiune care transforma prezentul intr-un spatiu al asteptarii.

De exemplu, in uttimul meu video, Intervale sparte (2012), expus la Salonul de Pro-
iecte din Bucuresti, pornesc de la revolutia din Romania din 1989. Tns3 lucrarea nu
este despre revolutie, ci despre modul in care noi ddm sens unui astfel de eveni-
ment. Filmul contine doar timecodurile din diverse secvente filmate in timpul re-
volutiei, restul actiunii este sters din imagine. Tn momentul in care redud informatia,
obtii o altd informatie.

=1 Cum crezi cd a dfectat revolutia arta din Romdnia? Cum i-a afectat pe artistii
de aici?

= Distanta temporald dintre ce s-a intimplat acum 20 de ani si momentul pre-
zent este importanta. Desi fatd de anumite evenimente esti implicat emotional, si
atunci e greu sd iei distanta. Tn anii 1990 era o nevoie de a discuta Si, cU toate astea,
totul era vazut in alb si negru, pe cind acum lucrurile s-au mai decantat si artistii se
raporteazd mai critic la ce s-a intimplat atunci. Cred ca si in artd nu mai este acelasi
gen de Incrincenare si lucrurile sint vazute mai la rece. Cit priveste vechea diho-
tomie Est-Vest, cred ca acum nu mai este asa de pregnanta, pentru ca ne miscam
ntr-un spatiu global.

=1 Care sint pentru tine valoarea si semnificatia colabordrilor cu alti artisti?

=2 Mie intotdeauna lucrdrile pe care le-am facut impreuna cu alti artisti mi s-au
parut mult mai experimentale n raport cu traseul propriu. in sensul ¢ atundi dind
mi propun sa fac ceva, stiu cum o sa arate, in linii mari. Tntr-o colaborare, ceea ce
faci nu e nici al tau, nici al celuilalt, ci undeva intre, intr-un spatiu de negociere. Prin
colabordri esti deraiat, si mi se pare important lucrul acesta pentru cd fncep sd des-
copar niste lucruri pe care nu le-am observat pind atunci.

scena

When you reduce information, you obtain different information.

=1 How did revolution affect art in Romania in your opinion? How
did it affect other artists from here?

= The temporal distance between what has happened 20 years
ago and the current moment is important. However, certain events
involve us emotionally, and then it is difficult to keep a distance. In
the 1990s was a need to talk, but in spite of this everything has been
seen in black and white, while now things are more clear, and artists
relate more critically to what happened in that time. I believe that in
art, too, there is less of that type of dogfight and things are seen in a
more sober manner. As regards the old dichotomy East/West, I think
that now this is no longer so important, because we move in a global
space.

=1 What are for you the value and significance of collaborating with
other artists?

= [t always seemed to me that things I have done with other artists
were more experimental in comparison to my own trajectory. In the
sense that, when I set my mind to do something, I know what it will
look like at large. In a collaboration, what you do is neither yours,
nor of the other, but it is somewhere in-between, in a space of nego-
tiation. Through collaborations one is off the track, and this thing
seems important to me because I start discovering certain things
that I never noticed until that point.

Translated by Alexandru Polgar
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insert

Fotografille expoxzitilor au preluat rolul principal in comunicarea artei si a contextelor ei. Trecerea de la a gindi despre arta in termeni de expozitie,
si nu atft de lucrdri, respectiv valoarea superioard acordatd practicilor curatoriale, impreuna cu expansiunea geograficd globald a evenimen-
telor de artd contemporana sint factori ce determind motivul pentru care Tnregistrarea documentara a expozitilor a devenit atft de impor-
tantd. Acest limbaj fotografic are insd si el regulile sale canonice sau macar anumite limite impuse de acest mijloc de exprimare, caci oricine
poate vedea cu usurintd ca incercarea de a fotografia munca de aranjare n spatiu facuta de curator ajunge n cele din urma sa Tnregistreze
mai curind peretii decit lucrarile. La prima vedere, acest dezechilibru spatial al continutului in raport cu golul alb (in cazul spatiilor de tip cub
alb) pare sd fie mai degrabad dezavantajos pentru scopul de a comunica arta. Dar spatiul gol al peretilor nu e niciodata gol si, la fel cum contex-
tul merge mind in mind cu continutul in economia expozitiilor, spatiul alb din fotografii e esential in comunicarea unui context artistic. In ciuda
unor critici severe, formatul expozitional de tip cub alb e ncd forma cea mai raspinditd de a prezenta arta. Pretentiile sale de neutralitate,
goliciune, universalitate sint usor de anulat de Tncarcdtura sa politicd si istorica, dar, cu toate astea, acest format functioneaza ca o conventie
consolidatd, acelasi lucru fiind valabil pentru nregistrarea fotografica si pretentiile sale de obiectivitate si atemporalitate.

T seria Exhibition Views, mai multe imagini menite sa comunice in mod oficial despre o expozitie sint lipite T asa fel incit sa se creeze un spatiu
virtual, nou. Peretii galeriilor, ai muzeelor si ai tirgurilor din imagini construiesc un spatiu expozitional fictiv si improbabil, sustinind o noua con-
figuratie a lucrdrilor, care ar putea fi un fragment dintr-o expozitie imaginard. Aducind laolalta pereti din diverse cuburi albe Tncarcate politic
produce tensiune de-a lungul lipiturilor, unde incompatibilitatea modurilor expozitionale e reflectatd in calitatea diferita a imaginilor fotogra-
fice facute publice. (Traducere de Alexandru Polgar)

Flaviu Rogojan: Exhibition Views

Exhibition views or installation shots took over the leading role in communicating art and its contexts. The shift of thinking about art in terms of exhibitions, rather
than works, and the higher value attributed to curatorial practices, together with the global geographical expansion of contemporary art events, are all factors in
determining why exhibition documentation has become so important in contemporary art. This photographic language is not without its canonic rules or medium
limitations, as one can readily see that by trying to photograph the curator’s work of spatial arrangement you end up recording more wall than work. At first glance
this territorial imbalance of content versus white void (typical of white cube spaces) seems to be rather disadvantageous to the purpose of communicating art.

But the empty wall-space is never empty, and just as context is on par with content in the economy of exhibitions, the white space in exhibition views is just as essen-
tial in communicating an art context. The white cube exhibition format is still, in spite of heavy criticism, the most widespread way of showing art. Its claims of neu-
trality, emptiness, universality, are easily overridden by its underlying political and historical load, yet it functions as an entrenched convention, and the same applies
to this type of photographic documentation, with its claims of objectivity and timelessness.

In the Exhibition Views series several official exhibition communication installation shots are stitched together in such a way as to create a new virtual space. The gal-
leries, museum, and trade fair walls from each picture build up a fictional and improbable virtual exhibition space, holding a new configuration of works that could
form a fragment of an imaginary exhibition. Bringing together walls from different politically charged white cubes causes tension at the seams, where the incompati-
bility of exhibition modes is reflected in the varying image qualities of released photos. (Flaviu Rogojan)

FLAVIU ROGOJAN (b. 1990) lives and works in Cluj. Previous exhibitions include: Dear Money, Viennafair, Vienna (2013); It's Compulsory That We Have a Title, Salonul de Proiecte,
Bucharest (2013); Carrot and Stick, Baril, Cluj (2012). From 2011 to 2012 he was the project coordinator/curator of Atas ProjectSpace.
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Autoperforationsartisten (Micha Brendel, Else Gabriel, Rainer Gé6rB)
Allez! Arrest, 1988, performance in Leipzig, Eigen + Art Gallery, courtesy: Micha Brendel

Continuitate si schimbare: arta performance
in Europa de Est incepind cu anii 1960
Amy Bryzgel

in Europa de Est arta performance are o traditie bogata care dateaza inca din anii
1960, dar istoria ei n-a fost inca scrisd. Articolul de fatd prezintd o compactare a
cercetdrilor mele de pind acum n legatura cu istoria practicilor de artd performan-
ce in Europa Centrala, de Est si de Sud ncepind cu 1960, pe baza unei incursiuni
originale in izvoarele primare si a unei munci de teren amanuntite in fiecare din-
tre tarile regiunii, care include fostele tari sovietice ale Europei de Est (Ucraina, Mol-
dova, Bielorusia si Tarile Baltice); tdrile-satelit ale Europei Centrale (Polonia,
Cehoslovacia, Ungaria, Bulgaria, Romania); lugoslavia; Germania de Est si Albania.
De vreme ce marea parte a regiunii n-a avut acces la Occident in perioada Razbo-
iului Rece, traditiile artei performance, si anume arta-actiune [action art], body art si
happening-urile, s-au aflat aici intr-o relativa izolare. Controlul de stat complet
asupra artei oficiale (picturd si sculpturd) a facut ca performance-ul s-a dezvoltat in
mod neoficial, in cercuri restrinse; el a mai adus dupa sine si cd, la nivel local, nu
s-a putut dezvolta niciun fel de discurs critic despre acest subiect. Mai mult, lipsa
de acces a cercetatorilor occidentali a insemnat ca aceste traditii n-au patruns in dis-
cursul occidental despre arta performance. In ciuda acestui hiat dintre cercetare si
practicd, artistii din regiune erau bransati, unii au avut ocazia chiar sd cdlatoreascd
(Milan Knizak, Tadeusz Kantor, Paul Neagu, pentru a da citeva nume), iar artistii occi-
dentali au vizitat si ei Estul (Gina Pane, Chris Burden), un fapt care face si mai sur-
prinzatoare absenta literaturii de specialitate in legatura cu aceasta istorie.

In anii 1960, arta performance a devenit un gen dominant in Occident. Tmbolditi
de o dorintd de a unifica arta si viata, artisti precum Allan Kaprow au ajuns sa cree-
ze happening-uri, care au ldrgit limitele ramelor picturii si au fost o artd vizuald ce
are locin spatiu si timp real. Artisti feministi, precum Carolee Schneeman, utilizase-
ra si body art, dar ambitia lor fusese aceea de a deveni agenti activi in procesul crea-
tor, si nu spectatori pasivi. Din cauza acestei concentrari pe actiunea efemerd, Amelia
Jones caracterizase arta performance ca un indicator al trecerii de la modemn la post-
modern, in masura fn care, din cauza naturii ei interactive si a faptului ca acordad vizi-
bilitate artistului, ea serveste la ,destabilizarea subiectului cartezian®. Mai mult, in anii
1960, Lucy Lippard si John Chandler observaserd, n cadrul artei minimale, concep-
tuale si performance, o deplasare de la concentrarea pe fabricarea de obiecte la con-
centrarea pe procesul de creatie.' fn misura i care, prin utilizarea corpurilor lor,
artistii creau opere de arta In timp real [live], opere care depindeau de prezenta
publicului si de interactiunea cu el, arta performance occidentald tintise adesea sa
scape de orizontul devenirii-marfa.?

Avrtistii din Europa Centrald si de Est comunista si socialista au fnceput sa experi-
menteze cu arta performance tot in anii 1960, dar din ratiuni care au fost adesea
diferite de cele ale artistilor occidentali si care au fost diferite si intre artistii estici.
De pilda, in tarile comuniste ale Europei Centrale, n locul pietei de arta au exis-
tat diverse grade de control statal asupra artei oficiale si spatiilor de expunere. Spre
deosebire de Occident, mai curind declt o critica a institutiilor artistice, utilizarea
performance-ului in Est fusese adesea o modalitate de redistigare din priza statului
a propriului corp si a spatiului din jurul lui. fnloc sa opereze ca o extensie a pictu-
ril, acesta a functionat ca o zona liberd in care se putea experimenta, ca o noud forma
de artd, care oferea posibilititi aparent nelimitate. Scriind despre arta performance
din America de Nord in anii 1960 si 1970, Robyn Brentano fsi aduce aminte cd
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CONTINUITY AND CHANGE: PERFORMANCE ART
IN EASTERN EUROPE SINCE THE 1960S
Amy Bryzgel

In Eastern Europe, performance art has a rich tradition dating back
to the 1960s, yet its history has not yet been written. This article
presents a consolidation of my research thus far on the history of
performance art practices in Central, Eastern and Southern Europe
since 1960, based on original primary source research and in-depth
field work in each country in the region, which includes the former
Soviet countries of Eastern Europe (Ukraine, Moldova, Belarus, and
the Baltics); the Satellite countries of Central Europe (Poland,
Czechoslovakia, Hungary, Bulgaria, Romania); Yugoslavia; East
Germany, and Albania. Since much of the region was closed off to
the West during the Cold War, performance art traditions, namely,
action art, body art and happenings, existed in relative isolation.
Complete state control over official art (painting and sculpture)
meant that performance developed unofficially, within closed circles;
it also meant that no critical discourse on the subject was able to
develop locally. Furthermore, lack of access by Western scholars
meant that these traditions did not enter the discourse on perform-
ance art in the West. Despite this gap between scholarship and prac-
tice, artists in the region were well connected; some travelled West
(Milan Knizék, Tadeusz Kantor, Paul Neagu, to name a few), yet
Western artists also travelled East (Gina Pane, Chris Burden), a fact
that makes the absence of literature on this history even more
surprising.

In the 1960s, performance art became a dominant genre in the
West. Motivated by a desire to unite art and life, artists such as Allan
Kaprow created happenings that expanded the limits of the painting
frame as visual art events taking place in real time and space. Femi-
nist artists, such as Carolee Schneeman, also used body art, but their
motivation was to become active agents in the creative process, as
opposed to passive bystanders. Because of this focus on ephemeral
action, Amelia Jones has characterized performance art as indicative
of a shift from modern to postmodern, insofar as it serves to “desta-
bilize the Cartesian subject”, given its interactive nature and the fact
that it gives visibility to the artist. Furthermore, in the 1960s, Lucy
Lippard and John Chandler noted a shift from a focus on creating
objects to the process of creation in minimal, conceptual and per-
formance art in the 1960s." Insofar as artists were creating live works
of art through the use of their bodies, which were dependent on the
presence of and interaction with the audience, Western performance
art was often aimed at escaping commodification.?

It was also in the 1960s that artists in communist and socialist East-
Central Europe began to engage with performance art, but for rea-
sons that often differed from those in the West, and which also varied
throughout the region. For example, in the communist countries of
Central Europe, instead of an art market, there existed varying
degrees of state control over official art and exhibition spaces. Unlike
in the West, rather than a critique of art institutions, the use of per-
formance in the East was often a way of reclaiming one’s body, and
the space around it, from the state. Instead of operating as an exten-
sion of painting, it often functioned as a free zone in which to experi-
ment, as a new art form that offered seemingly limitless possibilities.
Writing about performance art in North America in the 1960s and
1970s, Robyn Brentano recalls that “there was a sense in the air that
art would contribute to social change by changing consciousness
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Lplutea in aer sentimentul ca arta va contribui la schimbarea sociala prin modifica-
rea constiintelor si prin faptul cd opereaza in afara cadrelor institutionale ale esta-
blishment-ului artistic, cu scopul de a ajunge la un public nonartistic*.? In acest sens,
din cauza posibilitatilor pe care le permitea, performance-ul i atrdgea pe artisti de
ambele parti ale liniei de separatie geopoliticd. Cu toate astea, in lugoslavia socia-
listd, unde societatea consumului fusese incurajata si conexiunile cu Occidentul erau
mai puternice, performance-ul a dat nastere adesea unor critici la adresa institutii-
lor artistice. nsa aceste vodi ale dezacordului au aparut nu din spatiul galeriilor sau
alinstitutilor de arta profesioniste, asa cum s-a intimplat deseori in Occident, ci mai
curind din Centrele de Culturd Studentesti, infintate de Tito in marile orase din spatiul
fostei lugoslavii (Zagreb, Belgrad, Skopje) pentru a tine in friu activitatea studenteasca
rebeld ce-a urmat dupa valul de proteste internationale din 1968.

Cu toate astea, n Estul socialist, despre ,chestiunea femeilor” se credea in mod
universal ca fusese rezolvatd, facind feminismul inutil — un import enervant din Oc-
cident. Prin urmare, spre deosebire de Occident, exemplele de performance
feminist erau rare (pind si in lugoslavia), chiar daca existau si exceptii remarcabile,
de pilda In opera Iui Sanja Ivekovi¢ (Croatia/lugoslavia) si Jana Zelibska (Slovacia/
Cehoslovacia). Acesti artisti utilizasera performance-ul pentru a duce un razboi pe
doua fronturi impotriva societdtii patriarhale din cadrul ,socialismului real-existent”
si a spoielii sale egalitariste. Astfel, arta performance feministd din Europa de Est a
derivat dintr-o sfera sociald secundd, separata de orice miscare occidentala pen-
tru drepturi civile si in raspar cu ideile traditionale despre formarea si identitatea
sexuald din aceastd regiune. Acestea sint doar citeva exemple ale modalitdtilor n
care gestul familiar al performance-ului a rezonat in mod diferit in spatiul specific al
Estului.

Tnsa caracterul unic al artei performance n Europa de Est poate fi pus in evidenta
nu doar printr-o comparatie cu practicile occidentale, ci si prin contextualizari lo-
cale si regionale, dat find ca formele si semnificatiile acestei arte in cadrul regiunii
prezinta variatii de la tard la tard si s-au dezvoltat in momente diferite, in functie de
loc. Din cauza felului in care s-a adoptat socialismul de stat in fiecare republica socialis-
ta si In fiecare satelit al fostei Uniuni Sovietice, precum si in lugoslavia nealiniata si
in izolata Albanie, metodele si gradul controlului statal asupra libertdtilor individua-
le de expresie fusesera extrem de diverse. i timp ce artistii din lugoslavia s-au bucu-
rat de o abordare liberald, cei din regimurile lui Ceausescu si Hoxha au avut o alta
soartd. In Europa Centralg, artistii din Cehoslovacia au avut de indurat restrictii mai
severe in anii 1970, dupa invazia din 1968 a trupelor Pactului de la Varsovia, pe
cind in Polonia controlul a devenit mai strict abia dupd Legea martiald din [981. Totusi,
intimp ce n anii 1970 a avut loc o crestere brusca a artei performance n sfera neofi-
ciala din Cehoslovacia, in tari precum Letonia, de pildd, ea n-a devenit semnifica-
tivd pind Tn anii 1980. in Estonia si Moldova, ea a inceput sa Tnfloreasca dupa
infiintarea Centrelor Soros pentru Arta Contemporana in anii 1990. De aseme-
nea, artistii performance din diversele tari ale Europei de Est au avut de luptat cu
probleme diferite, in functie de contextul local. Tn acest sens, chiar daci exist3 putine
exemple de artd performance feministd in Letonia, numerosi artisti polonezi discutd
in lucrdrile lor chestiuni legate de sexualitate (Natalia L. L., Ewa Partum, Zbigniew
Libera, Katarzyna Kozyra, pentru a da citeva nume). Natura si manierain care aces-
te performance-uri au avut loc servesc drept barometru pentru situatia sociopoli-
ticd din diverse perioade si locuri ale sferei socialiste.

I acest articol voi examina conditiile sociale, politice, ideologice si materiale in care
actionau artisti din Est, Tn comparatie cu cei din Vest. Voi explora ce Tnseamnd a crea
artd performance Tn aceste conditii si functia pe care a avut-o performance-ul in acest
context. Voi extrage, de asemenea, exemple din perioada postcomunistd, juxtapu-
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and by operating outside the institutional confines of the art estab-
lishment where it could reach a non-art public”.® In this sense, per-
formance appealed to artists on both sides of the divide for the new
opportunities it afforded. In socialist Yugoslavia, however, where
consumerism was encouraged and connections with the West
stronger, performance often did engender a critique of artistic insti-
tutions. But these voices of dissent emerged not from the space of
the gallery or professional art institutions, as they often did in the
West, but rather from within the Student Culture Centers estab-
lished in major cities across the former Yugoslavia (Zagreb, Belgrade,
Skopje) by Tito, to contain rebellious student activity following the
wave of international protests in 1968.

That said, throughout the socialist East, the “women'’s question”

was widely believed to be resolved, rendering feminism unnecessary
- an annoying import from the West. Consequently, unlike in the
West, examples of feminist performance were rare (even in Yugo-
slavia), although with some notable exceptions, for example: the work
of Sanja Ivekovi¢ (Croatia/Yugoslavia) and Jana Zelibska (Slovakia/
Czechoslovakia). These artists used performance to wage a war on two
fronts: against the patriarchal society in “really existing socialism” and
its veneer of equality. Thus feminist performance art in Eastern Europe
developed from within a second social sphere, separate from any civil
rights movements as in the West, and counter to received ideas
regarding gender formation and identity in the region. These are but
a few examples of the ways in which the familiar gesture of perform-
ance resonated differently in the distinctive space of the East.

It is not only juxtaposition with Western practices that can shed light
on the unique character of performance art in Eastern Europe, but
local and regional contextualization as well, given that the forms and
meanings of performance art in the region also varied from country
to country, and developed at different times, depending on the loca-
tion. Because of the manner in which state socialism was adopted

in each republic and satellite of the former Soviet Union, as well

as in non-aligned Yugoslavia and isolated Albania, the methods and
extent of state control over individual freedoms of expression were
wide-ranging. While artists in Yugoslavia benefited from a liberal
approach, those under Ceausescu’s or Hoxha's regimes fared differ-
ently. In Central Europe, artists in Czechoslovakia endured tighter
controls in the 1970s, following the invasion of Warsaw Pact troops
in 1968, yet in Poland it was following Martial Law, in 1981, that con-
trols became stricter. However, while the 1970s witnessed a surge in
performance art in the unofficial sphere in Czechoslovakia, for exam-
ple, this genre did not become as significant in Latvia until the 1980s.
In Estonia and Moldova, it began to blossom following the establish-
ment of the Soros Centres for Contemporary Art in the 1990s. Fur-
thermore, performance artists in different countries of Eastern Europe
grappled with different issues, depending on the local context.

As a case in point, while there are few examples of feminist perform-
ance art in contemporary Latvia, numerous Polish artists deal with
gender issues in their work (Natalia L. L., Ewa Partum, Zbigniew
Libera, Katarzyna Kozyra, to name a few). The nature of and manner
in which these performances took place serve as a barometer for the
socio-political situation in different times and places in the socialist
sphere.

In this article I examine the socially, politically, ideologically and
materially different conditions in which artists from the East were
operating, in comparison to the West. I explore what it means does
to create performance art in these conditions, and what the function
of performance was in this context. I also probe examples from the
post-communist period, juxtaposing the work of contemporary
artists with their predecessors. In most instances, experimental art
practices such as conceptual and performance art were not taught in
the art academies across Eastern Europe, and many artists learned of
international examples before becoming aware of precedents from
within their own native country. Most, if not all, of the contemporary
artists in this article have experienced this situation. Consequently

nind lucrdri ale unor artisti contemporani cu cele ale predecesorilor lor. I majori-
tatea cazurilor, practicile artistice experimentale, precum arta conceptuala si per-
formance, nu fuseserd predate la academiile de arta din Europa de Est si multi artisti
au invatat din exemple internationale, Tnainte de a cunoaste precedentele din tari-
le lor de origine. Chiar daca nu toti, multi dintre artistii contemporani discutati n
acest articol s-au aflat in aceasta situatie. Prin urmare, practicile contemporane de
artd performance utilizeaza o paleta larga de surse de inspiratie, dar nu continud
neapdrat traditile locale.

Din cauza diviziunii dintre Est si Vest in perioada Razboiului Rece si datoritd lipsei
de acces la artistii contemporani din Europa de Est, teoreticienii occidentali au fost
cei care au codificat si definit genul, concluziile lor bazindu-se mai ales pe practici
occidentale de artd performance, care le erau mai familiare.* De pildd, importan-
tul text din 1979 al lui Roselee Goldberg, Performance Art: from Futurism to Pre-
sent, detecteazd originile artei performance in futurismul italian si in dadaism. in discutia
despre istoria artei performance si a destinului ei in secolul al douazecilea, textul lui
Goldberg nu mentioneaza desfasurarile europene de partea cealaltd a Cortinei de
Fier. Amelia Jones scrisese pe larg despre semnificatia performance-ului si a body art
pentru trecerea la postmodernism, dar ea utilizeaza doar exemple de artisti care
au lucratin America de Nord.* In mod asemanitor, lucrarea lui Peggy Phelan des-
pre ontologia performance-ului si rezistenta acesteia la inregistrarea documentara
se concentreazd doar pe artisti ce lucreaza in Occident. Cu toate astea, nregistra-
rea documentard a artei performance primeste rezonante cu totul diferite daca luam
in considerare conditiile sociopolitice specifice in care actionau artistii estici.

In editiile revizuite ale textului lui Goldberg (2001, 201 1), autoarea a introdus o
discutie de o pagind despre arta performance din Europa de Est, mentionind un numdr
restrins de artisti: Tomas Ruller (Republica Ceha/Cehoslovacia), Marina Abramo-
vi¢ (Serbia/lugoslavia), Viasta Delimar (Croatia/lugoslavia), Katarzyna Kozyra (Polo-
nia), Oleg Kulik (Rusia) si Noua Academie (Rusia). Goldberg caracterizeaza (destul
de miop) performance-ul din aceasta regiune ca o forma de protest politic, afirmind
ca ,arta performance a functionat in Est aproape exclusiv ca o forma de opozitie poli-
ticd In anii represiunii*.* Chiar dacd au existat artisti care faceau declaratii politice expli-
cite n opera lor; as sustine la rindul meu ca aceste cazuri sint cu mult mai putine
decit spune Goldberg. De fapt, destul de des, arta performance si cea conceptuald
au oferit artistilor o arend in care se putea experimenta, si nu atit un instrument al
activitatii politice disidente.

Mai mult, Goldberg caracterizeaza destul de reductiv semnificatia artei perfor-
mance pentru artistii din Est, crezZind ca imaterialitatea acestei forme de artd a fost
ceea ce i-a atras pe artistii ce lucrau sub regimurile comuniste. Cu cuvintele sale,
,SUb amenintarea permanenta a supravegherii politienesti, a cenzurii si a arestarii,
n-a fost surprinzator ca majoritatea artei de protest a avut de-a face cu corpul. Un
artist putea face un performance oriunde, fara materiale sau atelier; iar lucrarea nu
ldsa urme”.” Chiar dacd intr-o anumitd masura e adevarat cd arta performance era
atractiva datoritd posibilitatii de a crea opere de artd efemere, de fapt, arta perfor-
mance din Europa de Est (ca si cea din Europa Occidentald) a lasat o urma foarte
semnfficativa, sub forma de documente fotografice, textuale si (rar) video. Tns3 urmari-
rea dezvoltarii performance-ului in regiune si evaluarea semnificatiei si importantei
sale pentru artistii din perioada comunista au fost facute posibile nu doar de aces-
te documente vizuale, ci si de marturille verbale fumizate de artisti —n absenta oricarui
discurs critic despre performance in cadrul institutiilor. n sfirsit, Goldberg remarca
faptul cd in body art individul e punctul central si asaza acest aspect in contrast cu
impulsul colectiv prezent in comunism. De pildd, ea interpreteazd Olympia de
Kozyra, o lucrare din 1996, ca accentuind ,autonomia artistului, o realizare sem-
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contemporary performance art practices draw on a range of sources,
yet do not necessarily form a continuation of local traditions.
Because of the division of East and West during the Cold War, and the
lack of access to contemporary artists in Eastern Europe, it was West-
ern theorists that codified and defined the genre, their conclusions
based primarily on Western performance art practices that were more
familiar.* For example, Roselee Goldberg's seminal 1979 text,
Performance Art: from Futurism to Present traces the origins of
performance art to Italian Futurism and Dada. In discussion the history
of performance and live out throughout the twentieth century, her
text makes no mention of developments in Europe beyond the Iron
Curtain. Amelia Jones has written extensively on the significance of
performance and body art to the shift to postmodernism, yet she does
so using only examples of artists producing work in North America.’
Likewise, Peggy Phelan’s work on the ontology of performance art and
its resistance to documentation only focus on artists working in the
West. However, the documentation of performance art takes on an
entirely different resonance when one considers the specific socio-
political conditions under which artists in the East were operating.

In the revised editions of Goldberg's text (2001, 2011), the author
included a one-page discussion on performance art in Eastern
Europe, mentioning a limited number of artists: Tomas Ruller (Czech
Republic/Czechoslovakia), Marina Abramovi¢ (Serbia/Yugoslavia),
Vlasta Delimar (Croatia/Yugoslavia), Katarzyna Kozyra (Poland), Oleg
Kulik (Russia), and the New Academy (Russia). Goldberg character-
izes performance in the region, rather myopically, as a form of politi-
cal protest, stating that “performance art had functioned almost
exclusively in the East as a form of political opposition in the years of
repression”.¢ While there were artists that made overt political state-
ments in their work, I would argue that these instances are far more
limited than Goldberg asserts. In fact, more often than not, perform-
ance and conceptual art offered artists an arena in which to experi-
ment, rather than being a vehicle of dissident political activity.
Furthermore, Goldberg rather reductively characterizes the signifi-
cance of performance art for artists in the East, believing that it was
the art form’s immateriality that appealed to artists working under
communism. In her words, “with the constant threat of police sur-
veillance, censorship and arrest, it was not surprising that most
protest art related to the body. An artist could perform anywhere,
without materials or studio, and the work left no traces"”.” While to
some extent it is true that performance art appealed due to the pos-
sibility of creating ephemeral artworks, in fact performance art in
Eastern Europe (as in the West) left one very significant trace, in the
form of photographic, textual, and (in rare cases) video documenta-
tion. It is not only these visual documents, but also the verbal accounts
provided by artists — in the absence of any critical discourse sur-
rounding performance in the institution — that make it possible to
trace the development of performance in the region and assess its
meaning and significance to artists at the time. Finally, Goldberg
notes the focus on the individual inherent in body art, and contrasts
this with the collective impulse present in communism. For example,
she interprets Kozyra's 1996 work Olympia as emphasizing “the
autonomy of the artist, a significant achievement in countries that
had for more than half-a-century rejected individualism outright”.®
While it is true that communism emphasized the collective at the
expense of the individual, this research demonstrates that more
often than not, artists opposed state control not with individualism,
but with self-organization.

The significance of Goldberg's original 1979 text is not overstated.

In fact, this text played its role in the development of performance in
the region. As Goldberg noted in the 2011 edition, Toméas Ruller used
the text in a 1985 court case against him, as evidence to support his
claim that his actions were in fact examples of “performance art” as
opposed to dissident activity. Bulgarian art historian and critic Diana
Popova acquired a copy of the text in the 1980s, and translated it into
Bulgarian, circulating it in the artistic community as samizdat.” Artists



nificativa in tari care mai mult de un secol si jumdtate au respins individualismul.#
Cu toate cd e adevdrat cd in comunism s-a subliniat colectivul in raport cu indivi-
dualul, cercetarea de fata demonstreaza ca in majoritatea cazurilor artistii s-au opus
controlului de stat nu prin individualism, ci prin autoorganizare.

Nu exagerez aici deloc In privinta semnificatiei textului initial din 1979 al lui Gold-
berg. De fapt, acest text si-a jucat rolul in dezvoltarea performance-ului in regiune.
Asa cum remarcase ea in editia din 201 |, Tomas Ruller utilizase textul intr-un pro-
ces care i s-a intentat in 1985, ca dovada in sprijinul afirmatiei sale ca actiunile pe
care le-a facut fuseserd, de fapt, exemple de ,arta performance”, si nu activitate disi-
denta. Istoricul si criticul de arta bulgar Diana Popova a obtinut o copie a textului
in 1980, pe care a tradus-o in bulgard si a raspindit-o in comunitatea artistica sub
forma de samizdat.” Artistii din regiune au mentionat si alte texte care au contri-
buit la comprehensiunea lor privind acest gen; 20959-IDEA#45-int-2 de pilda, artis-
tul roman losif Kirdly citeaza Assemblages, Environments and Happenings (1966)'°
de Allan Kaprow, iar Ruller mentioneaza Total Art: Environments, Happenings and
Performance, cartea din 1974 a lui Adrian Henri, pe care a cumparat-o in 1977,
dind cdlatorise cu tatal sdu in strainatate, in Europa de Vest." I majoritatea cazu-
rilor, artistii care au avut acces la aceste texte au facut deja experimente de arta per-
formance, iar descoperirea unor asemenea texte si a precedentelor pentru acest
tip de activitate a facut lucrdrile lor mai convingdtoare, furnizind astfel si un com-
bustibil pentru dezvoltarea ulterioard a acestei forme artistice.

Optiunea mea pentru termenul ,arta performance” e deliberatd si necesara, gratie
conditiilor particulare n care au intrat in discursul din Europa de Est diversele tipuri
de forme artistice care se desfisoara in timp real [live art forms]. In timp ce terme-
nul ,artd-actiune” [action art], utilizat de numerosi istorici de arta din regiune
(Morganova, Pintilie, Euringer-Bétorova), e pertinent pentru exemplele istorice din
Europa Centrald, performance este singurul termen folosit relativ universal in intrea-
ga regiune. Multi artisti din regiune mentionasera cd atunci cind au inceput sa lu-
creze n performance, n-au avut un termen pentru munca lor si s-au referit la ea
in diverse feluri, de pildad ca actiune, spectacol [show] sau happening. Cind termi-
nologia a patruns in discurs, asta s-a intimplat prin texte fundamentale precum ace-
lea mentionate mai sus. in locuri precum Moldova, Estonia si Albania, performance
s-a dezvoltat mult mai tirziu si este folosit mai des decit ,actiune” [action]. Unde e
pertinent si potrivit s-o fac, folosesc termenul ,actiune” ca pe unul istoric, pentru
a-i distinge pe artistii care si descriu opera in felul acesta (cei din Cehoslovacia, de
pildd).

I plus, utilizarea de citre mine a termenului ,Est* e, de asemenea, deliberatd, deoa-
rece schiteaza un concept politic si temporal, cu referire clard la acele tari ale Euro-
pei care au facut experienta unei forme de socialism garantat de stat, provenind
din sfera de influentd sovietica de-a lungul secolului al douazecilea. Ma bazez pe
binomul Est-Vest, deoarece reflectd maniera in care vorbesc artistii despre munca
lor si pozitia lor in lume. Examinez tarile din regiune ih mod comparativ, asa cum
provin ele din si sint legate de traditia europeand a artei moderne, de care s-au dis-
tantat doar incepind cu perioada Razboiului Rece.

T sectiunea intii a articolului, sondez diversele surse teoretice si locale care au
modelat munca artistilor performance in Europa de Est, de la artistii occidentali la care
s-au raportat si pind la izvoarele istorice si culturale unice pentru fiecare context in
parte. In sectiunea urmatoare, ma concentrez pe corp si examinez felurile in care
artistii si-au folosit corpurile in performance, pentru a-si face drum printre diverse-
le grade de control statal asupra productiei artistice, si si-au cultivat formele lor unice
de integrare individuala si de autodefinire, care cuprind nu doar identitatea indivi-
dualg, ci si identitatea national-culturala si cea sexuald. Deoarece multi artisti occi-
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in the region have also noted other texts that contributed to their
understanding of the genre, for example, Romanian artist Iosif Kiraly
cited Allan Kaprow's Assemblages, Environments and Happenings
(1966)"°, and Ruller mentioned Adrian Henri's 1974 book, Total Art:
Environments, Happenings and Performance, which he bought in
1977 when he traveled abroad with his father, in Western Europe."

In most cases, however, artists who came into contact with these
texts had already been experimenting with performance art, and the
discovery of such texts and precedents to that type of activity simply
gave credence to their work, and provided fuel to develop it further.
My choice of the term “performance art” is deliberate and necessary,
owing to the particular conditions in which various types of live art
forms entered the discourse in Eastern Europe. While the term “action
art”, employed by several art historians of the region (Morganova,
Pintilie, Euringer-Batorova), is relevant to historical Central European
examples, performance is the only term used relatively universally
across the region. Many artists in the region have mentioned that
when they began working in performance, they did not have a term
for their work, and referred to it in various ways, for example, as an
action, show, or happening. When the terminology entered the dis-
course, it did so through significant texts, such as those mentioned
above. In places such as Moldova, Estonia and Albania, performance
developed much later, and is more widely used than “action”. Where
it is relevant and appropriate to do so, I employ the term “action” as
a historical one, to distinguish between artists (such as those in Czecho-
slovakia, for example) who referred to their work in that manner.
Furthermore my use of the term “East” is also deliberate, as it out-
lines a political and temporal concept, making a clear reference to
those countries in Europe that experienced some form of state-spon-
sored socialism stemming from the Soviet sphere of influence during
the twentieth century. I rely on this East-West binary, as it reflects
the manner in which the artists refer to their work and position with-
in the art world. I examine the countries in the region comparatively,
as they all emerge from and are connected to the European tradition
of modern art, having becoming distanced from only since the peri-
od of the Cold War.

In the first section of the article, I probe the varying theoretical and
local sources that informed the work by performance artists in
Eastern Europe, from the Western artists with whom they engaged to
historical and cultural sources unique to each context. In the next sec-
tion, I focus on the body, and examine the ways in which artists used
their bodies in performance to navigate the varying degrees of state
control over artistic production and cultivate their own unique forms
of individual integration and self-definition, which includes not only
individual identity, but national-cultural and gender identity as well.
While many artists in the West used performance to critique the insti-
tution of art, from the gallery system, commercialization of the art
object, and the institutionalization of art in the museum, in the subse-
quent section I examine the forms of critique that performance took
in the East. In the final section, I examine the manner in which artists
utilized performance art as a participatory art form to expand the
range of their audience and engage with viewers in ways that would
otherwise not have been possible, and also to give voice to the gener-
al public. In addressing these issues, I aim to demonstrate not why
performance art in the region was important, but also the unique
forms it manifested.

L. Introduction: Origins

In Performance Art: from Futurism to Present (1979), Roselee Gold-
berg outlines the development of performance art in (Western)
Europe and North America, pointing to its origins in Futurism and
Dada at the beginning of the twentieth century. She then traces a
neat trajectory through Surrealist games and automatist drawings to
Jackson Pollock’s Action Painting, and ultimately to the Happenings
and performances of Allan Kaprow in the 1950s and 1960s. From
there she goes on to discuss examples of performance art in places

dentali folosisera performance-ul pentru a critica institutia artei, cu sistemul ei de gale-
rii, comercializarea obiectului artistic si institutionalizarea artei in muzeu, n sectiu-
nea urmdtoare examinez formele de criticd pe care le-a luat performance-ul in Est.
In sectiunea finali, examinez felul in care artistii utilizaser3 arta performance ca pe
o forma participativa de artd, pentru a largi rindurile publicului lor si a ajunge la spec-
tatori in feluri care altfel n-ar fi fost posibile, dar si pentru a da o voce publicului gene-
ral. In discutarea acestor chestiuni, doresc s3 ardt nu doar de ce arta performance
a fost importanta in regiune, ci si formele unice in care ea s-a manifestat.

I. Introducere: Originile

Tn Performance Art: from Futurism to Present (1979), Roselee Goldberg descrie dez-
voltarea artei performance in Europa (Occidentald) si America de Nord, indicin-
du-i originile n futurism si dadaism, la inceputul secolului doudzeci. Ea traseaza apoi
o traiectorie clard, prin jocurile suprarealiste si desenele automatiste, la pictura-actiu-
ne [action painting] a lui Jackson Pollock si, in cele din urmd, la happening-urile si
performance-urile lui Allan Kaprow din anii 1950 si 1960. Odata atins acest punct,
ea continuad prin a discuta exemple de arta performance in locuri precum SUA, Marea
Britanie, Austria si Germania, dar nu mentioneaza deloc artisti lucrind in acest gen
in conditiile sociopolitice specifice socialismului garantat de stat din Europa de Est.
Cu toate cd Goldberg plaseaza dezvoltarea artei performance in a doua jumdta-
te a secolului al doudzecilea, intr-o reiterare a avangardei istorice, in particular a
dadaismului si a futurismului, in marea parte a Europei de Est, artistii n-au avut ase-
menea traditii din care sa se inspire. Evolutia performance-ului ca gen e unica pen-
tru fiecare tara din regiune, caci artistii se inspira din surse locale si internationale
diverse.

fn Europa Central, artistii au inceput si lucreze in genul performance in anii 1950
si 1960, aproximativ n aceeasi perioada ca artistii din Europa Occidentald si Ameri-
ca de Nord. In 1962, anul in care a avut loc la New York happening-ul Courtyard
al lui Allan Kaprow si se organiza intr-o pivnita din Viena Blood Organ de Otto Muehl
si Hermann Nitsch, Milan Knizak (n. 1940)si gazduia la Praga ale sale Short-term
Exhibitions, n cadrul cdrora pictase niste pinze pe care le-a expus pe strada, in fata
cladirii unde locuia.'” Doi ani mai tirziu, in Polonia vecing, Tadeusz Kantor (19 15—
1990)Tsi pune in scena primul happening, Cricotage, la Varsovia, in timp ce trei colegi
din Bratislava, Alex Mlynarcik (n. 1951), Stano Filko (n. 1938) (ambii artisti) si Zita
Kostrova (istoric de artd), creeaza Happsoc, un happening virtual la care se zice cd
a participat, la inceput de mai, intreg orasul.* in 1966, Tamas Szentjdby (n. 1944)
si Miklos Erdély (1928—1986) organizasera primul happening din Ungaria, intitulat
The Lunch: in Memoriam Batu Khan. Chiar daca fiecare moment crescuse din con-
texte si situatii locale, contactele internationale ale acestor artisti au contribuit si ele
la dezvoltarile locale. De pildd, Kantor caldtorise n Statele Unite in 1965, unde I-a
intiinit pe Kaprow; in 1964, Alex Mlynarcik I-a intiinit pe Pierre Restany cu ocazia
unei caldtorii la Paris si a corespondat cu el si dupa ce s-a intors in Cehoslovacia;
Szentjéby participase la Panoramic Sea Happening a lui Kantor la Osieki, Polonia,
in 1967. Astfel, ideile s-au raspindit nu doar dinspre Vest spre Est, ci si pe terito-
riul estic (precum si dinspre Est spre Vest), printr-o seama de retele informale.
Un punct important de conexiune intre Est si Vest a fost Fluxus, o retea internatio-
nald de artisti infintata de George Maciunas', nascut in Lituania. Gratie legaturilor
estice ale lui Maciunas, 1n 1966 a avut loc la Vilnius, In Republica Sovietica Socia-
lista Lituania, un concert Fluxus. Acesta fusese organizat la Institutul Pedagogic din
Vilnius de muzicologul Viytautas Landbergis (care a devenit mai tirziu un proemi-
nent politician lituanian) si a presupus un ,concert-haos*. A fost mai degraba un eve-
niment privat, cu profesori si studenti, si, conform marturiei consemnate de Petra
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such as the US, UK, Austria, Germany, yet no mention is made of
artists working in this genre under the specific socio-political condi-
tions of state-sponsored socialism in Eastern Europe. While Goldberg
traces the development of performance art in the latter half of the
twentieth century to a reiteration of the historical avant-garde, specifi-
cally Dada and Futurism, in most of Eastern Europe, artists did not
have such traditions to draw from. The evolution of performance as
a genre is unique to each country in the region, as artists drew from
various local and international sources.

In Central Europe, artists began working in performance in the
1950s and 1960s, around the same time as artists in Western Europe
and North America. In 1962, the same year of Allan Kaprow's Court-
yard happening in New York City and Otto Muehl and Hermann
Nitsch’s Blood Organ, which took place in a basement in Vienna,
Milan Knizak (b. 1940) was hosting his Short-term Exhibitions in
Prague, wherein he painted and exhibited his works on the street

in front of his building.” Two years later, in neighboring Poland,
Tadeusz Kantor (1915-1990) staged his first happening, Cricotage,
in Warsaw, while colleagues Alex Mlynarcik (b. 1951), Stano Filko

(b. 1938) (both artists) and Zita Kostrova (an art historian) in Bratisla-
va created Happsoc, a virtual happening in which the entire city was
said to be taking part at the beginning of May."™ The following year,
in 1966, Tamas Szentjoby (b. 1944) and Miklés Erdély (1928-1986)
organized the first happening in Hungary, entitled The Lunch: in
Memoriam Batu Khan. While each instance grew out of the local
context and situation, these artists’ international contacts also con-
tributed to local developments. For example, Kantor had traveled

to the US in 1965, where he met Kaprow; in 1964, Alex Mlynarcik
met Pierre Restany while on a trip to Paris, and continued correspon-
dence with him after his return to Czechoslovakia; Szentjoby partici-
pated in Kantor’s Panoramic Sea Happening in Osieki, Poland, in 1967.
Thus ideas spread not only from West to East but also across the East
(as well as East to West), through a range of informal networks.

One significant point of connection between East and West was
Fluxus, an international network of artists founded by George
Maciunas', who was originally from Lithuania. It was because

of Maciunas's connections to the East that Vilnius, in the Lithuanian
Soviet Socialist Republic, hosted a Fluxus concert in 1966. The concert
was organized by the musicologist Vytautas Landbergis (who later
became a prominent Lithuanian politician), at the Vilnius Pedagogi-
cal Institute, and involved a “concert chaos” [chaos concert]. This
was mostly a private event, with teachers and students present and,
according to Petra Stegmann, there was “no large audience, no press,
no scandal”.™ Indeed, it can be deduced that it did not make a big
impression on the artistic scene at the time. When asked about their
awareness of the Fluxus event when they were beginning their artis-
tic careers in the 1980s, artists Ceslovas Lukenskas (b. 1959) (mem-
ber of the Post Ars [Post Art] group) and Dziugas Katinas (b. 1965)
(member of Zalias Lapas [Green Leaf]), both commented that they
might have been vaguely aware that something of the sort had taken
place, but were not clear on the details.” Rather, Katinas indicated a
different source of inspiration for his work in performance in the late-
1980s: a recitation of abstract sound poetry by Lithuanian poet Sigitas
Geda, which was broadcast on television. Gediminas Urbonas (b. 1966),
also a member of Zalias Lapas, recalled a book on Viennese Actionism
that was brought into the country by art historian Raminta Jurénaité,
whose father was a prominent member of the communist party, and
thus able to travel abroad.

In neighboring Estonia, artists became aware of Fluxus through con-
nections in Poland. Composer Toomas Velmet recalls that artists
were inspired to create the first happenings in Estonia after they had
witnessed Fluxus-type events at the Warsaw Music Festival in 1964.
Commenting on the early happenings that took place in Estonia in
1965 and 1966, he stated that “this was not musical experimentation;
there was very little music in it, and it was more like a happening.
We called these things ‘the theatre of the absurd’ or “instrumental



lon Grigorescu
The Ritual Bath, 1979, performance, 40 photographs, courtesy: the artist

Green Leaf
The Way, 1990, happening in Vilnius, Lithuania, courtesy: DZiugas Katinas

Zoran Todorovi¢
Agalma, 2003-2006, performance/action, courtesy: the artist
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Flo Kasearu in collaboration with Andra Aaloe, Tanel Rannala, Juhan Teppart
Freedom Poster, 2008, caption: Use axe to break free, courtesy: the artists

Flo Kasearu in collaboration with Andra Aaloe, Tanel Rannala, Juhan Teppart
Freedom Poster, 2008, caption: I quite like that cross. I think that crosses are kind of cute :P,
courtesy: the artists
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theatre’, in which the musical instruments played their part. The ide-
ology of the performance was affected by that and by the perform-
ances of John Cage and Merce Cunningham, which we managed to
see in 1964 in Warsaw, during the Warsaw Autumn Festival.”’” That
said, he also stated that at that point, they “did not even know what
Fluxus was"'®, although the artists were aware of their strategies
through the works of Cage and Cunningham. The earliest happen-
ings in Estonia were thus created not by visual artists, but by musi-
cians and writers. One of the most infamous happenings took place
in 1968, as an official event at the Tallinn Writers’ House, entitled
Cremona Round. The piece involved improvised action and noise
music. At one point a violin caught on fire, because proper safety
procedures were not followed. While no one was punished, Arvo
Part, one of the organizers, had to write a letter to the Composer’s
Union explaining what had happened.

Pavlina Morganova has written about the circuitous manner in which
Fluxus materials made their way to Prague — via Leningrad. In 1964—
1965, Fluxus members and brothers Eric and Tony Anderson visited
Prague, creating a private performance in Herberta Masarykova's
apartment. Owing to the “private nature” of this visit, Morganova
writes, it “left almost no trace”.” However, the Andersons later trav-
eled to Leningrad, where they met Czech art critic Jindfich Chalu -
pecky, who brought information about Fluxus back to Prague when
he returned to Czechoslovakia. Noting similarities between Milan
Knizak's Aktual Art® and the aims of Fluxus, he sent information on
Knizak's actions to the US. When Maciunas learned of this activity,
he named Knizék the director of Fluxus East.?' In 1966, the first
Fluxfest occurred in Prague, which consisted of an exhibition by
Dick Higgins and Alison Knowles (invited by Chalupecky), as well

as a series of three concerts by Ben Vautier, Jeff Brener and Serge
Oldenbourg (invited by Knizak), in which Knizék also took part.
Prague was not the only Central European city to have contact with
Fluxus. In 1969, Budapest hosted its first Fluxus concert, which was
organized by Tamas Szentjoby. According to Petra Stegmann, both he
and Erdély had heard about Fluxus in 1966, when they read about it
in Jurgen Becker and Wolf Vostell's book Happenings. Fluxus, Pop Art,
Nouveau Réalisme (1965).22 The concert took place using Fluxus scores
(most likely sent to him by Gabor Altorjay, who had fled Hungary in
1967%), and involved Szentjoby performing all of the actions, such as
throwing a cake in his own face, and crashing into a piano. He also
performed Tomas Schmidt's Zyklus fiir Wassereimer (oder Flaschen)
[Cycle for Water Bucket (or Bottles)], which involved pouring water
from one bottle into another. What distinguished this event from the
Fluxfest in Prague was that these performances were Szentjoby's inter-
pretations of Fluxus, as he had not been in any direct contact with
Fluxus artists internationally.* Likewise, in Bratislava, Milan Adamciak
(b. 1946) organized concerts and events in the style of Fluxus and John
Cage. For example, his happening Water Music was organized togeth-
er with Robert Cyprich (1951-1996) in a swimming pool in 1970, and
involved music being played in the changing rooms and under water.?
In 1977, Jarostaw Koztowski (b. 1945), one of the founders of the
anti-authoritarian artistic network SIEC [NET], wrote to Maciunas
proposing an exhibition together. His response was that the artists
create the event themselves, since the nature of Fluxus is that no
professional experience is required to enact the performances.?

The event lasted for four days, and consisted of Maciunas's FLUX-
VERSION I, FLUXVERSION II, Flux Sports, a Flux Clinic, and a pres-
entation of Flux Films and Slides, on the last day.

In Ceausescu’s Romania, the situation was much different than in
Hungary, Czechoslovakia or Poland. Although when Ceausescu came
to power in 1965, he distanced himself from the Soviet Union and
appeared open to the West, his rule became increasingly repressive
throughout the 1970s, reaching its culmination in his paranoid deliri-
um in the 1980s. Ileana Pintilie has argued for the use of the term
“underground art” to label experimental artistic activity in Romania
during the period of Ceausescu’s rule, because of its lack of visibility,



Stegmann, n-a fost ,,un public mare, presa, scandal*”>. De fapt, se poate deduce
ca n-a creat o impresie puternicd pe scena artistica a vremi. Tntrebati despre cit de
multe stiau despre acest eveniment Fluxus la fnceputul carierelor lor artistice in anii

1980, artistii Ceslovas Lukenskas (n. 1959) (membru al grupului Post Ars [arti postali])
si DZiugas Katinas (n. 1965) (membru al Zalias Lapas [Frunza Verde]) au declarat
cd stiau, poate, vag cd asa ceva avusese loc, dar nu prea stiau detalii.'® Mai mult,

Katinas a indicat o altd sursa de inspiratie pentru munca sa in cadrul performance-

ului spre finele anilor 1980: niste poeme de sunet, abstracte, recitate de poetul
Sigitas Geda la televizor. Gediminas Urbonas (n. 1966), tot un membru al Zalias
Lapas, isi aduce aminte de o carte despre actionismul vienez, care a ajuns in Litua-
nia prin istoricul de artd Raminta Jurenaite, al cirei tata fusese un membru de vaza
al partidului comunist si deci a putut face calatorii in strainatate.

In Estonia vecing, artistii au inceput sa afle despre Fluxus prin legdturile lor cu Polo-
nia. Compozitorul Toomas Velmet fsi aduce aminte cd artistii fusesera inspirati sa
creeze primele happening-uri din Estonia dupa ce au vazut evenimente de tip Flu-
xus la Festivalul de Muzica de la Varsovia in 1964. Privitor la happening-urile tim-
purii care au avut loc n Estonia in 1965 si 1966, el declarase ca ,nu era vorba de
experimentalism muzical; existase foarte putinda muzica in ele si totul semana mai mutt
a happening. Numisem asemenea manifestari «teatru absurd» sau «instrumental»,

n care instrumentele muzicale si-au avut rolul lor. Ideologia performance-ului fusese
influentata de aceste aspecte si de spectacolele lui John Cage si Merce Cunningham,

pe care am reusit sa le vedem n 1964 la Varsovia, n cadrul Festivalului de Toamna
de acolo®."” El mai afirmase si cd, la momentul acela, ,nici macar nu stiau ce-a fost
Fluxus"'®, desi artistii cunosteau strategiile lor prin lucrarile lui Cage si Cunningham.

Primele happening-uri din Estonia fusesera create deci nu de artisti vizuali, ci de muzi-

cieni si scriitori. Unul dintre cele mai scandaloase happening-uri a avut loc in 1968,

ca un eveniment oficial al Casei Scriitorilor de la Tallinn, si fusese intitulat Cremona

Round. Aceastd bucatd a inclus actiune improvizata si muzica din zgomote. La un mo-

ment dat, o vioard a luat foc, deoarece nu s-au urmat procedurile de protectie potri-

vite. Desi nimeni n-a fost pedepsit, Arvo Part, unul dintre organizatori, a trebuit sa
trimita o scrisoare la Sindicatul Compoxzitorilor pentru a da explicatii.

Pavlina Morganova scrisese despre felul intortocheat in care au ajuns materialele
Fluxus la Praga — via Leningrad. In 1964-1965, fratii Eric si Tony Anderson, ambii

membri Fluxus, vizitaserd Praga, executind un performance privat in apartamentul

lui Herberta Masarykova. Datorita ,naturii private” a acestei vizite, scrie Morganova,

ea ,aproape ca n-a lasat nicio urma“."” Totusi, fratii Anderson au cdlatorit mai tir-

ziu la Leningrad, unde I-au Intilnit pe criticul de artd ceh Jindfich Chalupecky, care,

odatd intors in Cehoslovacia, adusese vesti despre Fluxus la Praga. Remarcind ase -
manari intre Aktual Art? a lui Milan KniZzak si telurile Fluxus, el a trimis informatii des-

pre actiunile lui Knizak in Statele Unite. Cind Maciunas a aflat de aceastd activitate,

I-a numit pe Knizak director al Fluxus Est.” fn 1966, a avut loc primul Fluxfest la
Praga, constind dintr-o expozitie de Dick Higgins si Alison Knowles (invitati de Cha-
lupecky), precum si trei concerte de Ben Vautier, Jeff Brener si Serge Oldenbourg
(invitati de Knfzak), la care a participat si Knizak.

Praga n-a fost singurul oras central-european care sa se afle in contact cu Fluxus.

in 1969, Budapesta si gdzduise primul concert Fluxus, care fusese organizat de Tamés

Szentjoby. Potrivit lui Petra Stegmann, atit el, cit si Erdély auziserd despre Fluxus n

1966, cind au citit despre ea in cartea lui Jirgen Becker si Wolf Vostell Happenings.

Fluxus, Pop Art, Nouveau Rédlisme (1965).2* Concertul a avut loc folosindu-se par-

tituri Fluxus (trimise cel mai probabil de Gabor Altorjay, care a pardsit Ungaria n

[9677) si Szentjoby a executat toate actiunile, cum ar fi sd-si arunce un tort in pro-

pria fatd, zdrobindu-I de un pian. El a executat, de asemenea, Zyklus fir VWassereimer
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in terms of both viewers and the art historical discourse. In her
words, this “suggests that these performances were unknown in the
public space, which is defined not only by the audience and a num-
ber of participants who are spectators, but also by the presentation
of art in literature, especially in art history and in art criticism.

In contrast to other Eastern countries, an artist in 1970s Romania
could not develop a street performance or a happening, or commu-
nicate with the general public”.? This is evident in the examples of
performance art from Romania in the 1970s. As early as 1968, Paul
Neagu created a public performance on the busy streets of Bucharest,
exhibiting his mixed-media boxes with which passersby could inter-
act. By the 1970s, this type of public display was already impossible,
and artists such as Ion Grigorescu (b. 1945) and Geta Bratescu

(b. 1926) took refuge in their studios, creating performances “for the
camera”. These staged and filmed or photographed actions can be
considered performances, insofar as one considers the camera lens
the audience. As Ileana Pintilie has written, in reference to one

of Grigorescu's performances, Masculin/Feminin (1976), “if this film
was not necessarily conceived for public presentation — which seems
obvious — then the artist must have ascribed such a role to the video
camera, to the lens which should record the image and which
becomes a "partner’ of his explorations, a sort of ‘accomplice’ of his
most intimate thoughts and states of excitement, mental and physi-
cal”.? The same could be said for the actions staged in her studio

by Geta Bratescu from around the same time, one of which was
filmed by Grigorescu. Confined to the interior world of their studios,
these artists often focused on the banality of everyday life and things
surrounding them, such as the artist's hands (Brétescu) or his body
(Grigorescu). Grigorescu also retreated to the free space of the coun-
tryside to stage solo performances, once again for the camera.
Performance came even later to neighboring Bulgaria. Evidence

of performative activities dates to the 1980s, with the Cuckovden
Group and DE (Dynamic Aesthetization) Group, which gathered
around the figure of Orlin Dvorianov (b. 1951). The Cuckovden Group
staged carnival-like actions, happenings and performances as early
as 1985. The City Group, which came together in 1986-1987 follow-
ing the initiative of art critic Filip Zidarov, aimed to develop an alter-
native to the “stylistic stagnation in Bulgarian art during the 1980s".
The artists associated with this group staged an inaugural epony-
mous exhibition in 1988, and the following year orchestrated a large-
scale public happening entitled The Tower of Babylon in Gabrovo.
In January 1990, their action Chameleon took place in front of the
Palace of Culture in Sofia, and was described as a “political happen-
ing”, as the figure of the chameleon was constructed using commu-
nist party membership cards for the skin.

In socialist Yugoslavia, the conditions for creating experimental art
were different than in communist Central and Eastern Europe. While
it is widely acknowledged that artists in Yugoslavia benefited from
greater tolerance toward experiment and more freedom of expres-
sion than their neighbors to the East®, it should be remembered that
this freedom existed under certain conditions and was largely con-
tained. The main condition, much like in Poland, was that artists
refrain from criticizing the government or its leadership. Experimen-
tal activity in Yugoslavia was thus initially confined to a number of
Student Culture Centers that were created across the country by Tito
following the 1968 student protests that took place in Belgrade, Paris,
and across the globe, to provide an anodyne space in which rebel-
lion could be controlled, which would prevent it from coming into
contact with the public sphere. Tito understood that youth were
prone to rebellion, and since it couldn’t be stopped, it could at least
be delimited. Misko Suvakovi¢ has also noted a further strategy of
"neutralization of effects of the cultural and social transgression™’,
by dissuading artists from exhibiting their experimental activity in
their home environment, but rather to do so in other regions of the
Yugoslav Republic. Therefore, the status quo in each region would
be maintained, and transgressive activity would be displaced.

(oder Flaschen) [Ciclu pentru o gdleatd (sau sticle)] de Tomas Schmidt, care a con-
stat din a turna apd dintr-o sticld intr-alta. Ceea ce a deosebit acest eveniment de
Fluxfest-ul din Praga fusese cd aceste performance-uri au fost intepretarile pe care
le-a dat Szentjoby miscarii Fluxus, cu toate ca n-a fost in contact international di-
rect cu niciunul dintre artistii Fluxus.?* fn mod aseminitor, la Bratislava, Milan
Adamciak (n. 1946) a organizat concerte si evenimente in stilul Fluxus si al lui John
Cage. De pilda, happening-ul sau Water Music fusese organizat in 1970 Impreuna
cu Robert Cyprich (1951-1996) intr-o piscind, cu muzicd interpretatd in vestiare
si sub apd.”

1977, Jarostaw Koztowski (n. 1945), unul dintre fondatorii retelei artistice antiau-
toritare SIEC [NET], 1i scrisese lui Maciunas propunindu-i sa facd o expozitie Tm-
preuna. Raspunsul acestuia fusese cd artistii creeaza evenimentul ei Tnsisi, intrucit
Fluxus e de asa naturd Incit nu e nevoie de nicio experientd profesionald pentru a
executa un performance.? Evenimentul a durat patru zile si a constat din FLUXVER-
SION I, FLUXVERSION I, Flux Sports de Maciunas, respectiv o Clinica Flux si o pre-
zentare a Filmelor si Cliseelor Flux in ultima zi.

Tn Romania Iui Ceausescu, situatia a fost cu mult diferitd decit aceea din Ungaria,
Cehoslovacia sau Polonia. Cu toate cd atunci cind Ceausescu ajunsese la putere
in 1965, el s-a distantat de Uniunea Sovietica si parea sd fie deschis fata de Occi-
dent, regimul sdu a devenit tot mai represiv in anii 1970, atingindu-si punctul cul-
minant in delirul sdu paranoic din anii 1980. lleana Pintilie a argumentat in favoarea
utilizdrii termenului de ,artd subterand” [underground art] pentru a eticheta activi-
tatea artisticd experimentald din Romania in perioada regimului Ceausescu, dato-
ritd lipsei sale de vizibilitate atit in termeni de public, it si in ce priveste discursul
istorico-artistic. Cu cuvintele ei, asta ,sugereazd ca aceste performance-uri ramineau
necunoscute n spatiul public, care e definit nu doar de publicul propriu-zis si de
numarul participantilor care sint spectatori, ci si de prezentarea artei in literatura de
specialitate, mai ales Tn istoria artei si in critica de arta. Spre deosebire de alte tari
est-europene, un artist din Romania anilor 1970 n-a putut desfasura performance-
uri sau happening-uri stradale sau sa comunice cu publicul larg*.?” Acest lucru e evi-
dentn exemplele de arta performance din Romania anilor 1970. Deja’n 1968, Paul
Neagu crease un performance public pe strazile animate ale Bucurestiului, expunin-
du-si cutiile mixed-media cu care trecdtorul putea sd interactioneze. Spre anii 1970,
acest tip de spectacol public fusese deja imposibil, iar artisti precum lon Grigorescu
(n. 1945) si Geta Bratescu (n. 1926) se refugiasera in atelierele lor, creind performance-
uri ,pentru camera de luat vederi®. Aceste actiuni puse n scena si filmate ori foto-
grafiate pot fi considerate performance-uri, in masura in care lentilele camerelor de
luat vederi pot fi echivalate cu publicul. Cum scrisese lleana Pintilie pe marginea unuia
dintre performance-urile lui Grigorescu, Masculin/Feminin (1976), ,daca acest film
n-a fost conceput neapdrat pentru o prezentare publicd — ceea ce pare evident —,
atunci artistul trebuie sa fi desemnat un asemenea rol camerei video, lentilelor care
trebuiau sa nregistreze imaginea si care deveneau un «parteners in explorarile sale,
un fel de «complice» al celor mai intime ginduri ale sale si al starilor sale de entu-
ziasm, mental si fizic*.?® Acelasi lucru putea fi spus despre actiunile aseméanatoare
puse Tn scend in atelierul ei de Geta Bratescu, actiuni dintre care una fusese filmata
chiar de Grigorescu. Limitati la lumea interioara a atelierelor lor, acesti artisti s-au
concentrat adesea pe banalitatea vietii de zi cu zi si a lucrurilor care fi inconjurau,
cum ar fi miinile artistei (Bratescu) sau corpul artistului (Grigorescu). Grigorescu s-a
si retras in spatiul liber al satului pentru a pune in scend acolo performance-uri solo,
tot pentru camera de luat vederi.

Performance-ul a ajuns si mai tirziu in Bulgaria vecind. Dovezi ale unor activitati de
tip performance au aparut in anii 1980, cu grupurile Cuckovden si DE (Estetizare
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The Student Culture Center (SKC) in Belgrade was crucial to the
development of experimental art, with the 1970s being the heyday
of its activity. Seminal performances by Marina Abramovi¢ (b. 1946),
Rasa Todosijevi¢ (b. 1945), Zoran Popovi¢, Era Milivojevié (b. 1944),
Nesa Paripovi¢ (b. 1942) and Gergelj Urkom (b. 1940) took place
here, as well as the April Meetings, during which artists from abroad,
such as Joseph Beuys and Gina Pane, came to present their work.
Todosijevi¢ described SKC as a marginal, closed space®, where
artists were given free reign to experiment. When asked how their
work passed by censorship and other restrictions, he stated that they
weren't taken seriously, since they were only students.** Neverthe -
less, commenting retrospectively, the artist felt that they were
working in a significant moment, and Todosijevi¢ recalls that while
working together, they felt certain they were “going to create a new
kind of art”.*

A performative element can be seen as developing even earlier in
Croatia, with the activities of the Gorgona Group (1959-1966), which
often staged happenings and actions, sometimes on Mount Sljeme,
as well as in the work of Tomislav Gotovac (1937-2010). Gotovac pro-
vides an interesting link between the artistic scenes in Zagreb and
Belgrade, as he spent the years 1967-1975 in Belgrade while study-
ing film directing in the Academy of Performing Arts there.*

In 1962, he created his first action, on Mount Sljeme, Showing Elle,

a photographic action in which the artist partially undressed and
showed pages of Elle magazine to the camera. While the artist
showed one object — a female underwear model appearing on one
of the pages - he also becomes the object himself, by having himself
photographed, also with his clothing removed. While the artist had
originally intended to be completed naked, he refrained from remov-
ing all of his clothes, as there were women present at the event.
Still, the message is still conveyed effectively — with the artist bare-
back he is equally naked as the underwear model in the photos that
he displays to the camera.

In the former USSR and its republics, where Stalinism and its control
over the arts had a much further reach, both geographically and
temporally, the experimental practices that began to develop after
the Thaw, in the 1960s, were mostly confined to painting and sculp-
ture. In the 1970s, examples of performance practices began to
appear, most notably in Russia and the Baltic states. In 1976, the
Moscow-based group Collective Actions staged its first action.
Entitled Appearance, it involved around 30 participants traveling

to Izmailovsk Field in Moscow, upon invitation by the organizers.
Following their arrival, the participants were given certificates con-
firming their presence at the action. Octavian Esanu has characteriz-
ed the work of Collective Actions, from 19761989, as a form of
artistic experiment — an effort to find “unique ways to investigate
the nature of art”.* Their work followed a common formula,
involving a journey to the countryside, an action taking place there,
and followed by discussion involving all present. Their work hinged
on the concept of “empty action”, a state in which the participants
were held by the anticipation of the action facilitated by the process
of traveling to the event and waiting for it to take place. Esanu
described this as akin to “a meditation practice, where the subject is
focused for a long period of time on a certain object, idea or psycho-
logical state”.”” In other words, for these actions, it was the process
of traveling to them and participating that takes precedence over
the action itself, above any singular meaning and significance.

This focus on process as opposed to object production resembles the
impetus surrounding the development of Western performance art.
Latvia’s first happening took place in 1972, when artist and fashion
designer Andris Grinbergs (b. 1946) married his partner, Inta
Jaunzeme, in an action entitled The Wedding of Jesus Christ.

The action took place in the Latvian countryside, and a dozen artists,
poets and musicians in Grinbergs's social circle participated.®®
Grinbergs was a member of Latvia's small group of hippies, and the
.as well as indigenous pagan culture, such as the traditional Midsum-



Dinamicd), adunate in jurul figurii lui Orlin Dvorianov (n. 1951). Grupul Cuckov-
den punean scend actiuni de tip carnaval, happening-uri si performance-uriincd din
1985. City Group, format in 1986—1987 in urma initiativei criticului de artd Filip
Zidarov, dorea sa dezvolte o replicd alternativa la ,stagnarea stilistica din arta bulga-
rd a anilor 1980.%” Artistii asociati cu acest grup au lansat o expozitie inaugurald cu
acelasi nume n 1988, iar anul urmator au organizat la Gabrovo un happening public
de proportii, intitulat The Tower of Babylon. Tn ianuarie 1990, actiunea lor Chame-
leon avusese loc Tn fata Palatului Culturii din Sofia si fusese descrisa ca ,un happe-
ning politic*, corpul cameleonului fiind construit din camnete de membru al partidului
comunist in loc de piele.

T lugoslavia socialista, conditiile pentru a crea arta experimentala fusesera diferite
in raport cu Europa Centrala si de Est comuniste. Desi se stie prea bine ca artistii
din lugoslavia s-au bucurat de o tolerantd mai mare fn privinta experimentului si de
mai multa libertate de expresie decit vecinii lor din Est®, trebuie totusi sa tinem minte
ca aceasta libertate existase doar in anumite conditii si era fn mare parte tinutd in
friu. Conditia principald, foarte asemanator cu Polonia, fusese aceea ca artistii sa nu
critice guvernul sau conducerea acestuia. Activitatea experimentald din lugoslavia
fusese deci limitatd initial la 0 seama de Centre de Culturd Studentesti, care, dupd
protestele studentesti din 1968, care avuseserd loc la Belgrad, Paris si peste tot in
lume, au fost create pe ntreg teritoriul tarii de Tito, cu scopul de a furniza spatii
,analgezice" n care rebeliunea sd poata fi controlatd, ceea ce o Tmpiedica sa vind
in contact cu sfera publica. Tito ntelesese ca tinerii inclinau spre rebeliune si pen-
tru cd nu puteau fi opriti, ei puteau fi macar intdrcuiti. Misko Suvakovi¢ observase,
de asemenea, Inca o strategie de ,a neutraliza efectele transgresiunii cutturale si socia-
le"?', si anume descurajarea artistilor in a-si expune activitatea experimentald in mediul
in care traiau, convingindu-i s faca expozitii n alte regiuni ale Republicii lugoslavia.
Prin urmare, statu-quoul din fiecare regiune era mentinut, iar activitatea transgre-
sivd era dislocatd.

Centrul Cultural Studentesc (SKC) din Belgrad fusese crucial pentru dezvoltarea artei
experimentale, anii 1970 fiind punctul culminant al activitdtii sale. Performance-uri des-
chizdtoare de drumuri de Marina Abramovi¢ (n. 1946), Rasa Todosijevi¢ (n. 1945),
Zoran Popovi¢, Era Milivojevi¢ (n. 1944), Nesa Paripovi¢ (n. 1942) si Gergelj Urkom
(n. 1940) au avut loc aici, Tmpreuna cu intinirile din Aprilie, pe parcursul carora artisti
din strdindtate, precum Joseph Beuys si Gina Pane, venisera sd-si prezinte munca.
Todosijevi¢ descrisese SKC ca find un spatiu marginal, inchis, unde artistilor li se
dadea voie sa experimenteze. Cind fusese intrebat cum a trecut munca lor de cenzu-
rd si de alte restrictii, el afirmase c3, fiind doar studenti, nu erau luati in serios.” Cu
toate astea, retrospectiv artistul era de pdrere cd au lucrat intr-un moment semni-
ficativ si isi aducea aminte cd atunci ¢ind lucrau Tmpreund simteau ca ,vor crea un
nou tip de arta".*

Un element de performance poate fi vazut ca dezvoltindu-se chiar mai devreme
in Croatia, cu activitatile Grupului Gorgona (1959—1966), care a pus de mai multe
ori n scend happening-uri si performance-uri, uneori pe muntele Slieme, respec-
tiv cu opera lui Tomislav Gotovac (1937-2010). Gotovac ofera o legdtura intere-
santa Tntre scenele artistice din Zagreb si Belgrad, deoarece si-a petrecut anii
1967—1975 la Belgrad, unde studia regie de film la Academia de Arte Performati-
ve. 3 In 1962, el crease prima sa actiune pe muntele Slieme, Showing Elle, o actiu-
ne fotograficd in care artistul s-a dezbracat partial si filmase pagini din revista Elle.
Cind artistul aratd un obiect — un fotomodel pentru lenjerie intimd feminind ce apare
pe una dintre pagini —, el devine acel obiect, fotografiindu-se la fel de dezbracat ca
fotomodelul. Desi artistul intentionase initial sa ramina complet gol, el s-a abtinut
de la a-si dezbrdca toate hainele pentru cd erau si femei prezente la eveniment.
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mer celebrations, which also take place in the countryside and
involve a celebration of and commingling with nature. Grinbergs,
who was often under police surveillance for his atypical style of dress,
described these happenings as pure escapism, rather than any
attempt at artistic experiment or development in the visual arts.*
Just as in many areas of the former Soviet sphere of influence, it was
the possibility of free expression combined with the safe haven of
the countryside (away from police surveillance) that created small
pockets of freedom throughout the East.

In the Soviet Republics of Moldova, Ukraine, Belarus and as well as
isolated Albania, however, actions, body art and performance came
much later onto the scene. In Moldova, a space for experimental art
really only opened up after the country broke free from the Soviet
Union and established its independence. This space was created

by the Soros Center for Contemporary Art, which was founded in the
country's capital in 1993, just a similar centers were set up across
Eastern Europe in that decade. The SCCA Chisinau established

a creative camp, CarbonART, which provided a forum in which
young artists learned new techniques and were given the freedom to
experiment with conceptual, performance and land art. Artists such
as Pavel Braila (b. 1971), Mark Verlan (b. 1963), Lilia Dragneva

(b. 1975) and Lucia Macari (b. 1974) all began their performative
work through contact with the SCCA and CarbonART. As Dragneva

Tomislav Gotovac

Hair-Cutting and Shaving in Public III (homage to Carl Theodore Dreyer,

the film Jean d'Arc and Maria Falconetti), June 6, 1981, 12:00 noon,

performance in Zagreb, Vjesnk Bookstore, courtesy: the Tomislav Gotovac Institute

Cu toate astea, mesajul a fost transmis in mod eficace — artistul la bustul gol e la fel
de dezbrdcat ca modelul de lenjerie intima in fotografiile pe care le arata camerei
de luat vederi.

in fosta URSS si republicile sale, unde stalinismul si controlul sau asupra artei au fost
mai profunde, atit geografic, cit si temporal, practicile experimentale care au nce-
put sa se dezvolte dupa Dezghet, In anii 1960, se limitau cel mai adesea la pictura
si sculpturd. in anii 1970, exemple de practici performance au inceput s apard mai
ales In Rusia si Tarile Baltice. in 1976, grupul moscovit Actiuni Colective si-a pus
n scend prima actiune. Intitulatd Aparitie, ea a constat din faptul ca 30 de partici-
panti s-au deplasat in parcul Izmailovski din Moscova la invitatia organizatorilor. Odata
ajunsi acolo, participantii au primit certificate confirmind prezenta lor la actiune. Octa-
vian Esanu caracterizase munca celor de la Actiuni Colective intre 1976 si 1989
ca o formd de experiment artistic — un efort de a gasi ,,modalitdti singulare de a inves-
tiga natura artei“.** Munca lor urma o formuld comund, implicind o cdldtorie la tard,
o actiune ce avea loc acolo, urmata apoi de discutii Tntre participanti. Munca lor se
articula pe conceptul de ,actiune vida“, o stare in care participantii erau adusi de
anticiparea actiunii, favorizata de cdldtoria la locul evenimentului si asteptarea ca el
sd aibd loc. Esanu a descris acest lucru ca inrudit cu , practica meditatiei, in care subiec-
tul e concentrat pe o perioada mai lungd pe un anumit obiect, pe o anumita idee
sau stare psihicd".*” Cu alte cuvinte, pentru aceste actiuni, procesul cdldtoriei la locul
n care urmau sa se desfasoare ele si participarea primeaza asupra actiunii insesi;
ele se afla deasupra oricarui sens si oricarei semnificatii particulare. Aceasta concen-
trare pe proces, drept ceva opus producerii de obiecte, seamana cu elanul din jurul
dezvoltarii artei performance occidentale.

Primul happening din Letonia a avut locn 1972, cind artistul si creatorul de moda
Andris Grinbergs (n. 1946) s-a casdtorit cu partenera lui, Inta Jaunzeme, intr-o actiu-
ne intitulatd Cdsdtoria lui Isus Cristos. Actiunea a avut loc intr-un sat din Letonia si
au participat o duzina de artisti, poeti si muzicieni, prieteni ai artistului.*® Grinbergs
afost un membru al micului grup de hippies ai Letoniei, iar happening-urile pe care
le-a organizat aveau asemanari atft cu cuttura hippie, cft si cu cultura pagind indigena,
cum ar fi sdrbatorile traditionale ce au loc in timpul solstitiului de vara si la tard, impli-
dind o celebrare a naturii si o comuniune cu ea. Grinbergs, care fusese adesea sub
supravegherea politiei din cauza stilului atipic in care se imbrdca, descrisese aces-
te happening-uri ca pur escapism, si nu atft o incercare de a face un experiment artis-
tic sau o contributie la artele vizuale.*” La fel ca In multe alte zone ale fostei sfere
de influenta sovietice, crearea unor mici parcele de libertate in Est s-a datorat posi-
bilitatii expresiei libere, combinate cu adapostul pe care 1l oferea satul (departe de
supravegherea politiei).

in republicile sovietice precum Moldova, Ucraina si Bielorusia, ca siin izolata Alba-
nie, actiunile, body art si performance au aparut totusi mult mai tirziu. fn Moldova,
un spatiu pentru arta experimentala s-a deschis cu adevarat doar dupd ce tara s-a
desprins de Uniunea Sovieticd si a devenit independentd. Acest spatiu fusese creat
de Centrul Soros pentru Artd Contemporana, care a fost infiintat in capitala tdrii in
1993, dind centre similare au fost create in tot Estul in deceniul cu pricina. CSAC
Chisindu a infiintat o tabara de creatie, CarbonART, oferind un forum n care artisti
tineri au deprins noi tehnici si i s-a dat libertatea de a experimenta cu arta concep-
tuald, performance si land art. Artisti precum Pavel Braila (n. 1971), Mark Verlan (n.
1963), Lilia Dragneva (n. 1975) si Lucia Macari (n. 1974) si-au inceput munca n
cadrul performance-ului prin contactul cu CSAC si CarbonART. Cum afirmase
Dragneva In textul ei pentru volumul East Art Map, ,.cdderea Zidului Berlinului, care
a coincis cronologic cu momentul n care Moldova a devenit o republica suverana
(1991), n-a adus prin sine schimbari structurale in sfera artei. A fost nevoie de efor-
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stated in her text for East Art Map, "the fall of the Berlin Wall, which
chronologically coincided with Moldova becoming a sovereign
Republic (independence came in 1991), didn't in itself bring about
structural changes in the sphere of art. Purposeful efforts were need-
ed in order to synchronize creative quests with the mainstream
searching of contemporary art”. Those “purposeful efforts” were
made by the SCCA.

Like in Moldova, in Albania, performance art practices did not appear
until the 1990s. Prior to the end of Enver Hoxha's rule in 1985, and
the end of communist rule in 1992, there was little experiment in art
other than subtle attempts to break from the strict canon of socialist
realism, for example, through the use of non-representational color
and abstraction in painting. These attempts, however, were quickly
quashed, when the author of one such painting, Edison Gjergo, was
imprisoned for his Chagall-like painting The Epic of Morning Stars
(1972), and the painting was confined to storage.* Consequently it
wasn't until the 1990s that artists began to branch out from painting
and use action and the body in their work. One of the first perform-
ances to take place in Albania was by an artist duo, Flutura (b. 1970)
and Besnik Haxhillari (b. 1960), who go by the artistic name The
Gullivers. In 1998, one year after they immigrated to Berlin, they
returned to Tirana to perform The Place Where Gullivers Sleep in
the National Gallery of Tirana. The two mounted their bed on

the wall, and slept in the gallery, merging the private space of the
artists’ private life with the public space of the museum.

In the closed socialist state of the German Democratic Republic,
experimental art was also slow to develop under tight restrictions.
Although German-born Joseph Beuys was a pivotal figure in contem-
porary performance art, little was known of his work just a few hun-
dred miles East of his hometown. Despite efforts to disparage Beuys
and diminish the role of Fluxus and performance art in contemporary
art practices, information regarding his work penetrated the Berlin
Wall in various ways. In publicly denigrating his work, art critics and
artists such as Hermann Raul and Willi Sitte brought attention to it
and thus interest. Conversely, art historians who did not agree with
these negative estimations, for example Klaus Werner and Eugen
Blume, actively promoted his work through publications and public
lectures.®? In fact, Claudia Mesch has outlined three separate strands
of performance strategies in East Germany, one of which emerged
from those artists who followed the example of Beuys, such as Erhard
Monden (b. 1947), who planned a number of collaborative perform-
ances with Beuys, following his visit to East Germany in 1981, which
never took place with the actual participation of the artist.*

The other two strands are occupied by the Clara Mosch group* from
Karl-Marx-Stadt (now Chemnitz), who had their first exhibition in
1977; and the third strand is represented by the Autoperforations-
artisten, or Self-Perforation Artists, from Dresden.” The actions

of both groups have their origins in the annual parties or carnivals
organized by art institutions. The Clara Mosch artists met as
students in Leipzig, and moved to Karl-Marx-Stadt to work in the
more liberal atmosphere created there by art collector Georg Brihl.
It was there that they organized exhibitions and plein air activities
(which were in fact documented by their Stasi mole, Ralf-Rainer
Wasse), such as week-long outings in which they would work collabo-
ratively in the landscape. The Autoperforationsartisten staged their
first performance in 1986, Die Spitze des Fleischbergs [The Tip of the
Meat Mountain] in the context of a student carnival, and in 1987 they
presented Herz Horn Haut Schrein [Heart Horn Skin Shrine] in Dres-
den as part of their diploma work, the final piece necessary for com-
pleting their studies in stage design.

This admittedly very loose sketch of the origins and beginnings of
performance art in the former communist countries of Central, East-
ern and Southern Europe demonstrates both continuity with the
Western model as well as divergence. While on the one hand, in the
1960s artists on both sides of the East-West divide were experiment-
ing with and creating time-based works of art that privileged



turi consecvente pentru a sincroniza cautdrile creatoare cu cercetarea mainstream
din cadrul artei contemporane”.® Aceste ,eforturi consecvente” au fost facute de
CSAC.

La fel ca in Moldova, in Albania practicile de artd performance n-au aparut pind in
anii 1990. Tnainte de sfirsitul regimului lui Enver Hoxha Tn 1985 si sfirsitul regimu-
lui comunistn 1992, abia dacd existase experimentalism in artd, in afara unor incercari
subtile de a evada din canonul strict al realismului socialist, de pildd, in picturd, prin
utilizarea culorii intr-un mod nonreprezentational si a abstractiei. Cu toate astea,
aceste Tncercdri au fost urgent reprimate, cind autorul unei picturi de acest gen,
Edison Gjergo, fusese inchis din cauza unei pinze n stilul lui Chagall intitulate Poe-
mul stelelor de dimineatd (1972), aceasta sfirsind intr-un depozit.*' Prin urmare, abia
in anii 1990 artistii au Inceput sa pardseasca pictura si sd utilizeze actiuni si propriul
corp in lucrdrile lor. Unul dintre primele performance-uri care au avut loc in Alba-
nia fusese cel al duoului artistic format din Flutura (n. 1970) si Besnik Haxhillari
(n. 1960), care si-au alocat numele de scena de Guilliverii. In 1998, la un an dup
ce emigrasera la Berlin, s-au Tntors la Tirana pentru a executa la Galeria Nationala
performance-ul Locul unde dorm Gulliverii. Cei doi si-au amplasat patul pe un pere-
te si au dormit n galerie, unificind spatiul privat al vietii private a artistilor cu spatiul
public al muzeului.

In statul socialist etans al Republicii Democrate Germane, arta experimentald s-a dez-
voltat, de asemenea, incet, in conditiile unor restrictii severe. Desi germanul Joseph
Beuys a fost o figurd centrald in arta performance contemporand, lucrarile sale erau
putin cunoscute la citeva sute de kilometri spre est de orasul sau natal. T pofida efor-
turilor de a-I discredita si de a diminua rolul jucat de miscarea Fluxus si de arta per-
formance In cadrul practicilor de artd contemporand, informatii privitoare la munca
lui au trecut de Zidul Berlinului in multiple feluri. Denigrind public munca sa, critici
de arta si artisti precum Hermann Raul si Willi Sitte au atras, de fapt, atentia asupra
ei si, astfel, au trezit un interes pentru ea. Invers, istorici ai artei care nu erau de acord
Cu aceste evaludri negative, de pilda Klaus Werner si Eugen Blume, 1i promovau n
mod activ opera prin publicatii si prelegeri publice.” Claudia Mesch a schitat trei genuri
separate de strategii performance in Germania de Est, una provenind de la artistii care
urmau exemplul lui Beuys, cum ar fi Erhard Monden (n. 1947), care, dupd vizita lui
Beuys in Germania de Estn 1981, a planificat o suitd de performance-uriin colabo-
rare cu acesta, chiar daca acestea n-au putut avea loc niciodata cu participarea sa.®
Celelalte doud genuri sint constituite de grupul Clara Mosch* din Karl-Marx-Stadt
(acum Chemnitz), care si-a avut prima expozitie in 1977, respectiv de Autoperfo-
rationsartisten sau Artistii Care Se Gauresc Pe Ei Tnsi$i din Dresda.” Actiunile ambe-
lor grupurisi au originea in petrecerile si carnavalurile anuale organizate de institutiile
de artd.® Artistii de la Clara Mosch s-au intilnit ca studenti la Leipzig si s-au mutat la
Karl-Marx-Stadt pentru a lucra in atmosfera mai liberald creata acolo de colectiona-
rul Georg Brihl. Aici s-au organizat expoxzitii si activitati plein air (care au fost docu-
mentate de dirtita Stasi care i urmarea, Ralf-Rainer Wasse), cum ar fi iesiri la sfirsit
de sdptamind in care lucrau in colaborare in peisaj. Autoperforationsartisten si-au pus
in scend primul performance, Die Spitze des Fleischbergs [Virful muntelui de carne],
in 1986, In contextul unui carnaval studentesc, iar in 1987 au prezentat Herz Horn
Haut Schrein [Sanctuarul pielii de pe cornul inimii] la Dresda, ca parte a lucrarii lor
de licentd, ultima piesa find necesara pentru a-si incheia studiile ca scenografi.
Aceastd schitd, destul de laxd, recunosc, a originilor si inceputurilor artei performan-
ce In fostele tari comuniste din Europa Centrald, de Est si de Sud demonstreaza si
continuitate, si divergenta in raport cu modelele occidentale. Pe de o parte, Tn anii
1960 artistii de ambele parti ale diviziunii Est-Vest au facut experimente cu si au rea-
lizat lucrdri bazate pe elementul temporal, care privilegiau procesele in raport cu
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process over object production, such as actions, happenings and
body art, artists in the East utilized a range of approaches to manu-
facture their own unique forms and manifestations of the genre.
The reasons for these diverse practices are myriad, and not only
dependent on the socio-political situation. While in some cases
artists forced to work in the studio or countryside made the best

of the situation by working with those limitations rather than halting
their development in reaction to them (for example in Romania or
Czechoslovakia during the normalization period), in other instances
artists drew from and developed local avant-garde traditions, for
example in Poland and Yugoslavia. While Fluxus was instrumental
in spreading concepts and ideas regarding developments in con-
temporary art, it was not the only source for artists in Eastern Europe,
nor were other developments in the West. In fact, the research
demonstrates that performance art practices in the East developed
concurrently with those in the West, as opposed deriving from
them.

II. Performance and the Body

In the socialist spaces of Eastern Europe, the body had a unique res-
onance. Since public (and to a certain extent private) space was reg-
ulated by the state, this meant that the individual was constantly
subject to the power and discipline that derives from living within
the panopticon.” Surveillance took varying forms, and existed to
varying degrees across the East. In East Germany, either the Stasi
infiltrated artist groups (Clara Mosch), or artists feared that they had
(Autoperforationsartisten), but never really knew. In places such as
Romania, or normalization-era Czechoslovakia, there was a similar
degree of monitoring of public space. While in the 1960s in Czecho-
slovakia Milan Knizak was able to enact public exhibitions and
performances on the streets, in the 1970s, artists retreated to the
private spaces of apartments, basements and the countryside. Sanja
Ivekovit's (b. 1949) 1979 performance Triangle demonstrated the
extent to which even the semi-private space of her balcony was mon-
itored during an official visit of Tito to Zagreb. Sitting on her bal-
cony, drinking whisky and pretending to masturbate, the security
officers stationed atop a high-rise hotel across the street noticed her
and summoned their colleagues on the street below to knock on her
door and ask her to leave the balcony (along with her things).
Throughout the communist period, the body found itself in the cross-
hairs of state surveillance.

In utilizing the body as artistic material, examples of body art, action
art and performance from the region illuminate the manner in which
the body is always already located within a system — be it political,
artistic, or otherwise. The nature of these different systems becomes
most evident when juxtaposing examples not only from the East and
the West, but from across Eastern Europe. In addition to a geograph-
ic distinction, there is also a temporal one, when one considers the
changes that occurred from the communist to the post-communist
period. For example, Piotr Piotrowski has characterized the post-
communist period as agoraphilic, manifesting a “drive to enter the
public space, the desire to participate in that space, to shape public
life, to perform critical and design functions for the sake of and with-
in social space”.*® Conversely, during the communist period this par-
ticipation and design took place within a second public sphere, with
a limited audience and viewership. That is not to say that this work
did not have a social or political impact. In fact, in Antipolitics in
Central European Art (2013), Klara Kemp-Welch has demonstrated
how artists in Central Europe, whose work was not necessarily politi-
cal, participated in the changes taking place across the region
throughout the second half of the twentieth century.®

The use of the body as material also had a simple, practical element
to it, given that it was readily available, and many artists were
attracted to body art for the freedom it gave them to create and
experiment. Dan Perjovschi (b. 1961) commented on the significance
of performance and body art in Romania in the 1980s and 1990s in

productia de obiecte, aici Tnscriindu-se actiunile, happening-urile si body art; artistii
din Est utilizaserd o gama larga de aborddri pentru a-si crea formele si manifestari-
le lor unice ale acestui gen. Exista o puzderie de motive pentru aceastd divergentd
a practicilor; ele nu depind doar de situatia sociopolitica. I timp ce in anumite cazuri
artistii siliti sa lucreze in atelierele lor sau la tard au Tncercat sa scoata ce era mai bun
din aceasta situatie, lucrind cu aceste limitari mai degraba decit sa-si opreasca dez-
voltarea ca reactie la ele (de pildd in Romania si Cehoslovacia n timpul perioadei
de normalizare), in alte cazuri artistii se inspiraserd din si dezvoltaserd traditiile avan-
gardiste locale, de pildd n Polonia si lugoslavia. Desi Fluxus era esentiald fn raspin-
direa conceptelor si ideilor privitoare la diverse dezvoltdri in arta contemporana,
ea n-a fost singura sursa de inspiratie pentru artistii din Europa de Est, la fel cum
acest titlu nu poate fi alocat nici dezvoltarilor occidentale. De fapt, cercetarea de-
monstreaza cd practicile de artd performance din Est s-au dezvoltat simultan cu ace-
lea din Vest, si nu au derivat pur si simplu din ele.

Il. Performance-ul si corpul

I spatiile socialiste ale Europei de Est, corpul are o rezonanta singulard. De vreme
ce spatiul public (si, intr-o anumita masurd, si cel privat) fusese reglat de stat, asta a
nsemnat cd individul era supus mereu puterii si disciplinei ce rezulta din viata in panop-
ticon.”” Supravegherea lua forme diferite si a existat in diverse grade pe teritoriul est-
european. in Germania de Est, fie Stasi ajunsese sa se infittreze in grupurile de artisti
(Clara Mosch), fie artistii se temeau de asemenea infiltratii (Autoperforationsartis-
ten), dar nu puteau fi siguri niciodata. i locuri precum Romania sau Cehoslova-
cia perioadei de normalizare, a existat un grad similar de monitorizare a spatiului
public. In timp ce i anii 1960, in Cehoslovacia, Milan Kni¥ak a fost in stare si rea-
lizeze expozitii si performance-uri publice pe strdzi, n anii 1970 artistii s-au retras
n spatiile private ale apartamentelor, pivnitelor si satelor. Performance-ul din 1979
al lui Sanja Ivekovi¢ (n. 1949), Triunghiul, a demonstrat masura in care pind si spatiul
semiprivat al balconului ei fusese monitorizat cu ocazia unei vizite oficiale a lui Tito
la Zagreb. Stind pe balconul ei, bind whisky si facindu-se cd se masturbeaza, ofite-
rii de securitate asezati pe acoperisul unui hotel inalt de pe partea cealalta a strazii
au observat-o si si-au chemat colegii de pe strada sa-i sune la usa si s-o roage sa
pardseascd balconul (impreund cu lucrurile ei). Pe intreg parcursul perioadei comu-
niste, corpul s-a aflat in atentia supravegherii exercitate de stat.

I folosirea corpului ca material artistic, exemplele de body art, action art si perfor-
mance din regiune lumineaza felul in care corpul e din capul locului situat ntr-un
sistem —fie el politic, artistic sau de alt fel. Natura acestor sisteme diferite cistigd cea
mai mare evidentd atunci cind e juxtapusd cu exemple nu doar din Vest, ci si cu
exemple din tarile est-europene. Cind se analizeaza schimbarile ce au avut loc intre
perioada comunista si cea postcomunistd, pe finga deosebirea geografica, exista si
una temporald. De pilda, Piotr Piotrowski caracterizase perioada postcomunista ca
una agorafila, manifestind ,un impuls spre a intra in spatiul public, dorinta de a par-
ticipa la acel spatiu, de a modela viata publicd, de a implini functii critice si de de-
sign de dragul spatiului social si in el“.* Spre deosebire de asta, In perioada
comunistd aceastd participare si acest modelaj au avut loc Tntr-o sfera publicd
secundard, cu un public restrins. Ceea ce nu inseamna cd aceasta activitate n-a avut
un impact social sau politic. De fapt, in Antipolitics in Central European Art (2013),
Klara Kemp-Welch demonstrase cum anume artistii din Europa Centrald, a caror
opera n-a fost neaparat una politicd, au participat la schimbdrile ce-au avut loc in
aceastd regiune n a doua jumdtate a secolului al doudzecilea.”

Utilizarea corpului ca material prezinta, de asemenea, un detaliu simplu, practic,
dat fiind ca era foarte la iIndemina si multi artisti fusesera atrasi de body art din cauza
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Romania, stating that first of all it was “cheap”, which made it useful
in a time of material deficit. Insofar as artistic production was regu-
lated by the state, resources were often scarce, and usually only allo-
cated to official commissions. For example, the artist recalled the
difficulty he had in getting a large quantity of white paper to create
his performative installation, Red Apples (1988), when he covered
the entire living room of his apartment in paper as a surprise for his
wife, Lia Perjovschi (b. 1961) — an environment in which they lived
for several days. But the artist also noted that after the revolution in
Romania, the body was also considered “radical”, because of the fact
that people had died on the streets; the body was not just visceral,
but real.

While Goldberg argued that artists in Eastern Europe utilized body
art because it left little trace of the unofficial and experimental artis-
tic activity that it engendered, most of their performances were doc-
umented, and those documents had the potential to implicate not
only the artists, but also the bystanders involved. In Toméas Pospiszyl's
essay on the photographs of Czech Action Art from the 1970s, “Look
Who's Watching: Photographic Documentation of Happenings and
Performances in Czechoslovakia”, he discusses the fact that most of
the performances from that period (in contrast to the 1960s) took
place in private, with a small audience of close friends. Because of
this, the documentation of performances took on a greater signifi-
cance, especially because it enabled the performances to be seen

by other audiences - either contemporaneously, through circulation
of the photographs, or by a future, “delayed”® audience, which may
or may not have included the state apparatus. As Pospiszyl has writ-
ten, the audience that is captured in the photographs “knows very
well that they are taking part in an art action. They also know that
the photographs will be seen by a large secondary audience and
maybe by the police, who can decode them as a disturbance of

the peace. They take that risk. Their presence and willingness to be
photographed means that they become part of the event”.s' The
documentation of these performances is thus a crucial element to
the longevity of the work of art. It also demonstrates the risky nature
of experimental activity in the region, for both artist and viewer.
Zdenka Badovinac chose the body as the focus of her landmark exhi-
bition, Body and the East: from the 1960s to the Present (Moderna
Galerija, Ljubljana, Slovenia, 1998), precisely because of its unique
resonance in the context of Eastern Europe. Pointing out the fact
that the body is social construct, it is inherently intersubjective, and
can function as “another representational economy”.* This state-
ment echoes those made by Amelia Jones around that same time,
that body art “insistently pose[s] the subject as intersubjective (con-
tingent on the other) rather than complete within itself (the Cartesian
subject who is centered and fully self-knowing in his cognition)”.%
Thus, interpreting these bodies in their context can provide illumina-
tion with regard to the socio-political factors surrounding them.

In other words, by examining the various uses and expressions of the
body in different locations across Eastern Europe, we gain a better
understand not only of the particular significance of the body in each
environment, but also of the nuances of the differing manners in
which state-sponsored socialism was adopted in each, as well as the
distinctive significance of the body and performance in the East, in
comparison with in the West. Although Jones doesn’t write about
artists from Eastern Europe in her work, her analysis of performance
art can be instructive when looking at artists from the region, as she
herself emphasized the necessity of contextual analysis. According to
her, the “social, political and cultural context is crucial to this analy-
sis of what body art . . . can tell us about our current experiences of
subjectivity”.%* In this section, I examine the manner in which artists
from the East used their bodies in performance to navigate the vary-
ing degrees of state control over artistic production and cultivate
their own unique forms of individual integration and self-definition,
including gender, national-cultural, among others.
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Jiri Kovanda

Contact, 3 September 1977, Prague, Spélena and Vodickova streets, performance in Prague, 1977, Kontakt Collection Erste Bank, courtesy: the artist

libertatii pe care le-a dat-o In creatie si experimentare. Dan Perjovschi (n. 1961) a
facut un comentariu pe marginea performance-ului si a body art in Romania anilor
1980 si 1990, declarind &, nainte de toate, acestea erau ceva ,jieftin®, ceea ce le-a
ficut utile intr-o perioadi de penurie. In mésura in care productia artistics era re-
glata de stat, resursele erau adesea putine si alocate de obicei doar unor comisii oficia-
le. Artistul a evocat, de pildd, dificultatea pe care a avut-oin a primi o cantitate mare
de hirtie alba pentru a crea o instalatie-performance, Mere rosii (1988), in care a ta-
petat intregul living al apartamentului sau cu hirtie, ca o surpriza pentru sotia sa, Lia
Perjovschi (n. 1961) — un ambient n care au trait citeva zile. Dar el a mai facut si
observatia cd, dupa revolutie, in Romania corpul fusese considerat tot ceva ,radi-
cal’, deoarece oamenii muriserd pe strazi; corpul nu era doar visceral, ci si real.
Desi Goldberg argumentase Tn favoarea ideii cd artistii est-europeni utilizaserd
body art pentru ca lasa urme putine ale activitatii artistice neoficiale si experimen-
tale careia fi dadea nastere, majoritatea performance-urilor realizate de acesti artisti
fusesera inregistrate si acele documente aveau potentialul de a-i implica nu doar
pe artisti, ci si pe spectatori. In eseul lui Tomas Pospiszyl despre fotografiile action
art-ului cehesc din anii 1970, ,Look Who's Watching: Photographic Documenta-
tion of Happenings and Performances in Czechoslovakia“, acesta discutd faptul ca
majoritatea performance-urilor din acea perioada (spre deosebire de anii 1960) au
avut loc Tn privat, cu un public restrins de prieteni apropiati. Din aceasta cauzd, nre-
gistrarea documentara a performance-urilor primise o semnificatie mai mare, mai ales
pentru cd ea a permis ca performance-urile sa fie vazute si de alte categorii de public
—fie ele contemporane, prin raspindirea fotografiilor; sau viitoare, ,aminate*®, care
au putut sau nu sd-i includa pe cei din aparatul de stat. Asa cum scria Pospiszyl, publi-
cul surprins in fotografii ,stia foarte bine cd participa la o actiune artistica. El stia si
ca fotografiile vor fi vazute de un public secundar vast si poate de politie, care le
poate decoda ca pe o perturbare a ordinii. El'isi asuma riscurile. Prezenta sa si con-
simtamintul la a fi fotografiat insemnau c3 el devine parte din eveniment*.*' Tnre-
gistrarea documentard a acestor performance-uri e deci un element crucial pentru
longevitatea operei de artd. Asta demonstreazd si natura riscantd a activitdtii expe-
rimentale Tn cadrul regiunii, atit pentru artist, cit si pentru spectator.
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The Present Body

Amelia Jones cites a significant shift that took place in art history
and art criticism with the appearance of Hans Namuth's photo-
graphs of Jackson Pollock at work, which illustrated an article
published in 1951 in Art News by Robert Goodnough, “Pollock Paints
a Picture”. In her estimation, Pollock's action painting, which was
revealed in these photographs, and which she terms the “Pollockian
performative”, effectively reveal the artist to the viewer. His action,
and thus the action of body artists, “unveils the hidden body that
secured the authority of modernism*”.% In doing so, it reveals the act
of interpretation as “interested”, as opposed to the Kantian “disinter-
ested” approach, “whereby the interpreter presumably determined
the inherent meaning and value of the work of art through objective
criteria”.* In revealing the body of the author, body art makes clear
the social space in which the artist is located and from which s/he
creates. In fact, Jones argues that body art confirms the disrupting
of the unified, closed, and independent Cartesian subject. In her
words, “body art confirms what phenomenology and psychoanalysis
have taught us: that the subject ‘means’ always in relationship to
others and the locus of identity is always elsewhere”.” Consequently,
it is through body art that the artist makes him or herself present,
whether it is in the social space of the public or private sphere.

In many instances, it was difficult for the body, in the context of per-
formance art, to be truly “present” in the East, insofar as its audience
for experimental art was limited. Ivana Bago and Antonia Majaca
have characterized the audience for this work as a “delayed” one,
insofar as the reception for these works of art was primarily to be
found among future viewers, not among the general public present
at the time of the work's creation. With regard to artists working in
Croatia in the 1970s, Bago wrote that they “found themselves in an
empty space . . . where the products of their work were neither des-
tined for the market nor desired by socialist society, and could only
be stored for a delayed audience, for future use”.* In fact, this
echoes statements by artists as to why they documented their work
at the time of creation, given that in most cases they would not be
able to exhibit it contemporaneously, either in the East or in the
West. For example, Romanian artist Iosif Kiraly (b. 1957) stated that
he photographed his actions for a “future audience™’, thinking

that maybe it would be seen, and maybe it wouldn't. Similarly, Dan
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Jiri Kovanda

Untitled, xxx, 3 September 1977, Prague, Vaclavské namésti. On an escalator... I turn around and gaze straight into
the eyes of the person standing behind me, performance in Prague, 1977, Kontakt Collection Erste Bank, courtesy:
the artist

Zdenka Badovinac a ales corpul ca punct de concentrare al expozitiei sale extrem
de importante Body and the East: from the 1960s to the Present (Moderna Gale-
rija, Ljubljana, Slovenia, 1998), tocmai datoritd rezonantei sale singulare n contex-
tul Europei de Est. Subliniind natura de construct social a corpului, acesta e in mod
inerent intersubiectiv si poate functiona ca ,,0 altd economie reprezentationald”.*
Aceastd afirmatie e ca un ecou al celei ficute de Amelia Jones aproximativ in ace-
easi perioadd. Potrivit acesteia din urma, body art ,afirma in mod insistent subiec-
tul drept ceva intersubiectiv (depinZind de celdlalt), si nu atit drept ceva complet in
el nsusi (subiectul cartezian centrat si perfect autocunoscator in cognitia sa)*.>* Ast-
fel, interpretarea acestor corpuri in contextul lor poate furniza o lamurire in privin-
ta factorilor sociopolitici care le antureaza. Cu alte cuvinte, examinind diversele utilizari
si expresii ale corpului in diferite locuri din Europa de Est, obtinem o intelegere mai
bund nu doar a semnificatiei particulare a corpuluiin fiecare ambient, i si a diverse-
lor nuante ale modalitdtilor in care socialismul garantat de stat fusese adoptat in fie-
care dintre ele, precum si cu privire la semnificatia mai particulard a corpului si a
performance-ului in Est, in comparatie cu Vestul. Desi Jones nu scrie despre artisti
din Europa de Est n lucrarea ei, analiza pe care o desfasoara despre arta perfor-
mance poate fi instructiva cind ne ocupam de artistii din regiune, de vreme ce si
ea a subliniat necesitatea analizei contextuale. Potrivit lui Jones, ,contextul social,
politic si cultural e crucial pentru aceastd analizd a ce ne poate spune [...] body art
despre experientele noastre actuale ale subiectivitatii“.>* Tn aceast sectiune exami-
nez felul in care artistii din Est si-au folosit corpurile in performance pentru a evita
diversele grade de control statal asupra productiei artistice si au cultivat forme singu-
lare de integrare individuald si autodefinire, inclusiv sociosexuald si national-cuttu-
rald, printre altele.

Corpul prezent

Amelia Jones citeaza o cotiturd semnificativa ce a avut loc n istoria artei si in criti-
ca de artd odata cu aparitia fotografiilor lui Hans Namuth despre Jackson Pollock
ntimp ce munceste, fotografii ce ilustraserd un articol publicatin 1951 in Art News
de Robert Goodnough, intitulat ,Pollock Paints a Picture”. in evaluarea ei, pictura-
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Perjovschi commented that he documented his work and the work of
his colleagues in order to have a “witness” to it, stating that in many
instances, he “never thought it would be seen”. When asked why he
documented an early work of performance art that he was involved
in in Latvia, painter Raimonds Licitis (b. 1948) commented that the
artists “decided that it was an important moment, and it needed to
be captured and preserved in that way"”.¢' Given the lack of possibili-
ty for many of these works of art to be publicly exhibited, the docu-
mentation thereof served the purpose of capturing, preserving and
eventually presenting that work to an audience that could not be
physically present with the artist.

Thus in examining works of performance in which the body features
as a presence or material, it is important to consider the significance
of the documentation of the action or event in this particular context
of Eastern Europe. Peggy Phelan has argued for the ontology of per-
formance art, stating that “performance’s only life is in the present.
Performance cannot be saved, recorded, documented or otherwise
participates in the circulation of representations of representations:
once it does so, it becomes something other than performance”.®?
Given that Phelan was writing primarily about Western performance
art, one might concede her point. However, it is my contention that
the specific socio-political circumstances in Eastern Europe require

a different view with regard to documentation. Philip Auslander has
provided such a view, in his argument against liveness as a requisite
of performance art. In defense of this idea, he maintains that live
performance is not resistant to mediatization. In fact, in his view,
“the word ‘live’ is not used to define intrinsic, ontological properties
of performance that set it apart from mediatized forms, but rather is
a historically contingent term”.%* For example, he argues that the
idea of “live” only came about following the advent of the radio, with
which the distinction between recorded sound and live sound might
not be immediately apparent to the listener. In his words, “the con-
cept of the live was brought into being not just when it became pos-
sible to think in those terms . . . but only when it became urgent to
do so0".¢* For Auslander, the very act of documenting an action or
work of live art is what makes it a performance.*®

Indeed, Pavlina Morganova has commented on the significance

of both the photographic and textual documentation of action art

in relation to the work of Czech artist Jiri Kovanda (b. 1953), who
began working in performance in Prague in the 1970s. She describ-
ed the consistent manner in which Kovanda dedicated one sheet

of paper to record each action, titling and dating it, and sometimes
including a short description, photograph, or series of photographs.
In her words, “today these sheets of paper, which he once carried
around in well-worn folders to show those interested, are viewed

as artifacts. Indeed, they possess a certain aesthetic quality since
Kovanda conceived of them as a kind of collage . . . Yet they were
only records and documents, proof that the action took place and
the methods used”.® She further noted the fact that in the post-com-
munist period, when artists became aware of the commodity value
of these documents, artists “changed their perception™’ of this doc-
umentation, coming to regard it more as a work of art than a mere
record of events. Just as the documentation of performance art in
the West became commodified, through the circulation, exhibition
and selling of these visual records, artists in Eastern Europe faced

a similar situation upon entering the art market in the 1990s.

One can witness the significance of the photographic camera when
examining the body and action art produced by artists across Eastern
Europe from the 1960s until the system change at the end of the
1980s and beginning of the 1990s. In Hungary, the work of Tibor
Hajas (1946-1980) stands as a compelling example of the symbiotic
relationship between performance and photography. The artist, who
was in fact a poet, created dramatic performances with his body
both in front of an audience and in private, but almost always with

a camera present. His 1978 performance Dark Flash, which took
place in Warsaw, is understood to be the first performance in the
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actiune a lui Pollock, care a fost revelata in aceste fotografii si pe care ea 0 numeste
,performativul pollockian®, Tl aratd spectatorului efectiv pe artist. Actiunea sa si deci
actiunea artistului care practica body art ,dezvaluie corpul ascuns care a asigurat auto-
ritatea modernismului®.*> Astfel, actiunea reveleaza actul interpretarii ca fiind unul
Linteresat®, Tn opozitie cu abordarea ,dezinteresatd” discutata de Kant, ,in care se
presupune ca interpretul determind sensul intim si valoarea operei de arta prin crite-
rii obiective.% In revelarea corpului autorului, body art face patent spatiul social in
care artistul se situeaza si pornind de la care el/ea creeaza. De fapt, Jones sustine
ca body art confirma dezmembrarea subiectului cartezian unificat, Tnchis si indepen-
dent. Cu cuvintele ei, ,body art confirma ceea ce ne-au Tnvatat fenomenologia si
psihanaliza: cd subiectul <inseamna [ceva]» mereu in raport cu attii si locul identitatii
e mereu altundeva“.*” Prin urmare, prin body art artistul se face prezent in spatiul
social al sferei publice sau private.

Tn multe cazuri, In contextul artei performance, a fost dificil pentru corp s fie cu
adevarat ,prezent” in Est, in mdsura in care publicul artei experimentale era unul
restrins. Ivana Bago si Antonia Majaca au caracterizat publicul acestui gen ca unul
,aminat", n masura in care receptarea acestor opere de arta era de gasit in primul
rind printre spectatorii din viitor, si nuin rindurile publicului general prezent in tim-
pul credrii operei. In ce priveste artistii ce lucrau in Croatia anilor 1970, Bago scria
cd ,s-au gasit intr-un spatiu gol [...] In care produsele muncii lor nu erau destinate
nici pietei, nici dorite de societatea socialista, si nu puteau fi decit stocate pentru un
public aminat, pentru o utilizare viitoare“.*® De fapt, asta sund ca un ecou al unor
declaratii ficute de artisti despre motivele pentru care si-au inregistrat operele n
timpul credrii lor, dat find ca Tn majoritatea cazurilor ei nu puteau sa le expuna n
contemporaneitatea lor, nici in Est, nici in Vest. De pildd, artistul roman losif Kiraly
(n. 1957) afirmase ca el si-a fotografiat actiunile pentru un ,public viitor"®, gindin-
du-se cd ele poate cd vor fi vdzute, poate ca nu. in mod asemintor, Dan Perjovschi
spunea ca el Tsi inregistrase lucrarile si pe cele ale colegilor sdi pentru a avea un ,mar-
tor* la ele, afirmind cd in multe cazuri ,nu s-a gindit deloc ca ele vor fi vazute®.®
Cind fusese intrebat de ce a Tnregistrat o lucrare timpurie de artd performance in
care fusese implicat in Letonia, pictorul Raimonds Licitis (n. 1948) spusese cd ar-
tistii ,au decis cd a fost un moment important si cd trebuia nregistrat si conservat
in felul acela®.*" Datd fiind imposibilitatea pentru multe dintre aceste opere de arta
de afi expuse, inregistrarea lor a servit scopului de a surprinde, de a conserva si,
in cele din urmd, de a prezenta acele opere unui public care n-a putut fi copre-
zent fizic cu artistul.

Astfel, in examinarea lucrdrilor performance in care corpul apare ca prezenta sau
ca material, e important sd ludm n considerare semnificatia inregistrarii documen-
tare a actiunii sau a evenimentului Tn contextul particular al Europei de Est. Peggy
Phelan dezvottase un argument pentru ontologia artei performance, afirmind ca ,singu -
ra viata a performance-ului este in prezent. Performance-ul nu poate fi salvat, inregis -
trat, prins in documente sau, altminteri, el participa la raspindirea unor reprezentari
despre reprezentdri: odatd ce ajunge sd facd asta, el devine altceva dedit performance”
Dat fiind cd Phelan scria in primul rind despre arta performance occidentald, putem
fi de acord cu observatia ei. Cu toate astea, opinia mea este ca circumstantele socio-
politice specifice ale Europei de Est necesitd o altd perspectiva in ce priveste fnre-
gistrarea documentara. Philip Auslander furnizase o asemenea perspectiva n
argumentul sau fmpotriva ,timpului real” ca o conditie necesard a artei performance.
In apararea acestei idei, el sustine ci performance-ulin ,timp real” nu se opune inre-
gistrarii. De fapt, in opinia sa, ,expresia «timp real» nu e folositd pentru a defini trasaturi
intrinsece, ontologice ale performance-ului, care |-ar separa de formele de Tnregis-
trare, ci e mai degraba una istoriceste contingenta“.®* De pilda, el argumenteazd ca

124

history of Hungarian performance art (outside of the tradition of hap-
penings already discussed).*® The piece involved the artist hanging
from the ceiling with his hands bound and his eyes blindfolded,
while he used a flash to attempt to take photographs in the dark
room. As with many of the artist's performances, the piece pushed
his physical body to the limits, and the artist in fact lost conscious -
ness and had to be revived by the viewers present.¢’ The artist
explored similar motifs in an earlier work, which Laszlé Beke has
termed a “pre-performance”, at an opening for the exhibition Expo-
sition, wherein the artist sat blindfolded, holding a camera, listening
to instructions given by his assistants and attempting to take a pho-
tograph of another camera that was on auto-exposure, which was
hanging from a rope.”

While the photo camera and flash featured prominently in his per-
formances, in some instances he replaced the camera flash with an
explosion of magnesium. Maja Fowkes ascribes his interest in photog-
raphy to its role as a mediator between that which we see and that
which actually exists in the world. In her words, it is a “metaphor for
the relation between existing reality and its appearance”.” Beke has
stated that he used flash in darkened rooms because of the physiolo-
gical effects on the viewer's eyes, insofar as it would produce a
momentary visual imprint of his work, and thus his body, on the reti-
na. In Beke's words, Hajas “required the audience participants to take
home the image, burnt into their eyes”.” Edit Andréas has stated that
for Hajas, it wasn't just the possibilities of performance that offered
the artist freedom, but also the photograph. According to her, “the
only sites of freedom that remain for Hajas are his own body and the
medium of the photograph”.* Because of the fact that the artist was
not able to live out his reality in an unrestricted manner, in commu-
nist Hungary (he was arrested in 1965 and imprisoned for one year,
following his participation in a street demonstration), photography
offered the possibility of constructing a different reality. According to
Andrés, he believed that “the photograph was a medium of freedom
and the inverse of reality, instead of being a mere documentation of
it".7* It should be noted that Hajas was a poet and writer, and yet was
also, according to Beke, the “founder” of Hungarian performance art,
thus indicating another unique source for the art form in the region

- literature. When viewing the photographic documentation of Hajas's
work, there can be no doubt that his focus is on the body as an active
subject, a material to be manipulated and pushed to its physical lim-
its. The corporeality of his work notwithstanding, it is his work with
the photograph that underscores the significance of the performative
action for the artist.

Another artist who worked consistently with his body throughout his
decades-long career was Croatian (Yugoslav) artist Tomislav Gotovac.
While the artist’s concentration on performance developed from his
interest in film, his performative work goes beyond mere document-
ed action and showcases the mundane aspects of everyday life.

For example, he marked the years from 19761981 as a long-dura -
tional performance, entitled Letting all Hairs on Head Grow, which
ended with a public performance at the Vjesnk Bookstore in Zagreb,
Hair-Cutting and Shaving in Public III (1981). In 1960, two years prior
to his first performance, Showing Elle, the artist created a series of
five photographs in which he dressed up and pretended to be an
actor in a French film (Heads, 1960). Although not created as a per-
formance, but rather as staged photographs’, these early pieces
bear an uncanny resemblance to Cindy Sherman's Untitled Film Stills
(1977-1980), although they predate them by nearly twenty years.
For his use of the body as his prime material, JeSa Denegri has
argued that the artist uses his body as a readymade, “treating his
own body, that is, as both the subject and object of the artistic
event”.’¢ Indeed, throughout his oeuvre, it is the artist's body that

is present both in his work, and among his viewers, as many of his
actions took place in the public space of downtown Zagreb.

In Czechoslovakia in the 1970s, the public performances of the
1960s, that had taken place on the street and implicated casual

ideea ,timpului real” a aparut odata cu aparitia radioului, in cazul caruia distinctia din-
tre sunetul inregistrat si sunetul ,in timp real” poate ca nu e nemijlocit transparentd
pentru ascultator. Cu cuvintele sale, ,conceptul de «timp real» a luat nastere nu chiar
atunci cind a devenit posibil sa gindim in acesti termeni [....], ci abia cind a devenit
urgent s-o facem*.* Pentru Auslander, gestul insusi al inregistrarii unei actiuni sau
piese de artd ce are loc ,in timp real” este ceea ce face din ea un performance.®
In aceasts ordine de idei, Paviina Morganova discutase despre semnificatia inregistrarii
fotografice si textuale a artei-actiune [action art] cu privire la opera artistului ceh Jirf
Kovanda (n. 1953), care Incepuse sa foloseasca genul performance in Praga anilor
1970. Ea a descris intr-un fel coerent felul in care Kovanda a dedicat o pagina pen-
tru anregistra fiecare actiune, punindu-i un titlu si atasindu-i o datd, iar uneori inclu-
Zind o scurtd descriere, o fotografie sau o serie de fotografii. Cu cuvintele ei, ,astizi,
aceste pagini, pe care odatd le-a purtat in dosare roase de uzurd pentru a le arata
celor interesati, sint vdzute ca obiecte de sine statdtoare. De fapt, ele posedd o anu-
mitd calitate esteticd de vreme ce Kovanda le-a gindit ca pe un fel de colaj [...] Totusi,
ele au fost doar inregistrari si documente, dovezi cd actiunile au avut loc si ale meto-
delor folosite”.® Ea a mai facut observatia ca in perioada postcomunistd, cind artis-
tii au devenit constienti de valoarea de schimb a acestor documente, ei ,si-au schimbat
perceptia“’ asupra fnregistrarii documentare, ajungind s-o priveasca drept opera
de artd, si nu doar o purd fixare a unor evenimente. La fel cum inregistrarea do-
cumentard a artei performance occidentale a devenit marfd, prin circulatia, expune-
rea si vinzarea acestor inregistrari vizuale, artistii din Europa de Est s-au confruntat
Ccu o situatie similard odata ce au intrat pe piata artistica in anii 1990.

Semnificatia camerei fotografice devine evidentd daca se examineaza piesele body
art si de artd-actiune create de artistii est-europeni din 1960 si pind la schimbarea
de regim spre finele anilor 1980, inceputul anilor 1990. in Ungaria, opera lui Tibor
Hajas (1946—1980) std ca un exemplu convingdtor al raportului simbiotic dintre per-
formance si fotografie. Artistul, care fusese de fapt poet, a creat performance-uri dra-
matice cu corpul sau atft in fata unui public, cit siin privat, dar aproape intotdeauna
In prezenta unei camere de luat vederi. Performance-ul sau din 1978, care a avut
loc la Varsovia si a fost intitulat Dark Flash, e considerat a fi primul performance in
istoria maghiara a genului (in afard de traditia deja discutatd a happening-ului). Tn
aceastd piesa, artistul atirna pe o funie fixata de tavan, cu mfinile legate si ochii aco-
periti, in timp ce foloseste un blit si fncearca sa faca o fotografie in camera intunecata.
Precum n cazul muttor performance-uri ale artistului, piesa il impinge la limitele cor-
pului sau fizic, iar artistul si-a pierdut, de fapt, cunostinta si a trebuit sa fie readus n
simtiri de catre spectatorii prezenti.”” El explorase motive similare intr-o lucrare tim-
purie, pe care Laszlé Beke a numit-o , pre-performance” la vernisajul expozitiei Ex -
pozitie, In care artistul era asezat cu ochii acoperiti, tinind un aparat de fotografiat
si ascultind de instructiunile pe care le primea de la asistentii sai in incercarea de a
fotografia un alt aparat de fotografiat, care atirna de o sfoard si era reglat pe auto-
expunere.’

Desi camera foto si blitul au fost foarte prezente in performance-urile sale, in unele
cazuri el a inlocuit blitul aparatului de fotografiat cu o explozie de magneziu. Maja
Fowkes pune interesul sau pentru fotografie pe seama rolului de mediator al aces-
teia Intre ce vedem si ce exista in realitate in lume. Cu cuvintele ei, e vorba de o
,metafora pentru raportul dintre realitatea existenta si aparenta ei*.”' Beke afirma-
se ca Hajas utilizase blitul in camere intunecate din cauza efectelor fiziologice pe care
le avea acesta asupra ochilor privitorilor, h masura in care producea o imprimare
vizuald momentand a lucrdrii sale si, astfel, a corpului pe retind. Cu cuvintele lui Beke,
Hajas , dorea ca publicul participant sd ia acasa imaginea arsd in ochii sai“.” Edit Andras
afirmase ca pentru Hajas nu doar posibilitatile performance-ului ofereau libertate artis-

+ arta performance-ului in Europa de Est

passersby as viewers or audience members, typical of Milan Knizak,
were gradually pushed underground or outside the city. Following
the failed Prague Spring and the invasion of Czechoslovakia by
Warsaw Pact troops in 1968, the era of “normalization” began; a
time during which politicians aimed to bring Czechoslovakia back

in accord with the Soviet party line. While this did not put an end

to artistic experiment, it did displace it. The body art “troika”, for
example, which consisted of artists Karel Miler (b. 1940), Jan Ml¢och
(b. 1953) and Petr Stembera (b. 1945), produced a number of actions
during this period in places such as the basement of the Museum of
Decorative Arts in Prague. At the time, Stembera was working there
as a night guard, and used the position to his advantage by organiz-
ing clandestine performances and events there in the evenings, for a
trusted group of friends.

These artists produced bodly art for a relatively short period of time,
and much of this work focuses on the relation of the body to the sur-
rounding world, as well as its physical limits. For example, in Either
and Or (1972), Karel Miler is photographed in two positions: laying
on the road, then laying on the curb next to it. In this way he delim-
its the road'’s existence in relation to, and dependent on his bodly.
Several of his actions feature a similar theme, for example Identifica-
tion (1973), a photographic performance in which Miler tries to cap-
ture, on film, the precise moment when gravity takes effect, and he
falls to the ground from a pile of concrete slabs on which he had
been squatting. In Perpendicular (1973), the artist leaned his body
back in order to make himself perpendicular with the hill on which
he was standing. The fact that many of these actions take place out-
of-doors and in the countryside is significant. When not working in
the concealed spaces of the Decorative Arts Museum’s basement,
the countryside represented a unique arena of freedom for artists

in the Czech lands. Many of the actions that they created during this
time seem to form a hybrid with Land Art, such as those discussed
by Miler above. In this sense, they can be said to resemble British
Land Art, with its focus on the individual in the landscape, as
opposed to American Land Art, which concentrated on the vastness
of the American terrain.

The artistic atmosphere in 1970s in Bucharest was not dissimilar to
that in Prague at the same time. Ion Grigorescu was a painter who
also created performances for the photo and video camera. Much
like the work of the Czech artists mentioned above, his experiments
took place either in his studio or in the countryside, and were shared
only with a small group of friends. Echoing Denegri’s assessment

of Gotovac, Ileana Pintilie has also noted that Grigorescu treats the
body “as a ready-made"” (italics hers), considering it a material or
tool like any other available for the artist to examine, manipulate
and record. The artist has examined his body doing boxing and yoga
(Box-Yoga, photographic performance, 1980), in relation to a chair
(Chairs, 1977), and through a fish-eye lens in the context of his home
(Our Home, 1976). He is also, like Gotovac, interested in the every-
day regardless of how “mundane, repetitive and ordinary”s, writes
Pintilie, capturing himself cutting bread in The Kitchen (1975), sleep-
ing (The Sleep, 2007) and washing himself in a number of different
ways: in Bathing (1975) he captured himself in his apartment, from
the waist up, washing himself with water in a basin; in Washing
Gestures (1978), we see a full-body view of Grigorescu in front of a
blank background, demonstrating the different gestures he uses to
wash his body, presumably in the shower; Washing with Light (1979)
shows similar gestures, but this time the motion is captured as streaks
of light using a long shutter opening on the camera; finally, in

The Ritual Bath (1979), the artist, seated, performs the process of
bathing, but using blue paint instead of water and soap, so that the
viewer sees the trace of his motions on the body.

Writing about his experiments with body art in 2004, the artist stat-
ed: "My works evolved on a formal, visual path, in search of faire
vrai, an attempt to get out of the picture surface. Writing scenarios,
doing theatre in the mirror, voyeurism, illusion, excitement, manipu-
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Sislej Xhafa
Padiglione Clandestino (Clandestine Pavilion), 1997,
lambda print, 160 x 110 cm, courtesy: Galleria Continua,
San Gimignano/Beijing/Les Moulins
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Yuriy Kruchak and Yulia Kostereva Marina Naprushkina

The 7th of November, November 2009, art intervention in Geneva, Switzerland, photo: Yuriy Kruchak, Patriot, 2007, performance in Minsk, courtesy: the artist
courtesy: the artists
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Ghenadie Popescu
Torba (Bag), film still from performance in Chisinau, Moldova,
2007, cameraman: Ruben Agadjanean, courtesy: the artist

Miervaldis Polis
The Bronze Man, 1987, performance in Riga, Latvia, courtesy: the Latvian Centre for Contemporary Art
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tica, ci si fotografia. Potrivit ei, ,singurele locuri ale libertdtii care ramin la Hajas sint
propriul sdu corp si mijlocul de expresie al fotografiei®.” Din cauza faptului ca artis-

tul n-a fost in stare sa-si trdiasca realitatea Tntr-un mod nerestrictionat in Ungaria
comunista (el fusese arestat in | 965 si inchis pentru un an, dupa participarea sa la
o demonstratie stradald), fotografia i-a oferit posibilitatea de a construi o realitate

diferitd. Potrivit lui Andras, el crezuse cad ,fotografia era un mijloc de exprimare a
libertdtii si, totodatd, inversul realitatii, in loc sd fie simpla ei inregistrare*.”* Trebuie

remarcat cd Hajas fusese poet si scriitor, dar, potrivit lui Beke, el fusese deopotriva
si ,fondatorul” artei performance unguresti, indicindu-se astfel o alta sursa singulara
a acestei forme de arta in regiune — literatura. Cind privim Tnregistrarea fotografica
a mundii lui Hajas, nu poate exista vreo indoiald cd el se concentreaza pe corp ca
subiect activ, un material de manipulat si impins pini la limitele sale fizice. In ciuda
prezentei corpului in opera sa, abia munca sa in cadrul fotografiei subliniazd sem-

nificatia actiunii performative pentru acest artist.

Un alt artist care a lucrat fn mod consecvent cu corpul sau pe tot parcursul carie-

rei sale de mai multe decenii fusese artistul croat (iugoslav) Tomislav Gotovac. Desi

atentia acordatd de artist performance-ului deriva din interesul sau pentru film, munca

sa in cadrul performance-ului depaseste simpla actiune nregistratd documentar si

aratd aspectele banale ale vietii cotidiene. De pildd, el a marcat anii scursi intre 1976

si 1981 ca pe un performance de lungd duratd, intitulat Ldsind toate firele de pdr din

cap sd creascd, actiune care s-a terminat cu un performance publicin libraria Vjesnk
din Zagreb, Tdierea pdrului si rasul in public lIl (1981). fn 1960, cu doi ani inaintea
primului sau performance, Showing Elle, artistul crease o serie de cinci fotografii in

care s-a costumat si a pretins cd este un actor dintr-un film frantuzesc (Capete, 1960).

Desi n-au fost create ca performance-uri, ci mai degraba ca fotografii aranjate”, aces-

te piese timpurii seamand in mod ciudat cu Untitled Film Stills (1977-1980) de Cindy

Sherman, chiar daca ele le preceda pe acestea din urma cu aproape doudzeci de

ani. Din cauza utilizarii de cdtre el a corpului ca material primar, Jesa Denegri sustinu-

se cd artistul Tsi foloseste corpul ca un readymade, ,tratindu-I ca subiect si obiect al

evenimentului artistic*.” In realitate, in ntreaga sa operd, corpul artistului e prezent
atft In lucrdrile sale, cit si in rindul privitorilor, intrucit multe dintre actiunile sale au

loc Tn spatiul public din centrul Zagrebului.

Tn Cehoslovacia anilor 1970, performance-urile publice ale anilor 1960, care avuse -
serd loc pe strada sifi atrdgeau pe trecatorii intimplatori ca privitori sau ca membri

ai publicului, performance-uri tipice lui Milan Knizak, fusesera treptat marginalizate

sau exilate Tn afara orasului. Dupd esuarea Primaverii Pragheze si invadarea Ceho-

slovaciei de trupele Pactului de la Varsovia in 1968, a inceput epoca ,normaliza -
rii*; o perioadd n care politicienii au vrut sa readucd Cehoslovacia in acord cu linia
de partid sovietica. Desi asta n-a dus la sfirsitul experimentelor artistice, cu siguranta
cd le-a dislocat. ,Troika” body art, de pilda, care a constat din artistii Karel Miler (n.

1940), Jan MI¢och (n. 1953) si Petr Stembera (n. 1945), a produs o seamd de actiuni

in aceastd perioada, in locuri precum pivnita Muzeului de Arte Decorative din Praga.

I perioada aceea, Stembera lucrase acolo ca paznic de noapte si a folosit acest sta-

tut In favoarea sa, organizind performance-uri clandestine si evenimente de seara
pentru un grup de prieteni de incredere.

Acesti artisti au produs body art pentru o perioada relativ scurtd de timp si mult din

aceastd munca se concentreaza pe raportul dintre corp si lumea inconjurdtoare, pre-

cum si pe limitele fizice ale corpului. De pilda, in Sau, sau (1972), Karel Miler e foto-

grafiat n doua poxzitii: intins pe sosea si intins pe bordura de fingd ea. In felul acesta,

el delimiteaza existenta soselei n raport cu si in functie de corpul sau. Multe dintre
actiunile sale prezinta teme similare, de pilda Identificare (1973), un performance foto-

grafic in care Miler incearca sa surprindd, pe film, momentul precis in care gravitatia
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lating optical apparatus, allowing optical apparatuses to produce
art, allowing work to replace the works. This leads to conceptualism.
The body gradually disappeared to make room for writing and criti-
cism."” The focus on the body derived from his interest in reality
and authenticity, thus he utilized the most visceral and real material
available. Furthermore, he commented that he “became convinced
that life itself is a performance®, which also explains his focus on
everyday life.

Grigorescu's use of the body to get at the 'real’ echoes the strategy
used by the Slovenian art group OHO, who employed the concept
of reism in their work, by focusing on the object and its literal repre-
sentation. Their most iconic and exemplary work of this approach is
Mount Triglav (1969), a performative live sculpture created by three
of the group’s members, David Nez (b. 1949), Milenko Matanovi¢
(b. 1947) and Drago Dellabernadina, in Zvezda Park in the center of
Ljubljana. Standing next to each other and draped in a black cloth,
the artists became a living instantiation of Mount Triglav, a national
symbol of Slovenia and the nation’s highest mountain peak. They
also literalized the mountain, whose name means “three heads”

in Slovenian. The artists maintained that the words used to express
different concepts were just as real as the objects themselves, and
were worthy of being articulated. In their artistic manifesto, they
stated that “the objects are real. We approach reality of an object by
accepting it as it is . . . The word registers or pronounces such voice
of an object. Speech articulates that voice signified by words. This is
where speech meets music, which is the voice of the object captured
as sound”.®' Thus the name and the physical land mass have equal
weight as objects to the artists, which is expressed in their action,
through the physical presence of their bodies both in the public
space, and in the photographic documentation.

The Exposed Body

While declaring the presence and substance of the human body was
significant in the communist landscape, one of the most declamatory
statements the artist can make is to expose his body to the public.
As Badovinac has mentioned, the exposure of the naked body is lim-
ited in both Eastern and Western environments. However, according
to her, in the West this is usually due to morals and public decency,
whereas in the East, the appearance of the nude in public could take
on more political dimensions.® In the Soviet Union, for example,
there was a prohibition against nudity in art in general, and constant
surveillance of public spaces meant that the exposure of one’s body,
male or female, could have serious consequences. Still, the exposure
of one’s naked body in the public sphere represents the ultimate
form of freedom of expression. Tomislav Gotovac had his first taste
of this freedom in 1971, in Belgrade, when he ran though a busy
street, completely unclothed, as part of a scene in the film Plastic
Jesus. Though the action lasted just a few seconds, as Gotovac ran
from the safety of one car to another, parked further down the street,
it is considered to be the first instance of streaking in Eastern Europe.
Streaking became a phenomenon in US popular culture in the
1970s, most likely in response to the sexual revolution and hippie
movement. For Gotovac, however, working in a country that did not
undergo a sexual revolution, baring one’s skin in the public sphere
equated to the avant-garde tactic of “shocking the bourgeoisie”.
The fact that he counted on his actions to shock can be seen in the
manner in which he constructed them. Ten years after his run in
Belgrade, the artist created his first public performance involving
streaking, entitled Lying Naked on the Asphalt, Kissing the Asphalt
(Zagreb, I Love You!), where he did all of the things mentioned in the
title, screaming the titular statement as he walked along Ilica Street,
one of Zagreb’s main thoroughfares. The performance, much like
most of his that involved public nudity or other indiscretions, ended
with his arrest by the police. In fact, the artist embarks on these
actions knowing full well that they will be interrupted by these so-
called “guardians of morality”.* As Jesa Denegri has written about

ncepe sd actioneze si el cade la pamint de pe un morman de placi din beton pe care
stitea ghemuiit. in Perpendicular (1973), artistul si-a aplecat corpul in spate pentru a
sta perpendicular pe un deal. Faptul ca multe dintre aceste actiuni au loc in naturd si
la tard e semnificativ. Cind nu lucrau in spatiile ascunse din pivnita Muzeului de Arte
Decorative, satul reprezenta o arena singulara de libertate pentru artistii din Cehia.
Multte dintre actiunile pe care le-au realizat in aceasta perioada par sa formeze un hibrid
culand art, asa cum spune Miler mai sus. Tn acest sens, se poate spune cd ele seamana
cu lucrdrile land art britanice, cu concentrarea sa pe individ Tn mijlocul peisajului, spre
deosebire de land art americand, concentratd pe vastitatea spatiului american.
Atmosfera artistica din Bucurestiul anilor 1970 a fost asemanatoare cu aceea din
Praga la acea vreme. lon Grigorescu fusese un pictor care facea si performance-uri
pentru camera foto si video. Foarte asemanator cu lucrdrile artistilor cehi mentio-
nati mai sus, experimentele sale au avut loc fie in atelierul sau, fie la tard si erau Tm-
partasite doar cu un mic grup de prieteni. Ca un ecou al evaludrii pe care o face
Denegri lui Gotovac, lleana Pintilie a observat la rindul ei cd Grigorescu trateaza
corpul ,ca pe un readymade"” (italicele ei), considerindu-l un material sau o uneafta
oarecare, aflatd la dispozitia artistului pentru examinare, manipulare si inregistrare.
Avrtistul si-a examinat corpul in timp ce facea box si yoga (Box-Yoga, performance foto-
grafic, 1980), In raport cu un scaun (Scaune, 1977) si prin lentile ochi-de-peste in
contextul apartamentului sau (Casa noastrd, 1976). La fel ca Gotovac, e interesat
de viata cotidiand, indiferent cit de ,banald, repetitiva si obisnuitd“’¢, scrie Pintilie, el
inregistrindu-se in timp ce taie piine in Bucdtdria (1975), doarme (Somnul, 2007) si
se spald in moduri diferite: n Baia (1975) s-a inregistrat n apartamentul sau, spa-
findu-se de la mijloc in sus ntr-un lighean; n Gesturi de imbdiere (1978), vedem o
imagine cu intreg corpul lui Grigorescu n fata unui fundal neutru, aratind diferite
gesturi pe care le foloseste pentru a se spala, probabil la dus; A te spdla cu lumind
(1979) arata gesturi similare, dar de data asta miscarea e Tnregistratd sub forma de
dire de lumind folosind procedeul expunerii fotografice lungi; in cele din urma, n
Baia rituald (1979), artistul asezat executd gestul imbdierii, dar folosind vopsea albastra
in loc de apa si sdpun, asa incit privitorul vede urmele miscarilor sale pe corpul sau.
Scriind in 2004 despre experimentele sale pe terenul body art, artistul afirmase:
,Jucrarile mele au evoluat pe o pista formala, vizuald in cautarea lui faire vrai, o incer-
care de a iesi din suprafata imaginii. A scrie scenarii, a face teatru in oglindd, voa-
ierism, iluzie, entuziasm, a manipula aparatul optic, a permite aparatelor optice sa
producd artd, a permite lucrarii sa inlocuiasca lucrarile. Asta duce la conceptualism.
Corpul a disparut treptat pentru a face loc scrisului si criticii“.”” Concentrarea pe corp
deriva din interesul sau pentru realitate si autenticitate, asa a ajuns sa foloseascd mate-
rialul cel mai visceral si cel mai real la indemfna. Mai mult, el a spus ca ,a ajuns sd
fie convins ca viata nsdsi este un performance™®, ceea ce explica atunci si concen-
trarea sa pe viata cotidiana.

Folosirea de cétre Grigorescu a corpului pentru a ajunge la ,real” e ca un ecou al
strategiei folosite de grupul artistic sloven OHO, care folosise conceptul de reism
in lucrarile sale, prin concentrarea pe obiect si pe reprezentarea sa literala. Lucra-
rea lor cea mai emblematicd si mai exemplard pentru aceastd abordare este Mun-
tele Triglav (1969), o sculptura performativd vie creatd de trei dintre membrii
grupului, David Nez (n. 1949), Milenko Matanovi¢ (n. 1947) si Drago Dellaber-
nadina, In parcul Zvezda din centrul Ljubljanei. Stind unul finga aftul si fiind acoperiti
de o pinza neagrd, artistii au devenit o reprezentare vie a muntelui Triglayv, un sim-
bol national al Sloveniei si virful cel mai nalt de pe teritoriul tarii. Ei au literalizat, de
asemenea, muntele, al cirui nume fnseamnd ,trei capete” i slovend. In opinia artisti-
lor, cuvintele folosite pentru a exprima diverse concepte sint la fel de reale ca obiec-
tele nsele si meritd sd fie pronuntate. fn manifestul lor artistic, afirmasers c3
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these actions, Gotovac literally bares himself “to bare all those who
in their own everyday lives resist and are afraid of the risks of any
kind of change. Exposing his own naked body in a public place is for
Gotovac a direct gesture, and a symbolic deed of freedom of behav-
ior; he allows himself a large measure of freedom... calling on other
people... to fight for their right to their personal freedom, irrespec-
tive in which area of human existence this freedom of action needs
to be won."”®* While individuals in Yugoslavia experienced a greater
degree of personal freedom than in neighboring socialist countries,
as in any country there were limits to that freedom, as witnessed
with Ivekovi¢'s performance Triangle, mentioned above. Lazar
Stojanovié, the director of Plastic Jesus, was sentenced to a year
and a half in prison because of the film (which was in fact his gradu-
ation project from film school), because he used film footage in

a way that seemed to equate fascism and socialism (Gotovac, how-
ever, was not arrested for his part in the film).®* That said, Gotovac
continued his public actions using both his naked and clothed body
throughout his career, which lasted well into the post-socialist peri-
0d.® The continuity of this leitmotif supports Denegri’s suggestion
that Gotovac used it as an expression of freedom, regardless of the
particular human rights issues being faced at any particular time.

The Limits of the Body

The artist's body can undergo its most significant transformation
by being pushed to its physical limits, damaged or destroyed.
Examples of extreme body art action can be seen throughout the
history of performance art in the East and in the West. For example,
in Shoot (1974), American artist Chris Burden had himself shot in
the arm by a friend, in an attempt to experience first-hand the vio-
lence witnessed on a daily basis in the Vietnam War that was being
televised throughout the world. In treating the body as raw materi-
al, it follows that one possibility is to subject that material to a test,
to see how much it can withstand. Zdenka Badovinac has already
decried claims that the restrictive atmosphere in Eastern Europe
led to a “greater aggression of Eastern European artists toward
their bodies” in performance art, by citing examples, such the one
above. She does assert, however, that the significant difference
between works of art created in these two distinct geo-political
spaces, is something “invisible and unsignified”” — in other words,
the meaning changes in connection with the context. According

to Badovinac, “similar gestures are read differently in different
spaces”.®®

The artists associated with the Student Culture Center in Belgrade
often engaged in activity that stretched their bodies to their physical
limits in their performance. Marina Abramovi¢ is perhaps best known
for this type of work, but she is certainly not the only artist from
Belgrade representative of this trend. In her first performance,
Rhythm 10, which actually took place in Edinburgh in 1973, in the
context of the Edinburgh Festival, she involved herself in a game

of self-harm, by stabbing a knife in between her fingers, spread out
on the floor. Each time she stabbed herself, she switched knives,
until she used all twenty. As she had recorded the performance,

she then played the tape back, attempting to copy her previous ges-
tures, including the ones that brought her harm. In other perform-
ances, such as Rhythm 5 (1974) the artist lost consciousness due to
smoke inhalation, and in Rhythm 2 (1974), the artist had seizures
and then lost control of her body due to medication that she took

to induce these physical states. In that same year, Rasa Todosijevi¢,
another artist associated with the Student Culture Centre, performed
Drinking Water — Inversions, Imitations, and Contrasts, during which
he drank 26 glasses of water, in an attempt to synchronize his swal-
lowing with the breathing of a fish that he had removed from water.
Because of the large quantity of water he drank in such a short time,
he vomited periodically throughout the 35-minute performance.
Branislav Jakovljevi¢ has written about the performances that took
place at the Student Culture Centre in the context of the protests
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L,obiectele sint reale. Ne apropiem de realitatea unui obiect prin a accepta ca este
asa cum este [...]. Cuvintul inregistreazd si pronunta o asemenea voce a obiectu-
lui. Vorbirea rosteste vocea semnificatd prin cuvinte. Aici e locul Tn care vorbirea
se Intilneste cu muzica — vocea obiectului inregistrata ca sunet*.?' Astfel, numele si
masa spatiului fizic au o greutate egald ca obiecte pentru artist, ceea ce e exprimat
in actiunea lor prin prezenta fizica a corpurilor lor in spatiul public si prin documen-
tarea fotografica.

Corpul expus

I timp ce declararea prezentei si a substantei corpului omenesc fusese semnifica-
tivd in peisajul comunist, una dintre afirmatiile cele mai puternice pe care le pot face
artistii e sa-si expuna corpul unui public. Asa cum mentionase Badovinac, expune-
rea corpului gol e limitata atit in mediul estic, cit sifn cel vestic. Cu toate astea, potri-
vit ei, Tn Vest asta se datoreaza moravurilor si decentei publice, pe cind n Est, aparitia
nudului in public poate capata dimensiuni mai politice.® fn Uniunea Sovietica, de
pildd, existase o prohibitie in privinta goliciunii in artd in general, iar supravegherea
constanta a spatilor publice a fnsemnat ca expunerea corpului cuiva, barbat sau feme-
ie, putea avea consecinte serioase. Totusi expunerea in public a corpului gol repre-
zinta forma suprema a libertatii de exprimare. Tomislav Gotovac a gustat pentru
prima oard aceasta libertate in 1971, la Belgrad, cind a alergat pe o strada aglome-
ratd complet dezbracat, intr-o scend din filmul Isus din plastic. Desi actiunea a durat
doar citeva secunde, Gotovac alergind dintr-un automobil intr-altul, parcat unde-
vain josul strazii, scena e cunoscuta drept primul moment de alergare nud in Euro-
pa de Est. Alergarea nud a devenit un fenomen in cultura populara americana n
anii 1970, cel mai probabil ca raspuns la revolutia sexuald si la miscarea hippie. Cu
toate astea, pentru Gotovac, lucrind intr-o tard prin care revolutia sexuala nu a tre-
cut, dezbracatul in sfera publicd a echivalat cu tactica avangardista a , socarii burghe-
ziei", Faptul ca s-a bazat pe actiunile sale pentru a soca poate fi vazut din felul in care
le-a construit. Zece ani dupa alergatul sau in Belgrad, artistul si-a creat primul per-
formance public care implica goliciune, intitulat Stind culcat pe asfalt, sarutind asfal-
tul (Zagreb, te iubesc!), in care a facut toate lucrurile mentionate in titlu, racnind
afirmatia din titlu in timp ce mergea pe strada llica, una dintre arterele principale
ale Zagrebului. Performance-ul, asemanator multor lucrari ale sale care implicau nudi-
tate sau alte indiscretii, s-a terminat prin arestarea sa. De fapt, artistul s-a apucat de
aceste actiuni stiind foarte bine cd ele vor fi intrerupte de acesti asa-numiti ,paznici
ai moralitatii“.* Asa cum scrisese JeSa Denegri despre aceste actiuni, Gotovac se
dezbraci literal pentru ,a-i dezbrdca pe toti cei care, in viata lor cotidiana, rezista
la si le e teamd de riscurile oricdrui fel de schimbare. Expunindu-si propriul corp
golintr-un spatiu public este pentru Gotovac un gest direct si o faptd simbolicd tinind
de libertatea comportamentald; el isi permite o mare libertate [...] chemindu-i pe
ceilalti [...] sa lupte pentru dreptul lor la libertatea lor personald, indiferent in care
zond a existentei omenesti trebuie clstigatd aceasta libertate de actiune®.®* Desi indi-
vizii din lugoslavia au experimentat un grad mai mare de libertate personala decit
cei din tarile socialiste vecine, precum n orice alta tara existasera si aici limite ale
libertatii, asa cum se arata in performance-ul Triunghiul de Ivekovi¢, mentionat mai
sus. Lazar Stojanovi¢, regizorul filmului fsus din plastic, fusese pedepsit cu un an si
jumatate de nchisoare din cauza acestui film (care fusese, de fapt, proiectul sau de
diploma la Facultatea de Film), decarece i s-a imputat ca a folosit filmul intr-un fel
care parea sd echivaleze fascismul si socialismul (Gotovac n-a fost arestat totusi pen-
tru rolul sdu din acest film).** Gotovac si-a continuat actiunile publice folosindu-si
atit corpul gol, cit si pe cel imbracat de-a lungul ntregii sale cariere, care a durat
destul de mult si s-aintins siin perioada postcomunistd.® Continuitatea acestui lait-
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that took place in Belgrade, among other places across the world,

in 1968. In his view, the protests were a true challenge to the system,
in that the student bodies that appeared in the streets were disor-
derly and destructive, and they refused to be homogenized in the
way that one witnesses in the socialist spectacles such as mass
rallies, Youth Day Relay Races, or Youth Work Actions.” He describes
such mass actions as the epitome of allegory, insofar as the people
present are not represented as individuals, but rather emblematic

of the unity of the socialist state under the prevailing ideology.
Jakovljevi¢ draws a parallel between the 1968 student protests and
the performances that took place in SKC several years later. In his
words, “the works of the Belgrade performance artists from the early
'70s are the sole legitimate continuation of the aesthetic intervention
of June 2 and 3, 1968 [the dates of the student protests — AB]".”

For him, whereas the bodies of the spectacle were allegorical, the
SKC bodies were examples of de-allegorization, insofar as they turn
towards “the instantaneous, the perishable, the ephemeral ', citing
works by Abramovit and Todosijevi¢ as examples. He contrasts
Todosijevi¢'s “ascetic body” in Drinking Water with the “athletic bod-
ies that exercise in the stadium”, noting that in it was the protests
that “made visible the bodies that were vulnerable and wounded;
emaciated, unregimented bodies that don‘t march and don’t exer -
cise in union”.” Like Todosijevi¢, Abramovi¢ deliberately made her-
self vulnerable, not only in front of her viewers, as in Rhythm 2, but
also among them, as in Rhythm 0 (1974), when she empowered her
audience by giving its members 72 objects to use on her as they
wished, including objects that caused pleasure, and those that
caused pain.

Czech body artists Petr Stembera and Jan Ml¢och created works of
art that focused on the body and its limits of endurance. For example,
in Grafting (1975), Stembera undertook a grueling attempt to graft
a tree to his arm, uniting his body with nature, which resulted in him
getting blood poisoning. That same year, he performed Sleeping in
a Tree, wherein he slept in the branches of a tree after going
without sleep for three nights. In Morganova’s view, in these works
Stembera used his body as “a means for exploring and testing an
undetermined situation”.”* Jan Mlc¢och’s 20 Minutes also took place
that year, a performance in which he sat against the wall, while a
long rod with a knife at the end was pointed at his stomach. Setting
an alarm clock for twenty minutes, he asked an assistant to move the
rod closer to him, thus pressing the knife into his stomach, if he lost
concentration at any point. Because of a malfunction with the clock,
the performance lasted for 44 minutes. Like Stembera, Ml¢och cre -
ates situations that would present danger or harm to him, and will-
fully accepts the challenge. Jindfich Chalupecky has interpreted this
as being about control. In his words, “they want to handle these
extreme situations, not succumb to them”.** The artists present the
body as their strongest material to weather any challenge, whether
real or contrived.

While in the communist period the body was utilized by artists as a
symbol of freedom, and a tool of self-expression, it remains relevant
and valid material for artists in the post-socialist period as well.
Although limits on artistic freedom may be different after the system
change, the body is still seen by many to represent the ultimate
expressive element, one of the most visceral ways of connecting
with one’s viewers or having an impact on them.

For example, Serbian artist Zoran Todorovi¢ (b. 1965) does not see
the physical limits of the body's exterior as an obstacle. Rather, he
moves beyond the layer of the skin to access the body's interior,
commandeering it in his work. In Agalma (2003-2005), the artist had
fat removed from his stomach, which he used to make soap. During
the exhibition of the piece, visitors were able to wash their hands
with the soap; they also had the possibility of being bathed by the
curators, in a private bathroom (in a rented hotel room). The piece is
a token of affection for the viewers, as the title refers to the Greek
word for a gift offered to the gods. In fact, it is a gesture of intimacy,

motiv sprijind sugestia lui Denegri conform careia Gotovac si-a folosit corpul ca pe
o expresie a libertdtii, indiferent de chestiunile particulare legate de drepturile
omului, care ar fi aparut la un moment dat.

Limitele corpului

Corpul artistului isi poate atinge transformarea cea mai semnificativa cind e Tmpins
la limitele sale fizice, vatamat sau chiar distrus. Exemple extreme de body art pot
fi vdzute in ntreaga istorie a artei performance atit in Est, cit si in Vest. De exem-
plu, n Shoot (1974), artistul american Chris Burden s-a ldsat impuscat in brat de
un prieten, in incercarea de a trdi violenta directa prezentd in mod obisnuit in Razbo-
iul din Vietnam, difuzat in intreaga lume prin intermediul televiziunii. Considerind
corpul ca pe o materie prima, rezulta cd o posibilitate e aceea de a supune acest
material unui test, pentru a vedea cft poate suporta. Zdenka Badovinac a dezamor-
sat deja pretentia ca atmosfera restrictivd din Europa de Est a dus ,la 0 mai mare
agresiune a artistilor est-europeni fata de propriile corpuri® in arta performance, citind
exemple precum cel de mai sus. Ea spune totusi ca diferenta semnificativa dintre
operele de artd create in aceste doua spatii geopolitice distincte e ceva ,invizibil si
neasignat"® — cu alte cuvinte, semnificatia se schimba in legaturd cu contextul. Potri-
vit lui Badovinac, ,gesturi similare sint citite in mod diferit in spatii diferite®.®
Avrtistii asociati cu Centrul de Cultura Studentesc din Belgrad s-au angajat adesea
in performance-urile lor la activitati ce duceau corpurile lor la limitele fizice. Marina
Abramovi¢ e poate cea mai cunoscuta pentru acest tip de munca, dar cu siguranta
cd ea nu e singurul artist din Belgrad reprezentativ pentru acest curent. 13 perfor-
mance-ul ei Rhythm [0, care a avut loc la Edinburgh in 1973, in contextul Festiva-
lului de la Edinburgh, ea s-a angajat Intr-un joc de autovatdmare, infighhd un cutit
n spatiul dintre degete, palma sa fiind asezata cu degetele depdrtate pe podea. De
fiecare datd cind se ranea, ea schimba cutitele, pind a ajuns sd le foloseasca pe toate
doudzeci. Dupa ce anregistrat performance-ul, ea a dat banda hapoi, incercind sa
copieze gesturile ei de mai fnainte, inclusiv cele care au ranit-o. I alte performan-
ce-uri, cum ar fi Rhythm 5 (1974), artista si-a pierdut cunostinta datorita inhalarii
de fum, iar in Rhythm 2 (1974) a intrat in convulsii, iar apoi a pierdut controlul asu-
pra corpului ei datoritd unor medicamente pe care le-a luat pentru a induce aces-
te stiri fizice. In acelasi an, Rata Todosijevi¢, un alt artist asociat cu Centrul de Culturd
Studentesc, a executat Drinking VWater — Inversions, Imitations, and Contrasts, pe par-
cursul cdruia a baut 26 de pahare de ap3, in incercarea de a-si sincroniza inghititu-
rile cu respiratia unui peste scos din apa. Din cauza cantitatii mari de apa baute intr-un
timp atit de scurt, el a vomitat de citeva ori in timpul performance-ului de treizeci
si cinci de minute.

Branislav Jakovljevi¢ scrisese despre performance-urile care au avut loc la Centrul
de Cultura Studentesc in contextul protestelor de la Belgrad si din intreaga lume
1 1968.1n opinia sa, protestele au fost o adevarata provocare pentru sistem deoa-
rece corpurile studentilor care au aparut pe strazi erau dezordonate si distructive,
iar ei refuzau sd fie omogenizati in felul in care se putea vedea in spectacolele socia-
liste cum ar fi defilarile, alergdrile de stafetd cu ocazia Zilei Tineretului sau actiuni-
le de munca ale tineretului.’ El descrie asemenea actiuniin masa ca pe un prototip
al alegoriei, Tn masura in care oamenii prezenti nu sint reprezentati ca indivizi, ci
mai degraba ca embleme ale unitatii statului socialist sub stindardul ideologiei
dominante. Jakovljevi¢ traseaza o paraleld ntre protestele studentesti din 968 si
performance-urile care avut loc Tn cadrul CCS citiva ani mai tirziu. Cu cuvintele sale,
LJucrdrile artistilor de performance din Belgrad de la inceputul anilor 1970 sint sin-
gura continuare legitima a interventiei estetice de pe 2 si 3 iunie 1968 [datele pro-
testelor studentesti — AB]".*° Pentru el, in timp ce corpurile din cadrul spectacolului
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as the viewer is invited to become a participant and benefit from the
artist’s pain by washing his hands with the soap. Artist and viewer
could not be any closer following the latter’s consumption of the
work.

In Assimilation (1997-2006), Todorovi¢ made aspic from human
tissue that had been discarded after different cosmetic surgeries,
for example rhinoplasty or liposuction, and served it to viewers at
the opening of his exhibition. Those attendees were aware of the
contents of the food being offered them; some tasted it, and others
did not. Here, the recycling of these pieces of human flesh raises
questions about contemporary notions of beauty; by giving viewers
the opportunity to feast on that which is discarded in order to beau-
tify, the artist asks them to consume for nourishment that which is
seen as waste and excess by another. In the context of the opening
in the gallery, it also gave rise to question about one of the most
extreme forms of body mutilation, cannibalism, as some attendees
asked whether it was legal, or even healthy, to eat human flesh.

The very visceral and recent public performances of Russian artist
Petr Pavlensky (b. 1984) provide continuity with the past in the use
of the body as a manifestation of freedom. However, Pavlensky’s
performances are overtly political, not to mention public, and in the
post-Soviet space of contemporary Russia this volatile mix has result-
ed in the artist's detention and arrest. The artist has created a num-
ber of performances whose intention is to function as direct political
protest and commentary. For example, in 2012, he appeared in front
of Kazan Cathedral in St. Petersburg, with his mouth sewn shut,
holding a banner that equated the actions of punk feminist perform-
ance group Pussy Riot”, for which two members were eventually
sentenced to prison, with those of Jesus Christ. The piece recalls the
now iconic image of David Wojnarowicz in a film still from the movie
Silence = Death, a documentary featuring artists’ reactions to the
AIDS crisis in New York City, an action also associated with a politi-
cal message. Pavlensky’s 2013 performance, Carcass, involved the
artist laying naked, wrapped in barbed wire, in front of the Legisla-
tive Assembly in St. Petersburg, in protest of violations of human
rights and liberties by the current Russian government. That same
year, in Fixation, he nailed his scrotum to a cobblestone in Red
Square, symbolizing the apathy and indifference of contemporary
Russian society, which prevents people from acting and protesting
against the very government that violates their individual liberties.

The Body within the System

Michel Feher has described the body as an “actualizer of power rela-
tions" in contemporary society. At the same time, he says, it “resists
power”. Consequently, for him, the body encompasses the tension
“between mechanisms of power and techniques of resistance”.”
Nowhere is this truer than in the socialist spaces of Eastern Europe,
where the body, in both public and private space, was constantly
policed. While compliance and conformity was a survival strategy,
one possible escape was to completely disengage, in order to avoid
the repercussions that came with activism. A third way has been dis-
cussed by Klara Kemp-Welch as antipolitics, wherein artists pursue
their authentic selves but do not engage in politics directly. Amelia
Jones notes the fact that it was Jackson Pollock’s “active body” that
was promoted around the world as a symbol of freedom (artistic and
otherwise) during the Cold War.” Furthermore, she described the
development of performance art that involved the body, both of the
artist and viewer, as a wake-up call by artists for passive audiences
in the consumer age. In her words, artists created these works to
“solicit rage, compassion and other emotions which would presum-
ably break down the apathy and passivity promoted by corporate
bureaucracy”.” What the East lacked in corporate bureaucracy, it
made up for in governmental bureaucracy, and one could argue that
artists in Eastern Europe also utilized body art as a counter to passiv-
ity and apathy. Being actively engaged within the cultural sphere
offered a sense of empowerment that was perhaps unavailable in
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fusesera alegorice, corpurile CCS au fost exemple de dezalegorizare, in mdsura
in care ele vizau ,instantaneul, perisabilul, efemerul*”', citind ca exemple lucrdri de
Abramovi¢ si Todosijevi¢. El pune n contrast ,corpul ascetic” al lui Todosijevi¢ din
Drinking Water cu ,corpurile atletice care fac gimnastica pe stadion®, facind obser-
vatia cd fn acest corp ascetic a avut loc protestul ce ,a facut vizibile corpurile vulne-
rabile si ranite; corpurile emaciate, neinregimentate care nu marsaluiesc si nu se
misca la unison®.” Ca Todosijevi¢, Abramovi¢ s-a facut in mod deliberat vulnera-
bild, nu doar in fata privitorilor; can Rhythm 2, dar si printre ei, can Rhythm 0 (1974),
cind a predat initiativa celor din public, dindu-le 72 de obiecte pe care le puteau
folosi pe corpul ei asa cum doreau, printre acestea find unele care produceau place-
re, dar si unele care produceau durere.

Reprezentanti cehi ai body art, Petr Stembera si Jan MI¢och creaserd opere de arti
care se concentrau pe corp si pe limitele sale de anduranta. De pildd, in Aftoire (1975),
Stembera a ficut o ncercare chinuitoare de a altoi un pom pe bratul sdu, unindu-si
corpul cu natura, ceea ce a dus la o septicemie. In acelasi an, el a executat perfor-
mance-ul A dormi intr-un copac, in care, dupa trei nopti nedormite, s-a dus la culca-
re pe ramurile unui copac. T opinia lui Morganova, n aceste lucrari Stembera si-a
folosit corpul ca pe ,un mijloc de a explora si de a testa o situatie incertd”.”* 20 de
minute de Jan MI¢och a avut loc Tn acelasi an. E vorba de un performance n care
s-a asezat cu spatele la un perete in timp ce un bat lung cu un cutit la capat era orien-
tat spre abdomenul sau. Fixind un ceas desteptdtor sa sune dupd doudzeci de minu-
te, el l-a pus pe asistentul sdu sa aduca batul mereu mai aproape, existind riscul ca
daca isi pierde concentrarea cutitul sd i se infigd Tn abdomen. Din cauza unei de-
fectiuni a ceasului, performance-ul a durat 44 de minute. La fel ca Stembera, MIiZoch
creeazd situatii care prezinta pericole sau fn care s-ar putea rani si acceptd de bunavo-
ie provocarea. Jindrich Chalupecky a interpretat asta ca fiind despre control. Cu
cuvintele sale, ,ei voiau sa rezolve aceste situatii extreme, sa nu le cedeze".”* Artistii
prezinta corpul ca materialul lor cel mai puternic pentru a rezista oricarei provocari,
reale sau inventate.

Cu toate ca n perioada comunista corpul fusese utilizat de artisti ca un simbol al
libertatii si un instrument al autoexprimarii, el rdmfne un material revelator si valid
si pentru artistii din perioada postsocialista. Chiar dacd limitdrile libertdtii artistice pot
fi diferite dupa schimbarea de regim, corpul e vazut inca de multi ca reprezentind
elementul expresiv suprem, modalitatea cea mai viscerald de a te conecta cu pri-
vitorii sau de a avea un impact asupra lor.

De pilda, artistul sirb Zoran Todorovi¢ (n. 1965) nu considera limitele fizice ale exte-
riorului corpului ca un obstacol. El merge mai degraba dincolo de stratul pielii pen-
tru a avea acces la interiorul corpului, dominindu-I i lucrarile sale. In Agalma
(2003-2006), artistului i s-a indepdrtat un strat de grasime de pe abdomen, pe care
I-a folosit apoi pentru a fabrica sapun. Tn cadrul expozitiei, vizitatorii au avut posi-
bilitatea de a se spala pe miini cu acest sdpun; li s-a oferit, de asemenea, sa fie imbdiati
de curatori intr-o baie privata (intr-o camera de hotel inchiriatd). Piesa e o dovada
a afectiunii pentru privitori, titlul citind un cuvint grec pentru o ofrandd oferita zei-
lor. In realitate, e vorba de un gest de intimitate, caci privitorul e invitat sa partici-
pe la durerea artistului si sa beneficieze de pe urma ei spafindu-si miinile cu sapunul.
Artistul si privitorul n-ar putea fi mai apropiati de atit dupa ce acesta din urma con-
sumad opera.

Tn Asimilare (1997-2006), Todorovi¢ a ficut o piftie din tesuturi omenesti arunca-
te In urma unor interventii chirurgicale cosmetice, cum ar fi rinoplastia sau liposuctia,
o piftie pe care a oferit-o privitorilor la vernisajul expozitiei. Participantilor li s-a spus
ce li se ofera. Unii au gustat-o, altii nu. Aici, reciclarea acestor bucdti de carne ome-
neasca ridica probleme despre ideile contemporane de frumusete; acordind pri-
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other spheres. As Morganova has noted, artistic experiment was

a method of endurance. In her words, “during the dark years of
normalization, it was a world that they created for themselves to
survive"”.'®

Performance art offered unique opportunities of resistance in a time
of great political control. It enabled the artist to not only express
opposition or dissent, but actually embody it. A case in point is Ion
Grigorescu's video performance Dialogue with Ceausescu (1978),
where the artist, playing the role of himself, as interviewer, and also
the role of Nicolae Ceausescu (by wearing a mask), proceeds to
interview the man who had effectively closed down public dialogue
in communist Romania. The artist's comments about the piece indi-
cate the freedom it afforded him: “I tried to . . . imagine how he
would answer tough questions that in real life nobody would have
dared to ask him.”"' He also commented on the risk involved, and
stated that when his colleague, Geta Bratescu, saw the masks that he
used for the performance in his studio, she rebuked him, stating that
she didn’t even want to know what he was doing with them.?

This performance, in embarking on such subject matter, posed a risk
not only to the artist, but to those in his social circle who could have
been implicated by default, should the material have been discovered.
In Czechoslovakia, during the normalization period, artists also
utilized the artistic space to give voice to concerns over what was
taking place in the social and political sphere. In Bianco (1977), Jan
Mlcoch lay on the floor for a half hour, spitting into his own face.

He then sat at a table and worked on signing his name to a piece of
paper for one half hour, but at the end of the thirty minutes, his sig-
nature was still not complete. The piece was a reference to Charter
77, a text published in that same year calling on the Czech govern-
ment to address human rights violations in the country following the
Prague Spring. The decision to sign the document was in no way
clear cut; while on the one hand the signatories did so to remain true
to their ethical beliefs, on the other they faced persecution and loss
of employment, not only for themselves but also for their families.
Mlcoch'’s hesitance to sign represents the resistance on the part of
many individuals.

In Hungary, Tamas Szentjéby was known for making highly politi-
cized works that were critical of the regime. Eventually, his activity in
experimental art and contact with dissidents led him to be imprison-
ed, following which went into exile in Switzerland in 1975.°% In 1972,
he created a public performance in front of the Hotel Intercontinen-
tal in downtown Budapest. Entitled Sit Out - Be Forbidden!, he re-
enacted the gagging of Black Panther co-founder Bobby Seale at

his trial for inciting violence at the 1968 Democratic Convention in
Chicago, following his outbursts in the courtroom. In the Hungarian
context, the significance of a man sitting with his mouth bound with
a leather belt is an obvious reference to censorship encountered not
only by artists, but all individuals. Under the Kadar regime, following
the 1956 Revolution, Hungarian artists operated under the policy
outlined by cultural director Gyérgy Aczél, known as the “three T's”
- Tiltas, T(rés, Tamogatas [Prohibited, Tolerated, Supported].'*
While many ambiguous acts or works of art could easily fall within
the “tolerated” category, Szentjéby’s overtly political action veered
into the category of the prohibited, and the police appeared shortly
after his 20-minute performance ended.'®

State control and surveillance over everyday life persists in contem-
porary Belarus, which has been ruled by authoritarian President
Alexander Lukashenko since 1994. The public sphere is still tightly
surveilled, making any public action or demonstration nearly impos-
sible, for artists as well as activists, as it will be subject to immediate
police interruption and arrest. This context makes any public artist
action or performance that much more remarkable. In Patriot from
2007, Belarusian artist Marina Naprushkina (b. 1981) entered a book-
shop and purchased a framed portrait of President Lukashenko. She
proceeded to carry it through the streets of Minsk under her arm, on
the subway, through the largest squares and main streets of the city;

vitorilor posibilitatea sd se ospateze cu ceea ce s-a aruncat in vederea infrumusetarii,
artistul le oferd sa consume drept hrana ceea ce altii considerd deseu si exces. In
contextul vernisajului din galerie, lucrarea a pus intrebari despre una dintre forme-
le cele mai extreme ale mutilarii corpului, canibalismul, unii participanti intrebind
daca era legal sau chiar sandtos sa maninci carne de om.

Performance-urile publice recente si foarte viscerale ale artistului rus Petr Pavlenski
(n. 1984) furnizeazd o continuitate cu trecutul Tn privinta folosirii corpului ca mani-
festare a libertatii. Cu toate astea, performance-urile lui Pavlenski sint explicit politi-
ce si publice, iar in spatiul postsovietic acest amestec volatil a dus la arestarea si detentia
artistului. Acesta crease o suita de performance-uri a caror intentie e aceea de a functio-
na ca un protest si, totodatd, ca un comentariu politic direct. De exemplu, in 2012,
el a apdrut in fata catedralei din Sankt Petersburg, cu gura cusutd, tinind o pancarta
care echivala actiunile grupului de performance punk si feminist Pussy Riot”, doud
dintre membrele caruia au fost condamnate in cele din urma la inchisoare, cu cele
ale lui Isus Cristos. Piesa aduce aminte de imaginea acum emblematicd a lui David
Wojnarowicz dintr-o fotografie de film din pelicula Tdcere = Moarte, un documen-
tar ce prezintd reactiile artistilor la criza SIDA din New York, actiune asociata si cu
un mesaj politic. In performance-ul din 2013 al lui Pavlenski, intitulat Stirv, artistul st3
culcat pe jos, gol, cu corpul infasurat in sirma ghimpata, in fata Adundrii Legislative
din Sankt Petersburg, pentru a protesta impotriva incalcdrii drepturilor omului si a
libertatilor civile de guvernul rus actual. i3 acelasi an, in Fixatie, el si-a fixat scrotul
de caldarimul Pietei Rosii cu un cui, simbolizind apatia si indiferenta societatii ruse
contemporane, care fi impiedicd pe oameni sa actioneze si sa protesteze impotri-
va guvernului care i violeaza libertatile individuale.

Corpul in cadrul sistemului

Michel Feher descrisese corpul ca pe un ,actualizator de raporturi de putere**n
societatea contemporana. Totodatd, el spune ca acesta , rezista puterii“. Prin urma-
re, pentru el, corpul cuprinde tensiunea ,dintre mecanismele puterii si tehnicile de
rezistenta”.” Niciunde acest lucru nu e mai adevdrat decit in spatiile socialiste ale
Europei de Est, unde corpul, atft in spatiul public, cit siin cel privat, fusese mereu
supravegheat. Chiar daca ascultarea si conformismul fusesera strategii de supravietui-
re, una dintre posibilele cai de scapare a fost dezangajarea completd, pentru a evita
repercusiunile care fnsoteau activismul. A treia cale fusese discutata de Klara Kemp-
Welch drept o antipolitica, in care artistii urmareau sinele lor autentic, dar nu se anga-
jau direct in luptele politice. Amelia Jones observa faptul ca , trupul activ* al lui Jackson
Pollock a fost promovat peste tot in lume ca un simbol al libertatii (artistice si de
altd naturd) in perioada Razboiului Rece.” Mai mult, ea descrisese dezvoltarea artei
performance care implica trupul, atit al artistului, cit si pe cel al privitorului, ca pe un
semnal de alarma pe care artistii il dau publicului pasiv intr-o epoca a consumului.
Cu cuvintele ei, artistii au creat aceste lucrari pentru ,a trezi furie, compasiune si
alte emotii despre care se presupunea cd pot pune capat apatiei si pasivitatii pro-
movate de birocratia corporatistd“.” Ceea ce Estuluifi lipsea in termeni de birocra-
tie corporatista fusese asigurat prin birocratia guvernamentald si s-ar putea ardta ca
artistii est-europeni au folosit body art si pentru a se opune pasivitatii si apatiei. Partici-
parea activa la sfera culturald oferea si un sentiment de forta care a fost poate de
negasit in alte sfere. Asa cum remarcase Morganova, experimentul artistic fusese
o metoda de rezistentd. Sau, cum spune ea, ,in perioada anilor intunecati ai nor-
malizarii, artistii isi creaserd o lume pentru a supravietui®.'®

Arta performance oferise posibilitati unice de rezistenta intr-o perioadd de control
politic intens. Ea a permis artistului nu doar sa-si exprime opozitia si dezacordul,
ci chiar sd le intrupeze. Un exemplu Tn acest sens e performance-ul video al lui lon
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the entire action was filmed on video. When she arrived home, she
put the portrait on the wall and stood by it while the national anthem
was played. The artist managed to do this without attracting suspi-
cion, by walking very quickly and never looking back. While she
didn’t do anything to disparage the president or his portrait, the
ambiguity of the act meant that she could potentially have been
found in violation of article 368, part 2 of the Criminal Code - insult
to the President of the Republic of Belarus. The piece was so ambigu-
ous that some people asked her, as she passed, whether she was

for or against Lukashenko. Another person asked if he could take

a picture, and queried the purpose of the action. She responded

by asking him why he wanted to take a picture.'® This interchange
demonstrates the high level of suspicion and fear surrounding
people in a country that is strictly policed.

In post-communist Eastern Europe, different concerns with the state,
government and politics emerged. Many artists, and individuals,
found themselves in the precarious position of being on the border
between East and West, insofar as the West had opened up to this
region of the world, yet the disparity between the local infrastruc-
ture and economy underscored the lingering divide between East
and West that had supposedly been erased with the tearing down
of the Berlin Wall.

Two contemporary artists from Moldova address the concerns of the
“Eastern” artist directly, through performances that utilize disguise
and costume, in particular using the plastic woven plaid bags that
can be found across Eastern Europe, Africa and Southeast Asia, often
referred to disparagingly as “refugee bags”. Ghenadie Popescu has
created a suit out of the bags, and in 2006 he made his first per-
formance in the suit, when he walked around Chisinau’s Central
Market, looking at different items — including the very bags that his
suit was made of, which were for sale there. He says that the suit sig-
nifies the “time of transition”'” to capitalism, which, in his view, has
lasted too long. These bags started appearing in the country in the
1990s; prior to that, throughout the Eastern bloc, shopping bags of
any kind, even the plastic ones that are now customary in grocery
stores, were nearly impossible to come by. The new market economy
brought with it new products, many of which were cheap and flimsy,
including these bags. But the bags were often all that people could
afford; even the artist commented, with regard to his use of the
bags: “I am from Eastern Europe. I am poor. This is all that I can
afford. "%

Tatiana Fiodorova (b. 1976) also makes use of these iconic bags in
her performances, referencing both her own personal experiences
as a citizen of Eastern Europe, as well as the situation for locals in
general. In 2009, Fiodorova applied for a visa to travel to the UK,
and was rejected, with no reason given. In response to this, the
following year, she did a performance where she painted her body
black - representing herself as a slave, or person without rights,

in the context of Europe and the European Union. Entitled I Go, the
piece involved the artist walking around Chisinau with her face and
arms painted black, carrying a plastic plaid shopping bag, represen-
tative of individuals from less affluent geographies. But this shop-
ping bag was a blue plaid one, to which she affixed a circle of gold
stars, making it resemble the EU flag. In her performance she visited
the Brancusi Exhibition Hall, a café, and even an event entitled FLOW
(Festival for Conversation for Culture and Science), where she met
the mayor of Chisindu and had her photo taken with him. She recre-
ated the performance in several other cities, without the black paint.
These performances featured the “EU shopping bag”, photographed
in various locations across Europe: Bucharest, Prague, Krakow, Brus-
sels, Paris, and Amsterdam.

In her video performance European Clothing (2010), the artist exam-
ined the world of clothing and fashion as an identifier, by traveling
through Chisindu to the Central Market, where she tries to buy
“European” clothing so that she can fit in in “Western” society.
Underneath her clothing, however, she wears old Soviet unisex
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Grigorescu Dialog cu Ceausescu (1978), In care artistul, jucind atft rolul sau, ca intervie-
vator, it si pe cel al lui Nicolae Ceausescu (cu ajutorul unei masti), se apuca sa-i
ia un interviu omului care a pus efectiv capat dialogului public Tn Romania comu-
nistd. Comentariile artistului despre aceasta piesd indica libertatea pe care aceasta
i-a dat-o: ,,am Tncercat [...] sa-mi imaginez cum ar fi raspuns el la intrebdrile grele
pe care In viata reald nimeni n-ar fi indraznit sd i le puna“.'®" El comentase si pe mar-
ginea riscului implicat n aceasta actiune si afirmase cd atunci cind colega lui, Geta
Brdtescu, vdzuse Tn atelierul sau mastile pe care le-a folosit pentru performance, ea
l-a mustrat, spunind ca nici madcar nu vrea sa stie ce facea el cu aceste masti.'® Acest
performance, prin faptul cd s-a angajat intr-o asemenea tema, a fnsemnat un risc nu
doar pentru artist, ci si pentru cei aflati in cercul sdu de prieteni, care puteau fi impli-
cati automat daca materialul ar fi fost descoperit.

I Cehoslovadia, in perioada normalizarii, artistii au folosit spatiul artistic si pentru
a da glas grijilor pe care si le faceau in legaturd cu ce se intimpla Tn sfera sociala si
politica. in Bianco (1977), Jan Mi¢och s-antins pe podea o jumdtate de ceas, scui-
pind in asa fel inct scuipatul sa-i ajunga pe fatd. S-a asezat apoi la © masa si s-a straduit
incd o jumadtate de ora sd-si pund semnatura pe o bucatd de hirtie, dar cind tim-
pul a expirat, semnatura inca nu era gata. Piesa facea aluzie la Carta 77, un text publi-
cat In acelasi an, care someaza guvernul cehoslovac sd se pronunte cu privire la
incalcdrile drepturilor omului ce au avut loc cu ocazia Primdverii Pragheze. Deci-
zia de a semna documentul nu era deloc clard; desi semnatarii au facut-o pentru
a ramine fideli convingerilor etice pe care le impartaseau, ei se confruntau totusi
Ccu persecutia si somajul, la care se expuneau nu doar pe ei insisi, ci isi expuneau
si familiile. Ezitarea lui MI¢och Tn a semna reprezintd o ezitare a multora.

Tn Ungaria, Tamas Szentjoby fusese cunoscut ca ficind lucriri intens politizate, care
erau critice la adresa regimului. in cele din urmd, activitatea sa pe terenul artei expe-
rimentale si contactele sale cu multi disidenti i-au adus o pedeapsa cu inchisoarea,
iar dnd a fost eliberat in 1975, s-a autoexilat n Elvetia.'® in 1972, a facut un per-
formance public in fata hotelului Intercontinental din centrul Budapestei. Intitulat Sit
Out — Be Forbidden!, el a rejucat reducerea la tacere cu un calus in gurd a lui Bobby
Seale, cofondatorul Black Panthers, in urma izbucnirilor sale in sala de judecatd, la
procesul care i s-a intentat pentru incitare la violentd cu ocazia Congresului Demo-
crat din Chicagoin 1968. in context maghiar, semnificatia unui om care stdtea asezat
cu un cdlus n gurd era o aluzie evidenta la cenzura cu care se confruntau nu doar
artistii, ci toti indivizii. Sub regimul Kadar, dupa Revolutia din 1956, artistii maghiari
actionau Tn cadrul regulilor elaborate de directorul cultural Gyorgy Aczél, cunos-
cute sub numele de ,cele trei T-uri” — Tiltds, Tdrés, Tdmogatds [Interzicere, Tolera -
re, Sprijin].'* Desi multe gesturi si lucrari ambigue puteau ajunge cu usurinta n
categoria ,toleratd”, actiunea politica fatisa a lui Szentjéby vira inspre categoria inter-
dictiei, iar politia a aparut la scurt imp dupa terminarea performance-ului ce a durat
20 de minute.'®

Controlul si supravegherea exercitate de stat asupra vietii cotidiene persista in Be -
larusul contemporan, care a fost dominat de presedintele autoritar Aleksander
Lukasenko incepind cu 1994. Sfera publica e inca puternic urmarita, facind orice
actiune sau demonstratie publicd aproape imposibila, atit pentru artisti, cit si pen-
tru activisti, sub amenintarea ntreruperilor politienesti si a arestarilor prompte. Acest
context face actiunile artistice publice sau performance-urile cu atit mai remarcabi-
le. In Patriotul (2007), artista belarusa Marina Napruskina (n. 1981) a intrat intr-o
librdrie si a cumparat un portret inramat al presedintelui Lukasenko. Ea I-a cdrat apoi
sub brat pe strazile Minskului, la metrou, prin cele mai mari piete si pe strdzile prin-
cipale ale orasului, intreaga actiune find filmata cu o camera video. Cind a ajuns acasa,
a agatat portretul pe perete si a stat linga el in pozitia de drepti in timp ce asculta
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Tatiana Fiodorova

1 Go, intervention at FLOW (International Festival for Conversation for Culture
and Science), Chisinau, Moldova, 2010, pictured with invited guest, the Mayor
of Chisindu, Dorin Chirtoaca, courtesy: the artist

underwear. While she may be able to change her outward appear-
ance to become “Western”, she will always have her Eastern origins
beneath the surface. A similar sentiment can be seen in the perform-
ance Star (2012), where the artist models clothing from the “Red
Star” clothing factory, where her mother used to work, during the
Soviet era. She then attempts to make an EU flag using material
from the factory, fabricating a European Union flag with materials
made in the Soviet Union.

Fiodorova is committed to art that carries a message and addresses
issues in contemporary society, demonstrating that the impulse to
challenge the status quo and tackle injustices is just as strong in the
post-Soviet period. Her performance The World is Dirty, the Artist
Must be Dirty (2012) re-enacts Marina Abramovi¢'s 1975 perform-
ance, Art Must be Beautiful, Artist Must be Beautiful. Dressed in
black, and seated in a small space covered with her plaid bags, the
artist sits down, takes a jar out of her shopping bag, and proceeds
to cover her exposed skin with black paint, chanting the words “the
world is dirty, the artist must be dirty”, just as Abramovi¢ repeated
similar lines as she brushed her hair. Fiodorova associates her posi-
tion as a citizen of a post-Soviet republic of the former Soviet Union
as having inferior status in the rest of Europe, an attitude that is
reflected in the mass media and official rhetoric in the West, which
often spreads fear and hate regarding a suspected mass influx

of Eastern Europeans coming to the West to work, take advantage of
the benefits systems, and overstay their visas. But the performance is

imnul national. Artista a reusit sa facd toate acestea fdrd a atrage atentia, mergind
foarte repede si neuitindu-se nicio clipd in urma. Desi n-a facut nimic care sa-I dis-
crediteze pe presedinte sau portretul acestuia, ambiguitatea gestului a fTnsemnat ca
ea ar fi putut fi acuzatd de Tncdlcarea articolului 368, paragraful 2 din Codul penal
—insultd la adresa presedintelui Republicii Belarus. Piesa fusese atit de ambigua, incit
cftiva oameni au intrebat-o, Tn timp ce mergea pe stradd, daca era pentru sau Tmpo-
triva lui Lukasenko. O altd persoand a intrebat-o dacd putea sa-i faca o poza si voia
sd stie care era scopul actiunii. Ea a raspuns prin a-l intreba de ce voia sa-i faca o
poza.'® Acest schimb de replici demonstreaza nivelul inalt de suspiciune si teamd
care fi Impresoard pe oameni intr-o tard supravegheata strict.

I Europa de Est postcomunistd, au aparut diverse griji vizind statul, guvernul si poli-
tica. Multi artisti si indivizi s-au trezit in pozitia precara de a fi la granita dintre Est si
Vest, Tn masura n care Vestul s-a deschis catre aceastd regiune a lumii, cu toate cd
disparitatea dintre infrastructura si economia locald subliniazd persistenta diviziunii
dintre Est si Vest, care se presupune ca ar fi disparut odata cu demolarea Zidului
Berlinului.

Doi artisti contemporani din Moldova abordeaza in mod direct grijile artistilor ,estici,
prin performance-uri ce utilizeaza deghizarile si costumele, dar mai ales plasele de
voigj tesute din plastic, ce pot fi gasite n toatd Europa de Est, Africa si Asia de Sud-
Est, mentionate adesea cu dispret ca ,plase de refugiati®. Ghenadie Popescu a facut
un costum din aceste plase, iar in 2006 si-a facut primul performance fmbrdcat in
felul acesta. El s-a plimbat in jurul Pietei Centrale din Chisindu, examinind diverse
bunuri — inclusiv plasele din care a fost facut costumul sdu si care erau puse la vin-
zare acolo. El spune ca acest costum semnifica ,perioada de tranzitie”'” la capita-
lism, care, in opinia sa, a durat prea mult. Aceste plase au inceput sd apard in tard
in anii 1990; nainte de asta, in Intreg blocul estic, pungile pentru cumpardturi de
orice fel, chiar si cele de plastic, care sint astdzi obisnuite Tn toate magazinele, au
fost aproape imposibil de gasit. Noua economie de piatd a adus cu ea noi produ-
se, multe dintre ele ieftine si de proasta calitate, inclusiv aceste plase. Dar plasele fuse-
serd adesea tot ce oamenii Tsi puteau permite; pind si artistul declarase in privinta utilizarii
de cdtre el a acestora: ,Sint de aici. Sint sdrac. Asta-i tot ce-mi pot permite”.'®
Tatiana Fiodorova (n. 1976) utilizeaza si ea aceste plase emblematice in performance-
urile ei, fidind aluzie atft la experientele ei personale in calitate de cetdtean est-euro-
pean, cft sila situatia locala in general. fn 2009, Fiodorova a solicitat o vizi de cilitorie
in Marea Britanie si a fost refuzatd fara nicio explicatie. Ca raspuns, anul urmator
afacut un performance in care si-a vopsit trupul in negru — reprezentindu-se pe sine
casclav, o persoand fard drepturi in contextul Europei si al Uniunii Europene. Inti-
tulata | Go, piesa consta din artista plimbindu-se pe strazile Chisindului cu fata si bratele
pictate In negru, purtind plase de plastic cu modele de pleduri, reprezentative pen-
tru indivizii provenind din regiuni mai putin bogate. Dar aceastd plasd de voiaj era
albastra, iar artista a decorat-o cu un cerc facut din stele galbene, facind-o sa se-
mene cu drapelul UE. In cadrul performance-ului ea vizitase Centrul Expozitional
,Constantin Brancusi®, o cafenea si chiar un eveniment intitulat FLOW (Festival de
Dialog pentru Culturd si Stiintd), unde s-a intfinit cu primarul Chisindului si s-a foto-
grafiat cu el. Ea a refacut acest performance n multe alte orase, fard vopseaua neagra.
Aceste performance-uri au inclus ,plasa de voiaj UE", fotografiatd in diverse locuri
din Europa: Bucuresti, Praga, Cracovia, Bruxelles, Paris si Amsterdam.

Tntr-un performance video intitulat European Clothing (2010), artista a examinat lumea
imbrdcamintei si a modei ca semne de identificare, calatorind prin Chisindu, catre
Piata Centrald, unde ncearca sa cumpere imbracaminte ,europeand” pentru a se
putea adapta societdtii ,occidentale”. Sub imbracamintea ei se afla totusi o pere-
che de chiloti sovietici de moda veche si unisex. Desi ea isi poate schimba imagi-
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not just about the position of a “dirty” outsider, it is also about art,
because the artist feels that art should not simply be about creating
beautiful images. Rather, it should deal with conceptual issues and
current problems.

The concerns with the discrepancies and distance between East and
West captivated Romanian artist Teodor Graur (b. 1953) in the imme-
diate aftermath of the Revolution in Romania and the end of commu-
nism. In a 1993 performance at the Zone Festival in Timisoara, Graur
emphasized the disconnect between East and West by using a short-
wave radio to attempt to make contact with the West, which had
supposedly just opened up to countries such as Romania. Speaking
in English, the artist asks if anyone can hear him, but there is no
response. The tension between East and West was played out quite
vividly in a car race orchestrated by the artist, together with the
Euroartists Group, at the AnnArt Festival in Sfintu Gheorghe, Roma-
nia, in 1994. In the action, a Volkswagen Polo races with a Romanian
Dacia. Eventually, the cars come into contact with each other head
on, and proceed to duel. In the end, the German driver is declared
the winner — the German car is better and more powerful — and he is
even awarded the “prize” of a young Romanian girl who was a pas-
senger in the Dacia. The fact that more than twenty years separates
this early work of Graur and that of Fiodorova and Popescu indicates
that the concerns of the “Eastern European” citizen are still pertinent
and present, even one generation after the system change and the
opening up between East and West.

At the time of writing, the status of the European Union remains a
contentious subject across Europe. Discussion regarding economic
disparities, inequitable distribution of resources, and questions as to
whether current members will secede, is ongoing. In Eastern Europe,
however, there exist different topics of discussion surrounding the
Union, most notably the question of accession, and what potential
benefits or risks there are to joining the Union. While many from the
former communist countries of Eastern Europe were eager to join
the EU prior to the financial crisis of 2008, seeing it as a guarantee
of safety and economic security, nowadays that argument is harder
to maintain. In the post-communist period, a number of artists have
utilized body art to create vivid statements about the relation of the
EU to their individual destinies.

Slovenian artist Ive Tabar (b. 1966) is perhaps one of the most vocal
artists on the subject of the EU and his country's relation to it. Tabar,
who is in fact a medical professional, with no formal artistic training,
created a series of four performances in the period immediately
before and after Slovenia's accession to the EU in 2004. The first
piece, Europal, from 1999, dealt with Slovenia’s obsession with
entry into the EU. The artist imbibed a blue liquid with gold stars

in it, then placed tubes in his nose and pumped his stomach out.
The piece plays on the Slovenian phrase “to have something/some-
one in your stomach”, which is used when you can’t stand that thing
or person, and indicates that you have to simply pump it out. The
next piece in the series, Europa II (2001), was Tabar’s protest against
EU membership, which he found less pleasant than drilling a hole in
his shin bone, which he did in the gallery.”” Whereas in English, the
saying is “I'd rather have a hole in my head than... (do something)”,
in Slovenian, the phrase is “it's better to drill a hole in one’s knee
than...” With his performance, Tabar literalizes the expression to
convey his sentiments regarding EU accession.

On the eve of Slovenia’s entrance into the EU, Tabar's performance
(Europa III, 2003) involved him removing his middle fingernail, which
had been painted with the Slovenian coat of arms, affixing it to a
plastic salamander - a species indigenous to Slovenia; and then
“conquering” it (and thus Slovenia) by sticking an EU flag into the
salamander, demonstrating the fact that the country would now be
taken over by the Union." Finally, in 2007, three years after Slovenia
became a full EU member, the artist created a performance that
expressed disappointment with the unfulfilled expectations that that
membership was supposed to have brought. In Europa IV, he again

135



nea exterioara pentru a deveni ,occidentala“, nu se va putea dezbara de originile
ei estice de sub aceastd suprafata. Un sentiment similar poate fi vzut in performance-
ul Star (2012), In care artista serveste de fotomodel pentru haine confectionate la
fabrica ,Steaua Rosie”, unde lucrase mai demult mama ei, in perioada sovietica. Ea
incearcd apoi sa facd un steag UE folosind materiale din fabricd, producind un ase-
menea drapel cu materiale facute Tn Uniunea Sovietica.

Fiodorova e angajatd de partea unei arte ce poartd un mesaj si abordeaza proble-
me ale societatii contemporane, demonstrind ca impulsul de a provoca statu-quoul
si a discuta despre nedreptdti a rdmas unul puternic si in perioada postsovietica. Per-
formance-ul ei The World is Dirty, the Artist Must be Dirty (2012) repune in scend
un performance din 1975 de Marina Abramovic¢, Art Must be Beautiful, Artist Must
be Beautiful. Imbracatd in negru si asezatd intr-un spatiu strimt, acoperit cu plase-
le sale din plastic, artista std asezata pe jos, scoate un borcan dintr-una din plase si
incepe sa-si acopere padrtile expuse ale corpului cu vopsea neagrd, intonind cuvin-
tele ,lumea e murdard, artistul trebuie s fie murdar®, la fel cum Abramovi¢ repe-
tase replici asemanatoare Tn timp ce se pieptana. Fiodorova fsi vede pozitia eifn calitate
de cetdtean al unei republici postsovietice ca avind un statut inferior in restul Euro-
pei, o atitudine care e reflectata si in mass-media si retorica oficiale din Vest, care
raspindesc adesea teamd si urd n privinta preconizatului val de imigrari in masd a
est-europenilor, care vinin Vest sa-si gaseascd un loc de munca, profitd de benefi-
ciile sistemului si stau mai mult decit le-ar permite vizele. Dar performance-ul nu e
doar despre pozitia intrusului ,murdar®, ci si despre artd, deoarece artista simte ca
arta n-ar trebui sa fie doar despre crearea de imagini frumoase. Mai degrabd, ea
ar trebui sd abordeze chestiuni conceptuale si probleme actuale.

Imediat dupa Revolutia din Romania si dupa sfirsitul comunismului, preocupdrile pri-
vitoare la discrepantele si distantele dintre Est si Vest |-au captivat si pe artistul roman
Teodor Graur (n. 1953). intr-un performance din 1993 la Festivalul Zona din Timi-
soara, Graur subliniase lipsa de legdtura dintre Est si Vest cu ajutorul unui radio cu
unde scurte prin care incerca sa intre in contact cu Vestul, despre care se presupu-
nea cd tocmai devenise mai deschis catre tari precum Romania. Vorbind englezeste,
artistul intreaba dacd e cineva care 1l aude, dar nu primeste niciun raspuns. Tensiu-
nea dintre Est si Vest a fost prezentata foarte sugestiv printr-o cursa de masini orga-
nizatd de artist, Tmpreund cu grupul Euroartists, la Festivalul AnnArt din Sfantu
Gheorghe, Romania, in 1994. Tn cadrul acestei actiuni, un Volkswagen Polo concureaza
cu o Dacie romaneasca. La un moment dat, masinile au intrat in contact direct si
s-au duelat. La terminarea concursului, soferul german e declarat invingator — auto-
mobilul nemtesc e mai bun si mai puternic —si i se ofera drept , premiu” findra romanca
aflatd ca pasager n automobilul Dacia. Faptul cd exista o distanta de doudzeci de ani
intre aceasta lucrare timpurie a lui Graur si lucrdrile lui Fiodorova si Popescu aratd ca
grijile cetdtenilor ,est-europeni” sint inca pertinente si prezente, chiar si dupa o gene-
ratie de la schimbarea de regim si deschiderea dintre Est si Vest.

Cind scriu aceste rinduri, statutul Uniunii Europene ramine un subiect litigios in intrea-
ga Europd. Discutii despre disparitdtile economice, distributia inechitabild a resur-
selor si intrebari despre faptul daca membri actuali se vor desprinde din Uniune
sint la ordinea zilei. Totusi in Europa de Est dezbaterile despre Uniune au teme dife-
rite; ele vizeaza cel mai vizibil chestiunea accesului la Uniune si posibilele beneficii
si riscuri ce rezulta din aderarea la ea. Desi multi oameni din fostele tari comunis-
te ale Europei de Est fuseserd dornici sa adere la UE inainte de criza financiard din
2008, vazind UE ca pe un garant al sigurantei si al securitdtii economice, in pre-
zent e mai dificil sa se sustind acest argument. in perioada postcomunistd, au exis-
tat artisti care utilizasera body art pentru a crea declaratii sugestive despre relatia
dintre UE si destinele lor individuale.
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drank a blue liquid, then cut a hole into his stomach, stuck a catheter
into it, and transferred the blue liquid into a container with gold fish
in it. Reading this performance literally, the EU “pisses on” the prom-
ises it made to Slovenia.

Tabar began creating these performances after coming into contact
with Jurij Krpan, director of the Kapelica Gallery in Ljubljana, a
venue known for hosting extreme body art performances by artists
such as Tabar, Orlan, Art Orienté Objet, Ron Athey, among others.
Tabar began working with Krpan because he wanted to use his med-
ical knowledge combined his body to express himself."" In doing so,
he carries on the tradition of utilizing the body as the fundamental
tool with which one can use to vividly convey the most intimate
thoughts and feelings.

Tanja Ostoji¢ (b. 1972) took a different, yet equally personal approach
to the issue of EU membership and immigration. The reality of life as
an artist of Serbian origin, following the NATO sanctions of the 1990s,
hit hard as Ostoji¢ gained notoriety for her work, and started receiv-
ing invitations to participate in international exhibitions that come
with such recognition. Frustrated by the complicated procedures
that she had to go through to obtain a visa to travel abroad, she
decided to take an alternative approach, one that would simultane-
ously benefit her — if it was successful — by giving her the status of

a Westerner with free right of movement through the EU — yet also
implicate the bureaucratic structures and mechanisms that prevent
people from having access to these “affluent geographies”. The proj-
ect was entitled Looking for a Husband with an EU Passport (2000~
2005), and started with an Internet campaign, where the artist adver-
tised herself, putting her naked body on display for the viewer, and
asked for prospective suitors to contact her at the email address,
hottanjaehotmail.com. The artist received a number of responses,
and finally settled on a mate, a German man, Klemens Golf, who was
also an artist. Ostoji¢ chose him as the most suitable candidate because
of the fact that he was well aware of the pragmatic element of the
project, and understood the conditions of the arrangement, thus he
didn’t have any romantic notions that the marriage would be any-
thing but one of convenience.? The artist emphasized that they did
everything according to the law — it was, in fact, a legal marriage.
But it was one that enabled her to get a marriage visa to come and
live in Germany. By thwarting the system, the artist demonstrates

its weaknesses and unsuitability on a human level.

This was not her first experience massaging the law. In fact, a work
that coincided with the beginning of Looking for a Husband with an
EU Passport involved the artist deliberately breaking the law, by
crossing the border between Slovenia and Austria on foot, through
the forests and mountains. Illegal Border Crossing (2000) was born
out of necessity, as the artist had an exhibition to get to, and the visa
process simply took too long.

The projects by Tabar and Ostoji¢ represent the extreme lengths
that artists will go to to convey an important message. While Tabar
uses his medical knowledge about the body to push it to its physical
limits, using his own flesh as a carrier of meaning regarding the
important issues of the day, Ostoji¢ completely obliterates the line
between art and life, creating projects into which her entire life is
subsumed. In doing so, both artists create very poignant messages
that bring attention to relevant issues faced by their compatriots.

The Body and Self-Definition

As previously mentioned, Jones's notion of performance as intersub-
jective has particular resonance with regard to body and perform-
ance art in Eastern Europe. While the communist state promoted
uniformity, it was during and after the end of communist rule that
individual nations began to reassert their individual national cultural
identities. For example, in the Baltic States, the discussion of nation-
al-cultural identity was the foundation for the argument of the right
to self-determination and independence, which eventually led to the
gradual dissolution of the Soviet Union. In Yugoslavia, the govern-

Avrtistul sloven Ive Tabar (n. 1966) e poate unul dintre artistii cei mai vehementi n
privinta relatiei dintre UE si tara sa. Tabar, care lucreazd de fapt in domeniul medi-
cal, fdrd o educatie artisticd formald, crease o serie de patru performance-uriin perica-
da de dinainte si de dupa aderarea Sloveniei la UE in 2004. Prima piesa, Europa |,
din 1999, a discutat obsesia Sloveniei cu privire la intrarea in UE. Artistul a inghitit
un lichid albastru care continea stele galbene, apoi si-a plasat niste tuburi in nas si
si-a facut o spaldturd stomacald. Piesa se bazeaza pe vorba slovena: ,a avea ceva/
pe cineva in stomac”, folositd atunci dind nu suporti ceva sau pe cineva, de care tre-
buie atunci sa scapi printr-o spalaturd stomacald. Cealalta piesa din serie, Europa I
(2001), fusese protestul lui Tabar impotriva statutului de membru al UE, care i s-
a parut mai putin placut decit gaurirea propriei tibii, pe care a executat-o intr-o gale-
rie.'® In timp ce in englez existd expresia ,mai degrab as avea o gaurd in cap dedit
sd...", In slovend aceeasi vorbd se traduce ,mai bine mi-as face o gaurd in genunchi
decit sa..." Cu acest performance, Tabar literalizeazd expresia pentru a-si exprima
sentimentele despre aderarea la UE.

in ajunul intrdrii Sloveniei in UE, performance-ul lui Tabar (Europa lll, 2003) a pre-
supus Indepartarea unghiei de pe degetul sdu mijlociu, pe care pictase stema Slo-
veniei. El lipise apoi unghia pe o sopirld dintr-o specie rara [proteus anguinus (n. tr.)],
de gasit In putine locuri, dar siin Slovenia; dupa aceea sopirla (si deci Slovenia) e
,cuceritd" prin infigerea in ea a unui drapel UE, demonstrind faptul ca tara va fi domi-
natd acum de Uniune."® in sfirsit, in 2007, la trei ani dupad ce Slovenia a devenit
un membru cu drepturi depline al UE, artistul a realizat un performance care ex-
prima dezamdagirea fatd de neimplinirea asteptarilor pe care trebuia sd le onoreze
aderarea. In Europa IV el a biut iar un lichid albastru, apoi si-a ficut o gaurd in abdo-
men In care Tnfipsese un cateter si a extras lichidul albastru, drenindu-l intr-un acva-
riu cu pestisori de aur. Citind In mod literal acest performance, UE ,se pisa" pe
promisiunile facute Sloveniei.

Tabar a inceput sa facd aceste performance-uri dupd ce intrase in legaturd cu Jurij
Krpan, directorul galeriei Kapelica din Ljubljana, un loc cunoscut ca gazda a unor
performance-uri extreme de body art, realizate de artisti precum Tabar, Orlan, Art
Orienté Objet, Ron Athey si altii. Tabar ainceput sa lucreze cu Krpan deoarece voia
sd-si utilizeze cunostintele medicale si propriul corp pentru a se exprima pe sine.'"!
Facind asta, el duce mai departe traditia folosirii corpului ca un instrument de baza
prin care se pot reda in mod sugestiv cele mai intime ginduri si sentimente.
Tanja Ostoji¢ (n. 1972) a avut o abordare diferitd, dar la fel de personald, a pro-
blemei aderarii la UE si a imigratiei. Din cauza sanctiunilor NATO din 1990, realitatile
vietii ca artist de origine sirbd au afectat-o grav dupa ce munca ei obtinuse noto-
rietate siainceput sa primeascd invitatii de participare la expoziti internationale. Frus-
tratd de procedurile complicate de obtinere a unei vize pentru calatorii n strdindtate,
ea a decis sa abordeze lucrurile diferit, intr-un fel care sd-i aducd beneficii (daca reusea),
acordindu-i statutul de occidental cu drept de caldtorie nelimitat in UE. Totodatd
nsd, abordarea ei viza, de asemenea, structurile si mecanismele birocratice care
fi impiedicd pe oameni sd aiba acces la aceste ,geografii cu dare de mind"“. Proiec-
tul s-a chemat Looking for a Husband with an EU Passport (2000-2005) si a pornit
cu o campanie pe intemet, n care artista Tsi ficea reclamd, expunindu-si corpul dezgo-
lit si rugindu-i pe potentialii petitori s-o contacteze la adresa e-mail hottanja@hot-
mail.com. Artista a primit numeroase raspunsuri si, in cele din urma, s-a decis in
favoarea unuia dintre pretendenti, un german pe nume Klemens Golf, care era si
el artist. Ostoji¢ I-a ales ca find cel mai potrivit din cauza faptului ca acesta era constient
de elementul pragmatic al proiectului si a inteles conditiile aranjamentului, astfel incit
n-a existat nicio iluzie romantica in privinta faptului ca mariajul lor ar fi mai mult decit
unul de convenientd.''? Artista a subliniat cd au facut totul potrivit legilor — a fost,
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ment promoted a uniform, collective Yugoslav identity over individ-
ual ethnicities, which reappeared following the death of Tito in 1980
and the gradual disintegration of the nation.

According to Jones, it is through body art that we can investigate
the manner in which individual identity takes shape. In her words,
“body art asks us to interrogate not only the politics of visuality but
also the very structures through which the subject takes place... "'
She also reminds us of the contingency of that identity, that the self
“cannot be known outside of its cultural representations”." Piotr
Piotrowski has characterized action and body art in Eastern Europe
as a vehicle through which artists arrived at self-knowledge', and
in many instances this was done through an interrogation of the sub-
ject in light of local history and culture.

Borjana Mrdija (b. 1982) is an artist who became markedly aware of
her own identity at a very early age. She grew up in Kozarac, a city
in Bosnia with high Bosniak population and a Serb minority. When
the war started, as she recalls, "I was called a ‘Serb’ in abusive way,
and as a child I didn't realize what it meant. At that time I thought
that we are all the same as Yugoslavians. The city was directly hit by
war activities, and my family and me had to leave suddenly. So at a
very early age I began to realize and question those historic, national
and religious differences. And these are the roots of my interest in
identity issues...""" Several years after the war, in 2010, she recog-
nized that a scar she had on her hand, from being burned by an iron
in 1985, had transformed into a shape resembling the current
borders of Bosnia and Herzegovina, and captured this in a photo-
graph where she outlined the border in pen, titling the piece Border.
She said that the photograph demonstrates the “burden of the bor-
der”, an entity that is usually invisible and conceptual, which in this
instance is actually imprinted on her own body. The scar echoes the
burden of the invisible border that each of us bears in the form of
our own personal, individual identity, which is mapped onto our
social, cultural, national and ethnic identities, in addition to the
meanings of those identities that are imposed upon us from outside.
In 2011, Mrdja shared this experience related to border inscriptions
on the body with her audience, at the MS Dockville Festival in
Hamburg. However, in this performative piece, entitled Border MS
Dockville, the border unites, instead of dividing. Mrdja designed a
stamp with the outline of the border of the location of Dockville, and
stamped the hand of each visitor to the festival, all of whom — for the
duration of their time at the festival — shared the same borders both
in terms of the space that they were occupying and by the border
inscribed on their bodies. In doing so, she demonstrates the tempo-
ral nature of borders, which are relative and subject to change.
While Mrdja’s scar was accidental, Romanian artist Dan Perjovschi
deliberately marked his skin with an indicator of his national identity,
in a performance entitled Romania (Zone Festival, Timisoara, 1993),
during which he had the word Romania tattooed on his arm, literally
branding himself with his national identity. Ten years later, he had
the tattoo removed in a performance entitled Erasing Romania.

But the ink, he said, can never be truly removed; by treating it with
lasers the ink is simply redistributed through his arm."” The symbol-
ism is not lost on the artist: although he declared himself “healed”
of Romania, he can never escape his origins.

Bulgarian artist Rassim (Krastev) (b. 1972) continually redefines him-
self through the contours of his physical body, carving it out as a
sculpture. One his earliest projects was Corrections, a long-dura-
tional performance in which the artist spent two years developing his
body, working out according to a program devised by a professional
body builder, and consuming special foods and proteins to bulk up
his muscles. According to the artist, body-building was prohibited
during the communist period, as it was associated with Western cap-
italist culture.” In fact, there was only one specialist in this type of
training in Bulgaria, whom the artist used as a consultant on the
project. The aim of the project, according to the artist, was to create
a new, modern sculpture. When the piece was exhibited in Bulgaria,
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Borjana Mrdja
Border MS Dockuville, 2011, action at MS Dockville Festival, Hamburg, courtesy: the artist

_—

Dan Perjovschi, with assistant Adrian Scorobete
Romania, photo: Ileana Pintilie, performance at Zone International Performance Festival, Art Museum Timisoara 1993, courtesy: the artist

Borjana Mrdja
Border, 2010, photograph, courtesy: the artist

Dan Perjovschi

Erasing Romania, 2003, performance in the
context of In the Gorges of the Balkans,
Kunsthalle Fridericianum Kassel

(curator René Block), photo: Niels Klinger,
courtesy: Kunsthalle Fridericianum
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de fapt, o casdtorie legald, dar una care i-a permis sa obtind o viza de sedere in Ger-
mania. Dejudind sistemul, artista demonstreazd slabiciunile acestuia si caracterul sau
impropriu la un nivel pur omenesc.

Aceasta n-a fost prima ei experientd de dejucare a formelor juridice. De fapt, o lucra-
re care a coincis cu inceputul proiectului Looking for a Husband with an EU Passport
a presupus ca artista sa ncalce in mod deliberat legea, trecind pe jos granita din-
tre Slovenia si Austria, peste munti si prin paduri. lllegal Border Crossing (2000) s-a nas-
cut din necesitate, cadi artista trebuia sd ajunga la o expozitie, iar procesul de obtinere
a vizei a durat pur si simplu prea mult.

Proiectele desfasurate de Tabar si Ostoji¢ reprezinta extremele la care ajung artistii
pentru a transmite un mesaj important. T timp ce Tabar fsi utilizeaza cunostintele
medicale despre corp pentru a-limpinge la limitele sale fizice, folosindu-si propriul
trup ca vehicul al unui mesaj despre chestiuni importante ale zilei, Ostoji¢ sterge
cu totul linia ce desparte arta si viata, creind proiecte Tn care intreaga sa viatd e pusa
in joc. Prin asta, ambii artisti creeazd mesaje foarte incisive, care atrag atentia asu-
pra problemelor importante cu care se confrunta compatriotii lor.

Corpul si autodefinirea

Cum spuneam mai sus, ideea lui Jones despre performance drept ceva intersubiec-
tiv are o rezonanta particulara cu privire la body art si arta performance in Europa
de Est. Desi statul comunist promovase uniformitatea, abia fn momentul n care
comunismul se apropia de sfirsit si in perioada de dupa schimbarea de regim na-
tiunile individuale au inceput sa-si reafirme identitatile culturale nationale individua-
le. De pildd, n Tarile Baltice, discutia despre identitatea national-culturald s-a aflat
la temelia argumentului despre dreptul la autodeterminare si independentd, care
a dusin cele din urma la disolutia treptatd a Uniunii Sovietice. i lugoslavia, guver-
nul a promovat o identitate uniformad, colectivd, care s-a aflat deasupra etniilor indi-
viduale, reaparute dupa moartea lui Tito in 1980 si dezintegrarea treptatd a natiunii.
Potrivit |ui Jones, prin body art se poate investiga felul in care capata forma identi-
tatea individuald. Cu cuvintele ei, ,body art ne face sa interogam nu doar politica
vizualitdtii, ci si structurile insele prin care subiectul are loc...”'"* Ea ne aduce amin-
te, de asemenea, de contingenta identitatii, de faptul cd sinele ,nu poate fi cunos-
cutn afara reprezentarilor sale culturale”.'* Piotr Piotrowski caracterizase arta-actiune
si body art in Europa de Est ca mijloace prin care artistii ajung la autocunoastere''?,
iar in mutte cazuri asta a avut loc printr-o interogare a subiectului in lumina istoriei
si a culturii locale.

Borjana Mrdja (n. 1982) e o artistd care a devenit deosebit de constienta de iden-
titatea ei la o Virstd extrem de frageda. Ea a crescut in Kozarac, un oras din Bosnia
cu populatie majoritar bosniaca si cu o minoritate sirba. Cind a nceput razboiul,
isi aminteste ea, ,eram batjocoritd pentru ca sint «sirba» si, copil fiind, n-am inteles
ce Insemna asta. Pe atunci credeam ca toti sintem iugoslavi. Orasul a fost lovit de
operatiunile de razboi si familia mea a trebuit sa-| pardseasca urgent. Asa ca des-
tul de timpuriu am fnceput sd constientizez si sa interoghez diferentele istorice, natio-
nale si religioase. Aici se afla raddcinile preocupdrii mele cu chestiuni legate de
identitate..."'s 1n 2010, dftiva ani dupd razboi, ea si-a dat seama cd o rand pe care
a avut-o pe ming, o arsura din 1985, capdtase o formd care semana cu granitele
actuale ale Bosniei si Hertegovinei, ceea ce ea a aratat intr-o fotografie pe care a
trasat conturul precis al granitei cu un stilou, intitufind piesa Border. Ea a spus ca foto-
grafia demonstreaza ,povara granitei, o entitate de obicei invizibild si conceptuald,
care Tn acest caz e ntiparita pe corpul ei. Rana rdspunde ca un ecou poverii cu care
apasa granita invizibild asupra fiecaruia dintre noi sub forma identitdtii noastre per-
sonale individuale, care se aplica peste identitdtile noastre culturale, nationale si etni-
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curator Maria Vassileva wrote about Rassim as the “new Michelange-
lo""?; whereas Michelangelo created sculpture from marble, Rassim
sculpts his body. For the artist, Corrections was a live sculpture,
which took two years to create.

The artist said that the project developed out of the situation in his
life at the time. In 1991, he entered the army, as part of his manda-
tory military service. It was difficult for him, and he was looking for
a way to escape, however he came to the realization that there is no
escape from real life. After his military service, he entered the art
academy and tried to think about a way to connect his life with his
art. And from there he developed the idea of creating a live sculp-
ture with his own body. At the time, this type of radical body art was
marginal in Bulgaria; it wasn't really accepted by academics, and
there were no real sources for the artist to draw from, so he says that
he was mainly working intuitively. The project was actually financed
by a foreign investor — FRAC Languedoc-Roussillon in Montpellier,
France. Luchezar Boyadzijev has noted the fact that Rassim'’s “trans-
formation” had in fact been paid for by the West."® Whereas Bulgar-
ia itself was going through a period of transformation, Rassim’s was
the only one that was really successful, and it had been financed by
Western sources.

Four years later, Rassim underwent another physical change, in Cor-
rections II (2002), when the artist had himself circumcised, the pro-
cedure documented accordingly. The artist commented that this
piece was about religion, which was a contentious issue both in the
aftermath of 9/11 and in Bulgaria during the communist period.

In the 1980s, the communist government changed the names of
Bulgarian people of Turkish origin, effectively Christianizing them.
The artist took a different approach, by physically altering his body.
As the artist has commented, despite these alterations, he remained
the same person.' Likewise, the changing of one’s name does not
effectively change the person at all. As Diana Popova has argued,

in changing his body, Rassim has literally become like the ‘Other’'?;
in being circumcised, he identifies with this Other, and yet still
remains himself.

While Mrdja noted the “burden of the border”, Serbian artist
Vladimir Nikoli¢ (b. 1974) feels this pressure as a geographic and
political one. As a Serbian artist, Nikoli¢ describes himself as bearing
a “geopolitical burden”?, and feels that he cannot present his work
in an international context as a “free man”, unencumbered by his
ethnicity, since foreign curators and art historians expect his work
to reflect his origins, specifically the post-conflict situation of Serbia.
As a way of dealing with these concerns, in 2004, he brought a
Montenegrin dirge singer to the grave of Marcel Duchamp to sing,
as part of an artistic performance entitled Death Anniversary.

In the artist's experience, curators only expect art about war from

a Serbian artist, yet this is precisely the opposite of what Duchamp
had intended with the readymade - to take an object out of its con-
text and provide it with a new meaning, divorced of its source. In the
performance, the dirge singer is positioned between Nikoli¢ and
Duchamp, preventing the former from gaining access to the legacy
of the latter, and entering the international art context freely.

It is interesting to note that while these artists use performance art
to map out and explore their national cultural and artistic identities,
they do so using an ephemeral and fleeting gesture, demonstrating
the fact that identity can never be fixed, and is constantly redefined
and renegotiated in relation to context. Nevertheless, these passing
sentiments are given more permanence by way of simply being
present.

The Gendered Body

Performance art was a preferred genre among feminist artists in
North America who were working at a time when performance was
rapidly gaining currency among both male and female artists, in the
1960s and 1970s, providing a platform that enabled agency in the
artwork — especially in an era of political activism. Performance

ce, adaugindu-se sensurilor impuse din exterior acestor identitdti. ih20l1, Mrdja
si-a fmpartasit cu publicul experienta Tn privinta Tnscrierilor granitei pe corp la Fes-
tivalul MS Dockville din Hamburg. Totusi, In piesa ei de performance, intitulatd Bor-
der MS Dockville, granita uneste in loc sa divida. Mrdja a creat un timbru pe care
erau imprimate granitele locului Dockville, iar apoi a lipit un asemenea timbru pe
mina fiecdrui participant la festival, iar acestia — pe durata intregului festival — au
impartdsit aceleasi granite atft in termenii spatiului pe care 1l ocupau, cit si in aceia
ai granitei inscrise pe corpurile lor. Astfel, ea demonstreaza natura temporald a
granitelor, care sint relative si se pot schimba.

In timp ce rana lui Mrdja fusese accidentald, artistul roman Dan Perjovschi si-a folo-
sit pielea ca indicator al identitdtii sale nationale Tntr-un performance intitulat Roma-
nia (Festivalul Zona, Timisoara, 1993), in care si-a tatuat pe brat cuvintul ,Romania“,
stigmatizindu-se literal cu identitatea sa nationald. Zece ani mai tirziu tatuajul a fost
indepdrtat intr-un performance intitulat Erasing Romania. Dar cerneala, zice el, nu
poate fi indepdrtatd cu totul; prin tratarea sa cu ajutorul unui laser, ea a fost pur si
simplu Tmprastiata n bratul sau.'"” Simbolismul nu se pierde: desi s-a declarat
,insanatosit” de Romania, el nu poate scapa niciodata de originile sale.

Artistul bulgar Rassim (Krastev) (n. 1972) se redefineste in permanenta prin contu-
rurile corpului sau fizic, pe care-l modeleaza ca pe o sculpturd. Unul dintre proiec-
tele sale cele mai timpurii fusese Corrections, un performance de lunga duratd in care
artistul a petrecut doi ani modelfindu-si corpul, facind gimnastica dupa un program
conceput de un cutturist profesionist si tinind dietd pentru a-si face muschii sa creasca.
Potrivit artistului, culturismul fusese interzis in perioada comunista, fiind asociat cu
cultura occidentald capitalista.''® De fapt, a existat doar un singur specialist bulgar
n acest tip de antrenament, pe care artistul I-a si folosit drept consilier n acest pro-
iect. Scopul proiectului, potrivit celor spuse de artist, fusese acela de a crea o sculp-
turd noud, modernd. Cind piesa a fost expusa in Bulgaria, curatorul Maria Vassileva
scrisese despre Rassim ca despre un ,nou Michelangelo™'?; pe cind Michelangelo
crease sculpturd din marmurd, Rassim fsi sculpteaza corpul. Pentru artist, Correc -
tions fusese o sculptura vie, a carei creatie a durat doi ani.

Avrtistul spune cd proiectul s-a dezvoltat din situatia vietii lui in acea clipa. In 1991,
a ajuns n armatd, ca parte a serviciului militar obligatoriu. Fusese dificil pentru el si
cauta o cale de scapare, dar si-a dat seama ca nu existd scapare din viata adevdrata.
Dupa serviciul militar a intrat la academia de artd si a incercat sa gaseasca 0 moda-
litate de a-si pune in legdturd viata si arta. De aici a ajuns la ideea de a crea o sculp-
turd vie cu propriul corp. La acel moment, acest tip radical de body art fusese marginal
in Bulgaria; el nu fusese cu adevarat acceptat de universitari si nu existaserd surse
veritabile din care sd se poatd inspira, asa cd, spune el, trebuia sd lucreze mai mult
intuitiv. Proiectul fusese finantat, de fapt, de un investitor strain — FRAC Languedoc-
Roussillon din Montpellier, Franta. Lucezar Boiadiev observase ca ,transformarea*
lui Rassim fusese platitd de Vest.'” Desi Bulgaria insasi trecea printr-o perioada de
transformare, Rassim fusese singurul care a avut un succes veritabil si a fost finantat
din surse occidentale.

Patru ani mai tirziu, Rassim a trecut printr-o altd schimbare fizica in Corrections |l
(2002), cind a fost circumcis, procedura find Tnregistratd in mod corespunzator. Artis-
tul afirmase cd aceastd piesa era despre religie, care fusese o chestiune controver-
satd atft dupa | | septembrie, cit si‘in Bulgaria postcomunista. T anii 1980, guvernul
comunist schimbase numele bulgarilor cu origini turcesti, crestinindu-le efectiv. Artis-
tul a recurs la o abordare diferita, alterindu-si fizic corpul. Potrivit comentariilor facu-
te de el, In ciuda acestor alterari, el rdmasese aceeasi persoana. ' in mod asemanitor,
schimbindu-si corpul, Rassim a devenit literal precum un , Altul*'?; fiind circumcis,
el se identificd cu acest Altul, si totusi ramine acelasi.
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enabled women to become active subjects, as opposed to passive
objects of the artwork.™ In revealing the artist in the act of creation,
no longer cloaked by the canvas of the painting, the work is no
longer susceptible to the purported objective criticism of modernist
formalism, which examines the work of art independent of any exter-
nal social or political factors, including the fact that the artist is a
gendered subject. Instead, she argues, “when the body in perform-
ance is female, obviously queer, non-white, exaggeratedly (hyper)-
masculine, or otherwise enacted against the grain of the normative
subject (the straight, white, upper-middle-class, male subject coinci-
dent with the category ‘artist’ in Western culture) the hidden logic
of exclusionism underlying modernist art history and criticism is
exposed”.” Through the presence of the body in performance,
other subjectivities gain visibility and agency.

The notion of feminism in Central, Eastern and Southern Europe
prior to 1989 is complicated by the fact that, during that time, the
women's question, or an official level, was considered largely to have
been “resolved”.’® While the feminist movement erupted in North
America in the 1960s, and a feminist art movement began on its
heels in the 1970s, women across the East, benefiting from equal
job opportunities and equal pay, did not revolt. Even though in the
domestic sphere, the situation was quite different, with traditional
gender roles being maintained, in the social sphere, “feminism” was
considered unnecessary, an annoying import from the West. The
drive to rectify iniquities in the private sphere was further hampered
by socio-political circumstances in the East. As Martina Pachmanova
has explained, in places where the state exercised control over much
of everyday life, the common “enemy” for all was the totalitarian
regime, “which women and men in the counterculture fought
against”."? Of course not everyone, however, agreed that feminism
was unnecessary. For example, in the 1970s, artists such as Jana
Zelibska (Slovakia/Czechoslovakia), Natalia L. L. (Poland), and Sanja
Ivekovi¢ (Croatia/Yugoslavia) created pioneering works that addressed
issues of gender and femininity.

In the post-socialist period, the veneer of egalitarianism that the
regimes claimed to offer quickly crumbled, leaving behind the patri-
archal society that had always been present beneath. That said, no
new wave of feminism emerged to combat the new forces of conser-
vative right-wing governments, nor the reinvigorated voice of the
Church. Bojana Peji¢ has suggested that in the former Yugoslavia, for
example, the aversion to feminism in the post-socialist period relates
to a desire to forget the shared past of Yugoslavia following the bit-
ter wars of the 1990s.' In other countries, the Church replaced the
state as the authoritarian voice, and continued to uphold traditional
gender roles. Furthermore, across Central Europe, women saw femi-
ninity as a new right to exercise, following the homogenization of
gender and stifling of femininity in favor of the image of the prole-
tarian mother of the newfound socialist state.

In socialist Yugoslavia, which succeeded in combining consumer cul-
ture with ideology, the situation was ripe for critique of the culture
of the spectacle, the reification of the female body and the male
gaze. Sanja Ivekovi¢, for example, scrutinized these mechanisms at
work in the mass media, exposing the manner in which femininity
and notions of beauty are constructed. In her 1976 video perform-
ance, Make-Up, Make-Down, the application of make-up is fetishiz-
ed, by being shown as a sensual act. The camera focuses on the
female subject’s cleavage and hands (her face is not visible), which
slowly manipulate and caress various objects containing make-up:
tubes of lipstick and mascara, a bottle of lotion, etc. She followed
this piece with the performance Un Jour Violente (1976), where she
applied make-up and dressed according to an advertisement in
Marie Claire, which told women how live glamorous lives through
their style. In the course of the performance, in three different
spaces, she applied three different “looks" provided by the maga-
zine: tender, violent and secret, attempting to become or align with
the representation of woman.
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I timp ce Mrdja subliniase ,povara granitei®, artistul sirb Viadimir Nikoli¢ (n. 1974)
simte aceasta presiune ca fiind una geografica si politica. Ca artist sirb, Nikoli¢ se
autodescrie ca purtind o ,povara geopolitica*'Z si simte ca nu-si poate prezenta munca
intr-un context international ca un ,om liber”, nestinjenit de etnia sa, deoarece cura-
torii si istoricii de arta straini se asteapta ca lucrarile sale sa-i reflecte originea, mai
ales situatia postconflict din Serbia. Ca o modalitate de a da seama de aceste pro-
bleme, Th 2004 el a adus un bocitor din Muntenegru care sa cinte la mormintul lui
Marcel Duchamp, ca parte a performance-ului artistic Death Anniversary. Potrivit expe-
rientei artistului, curatorii asteaptd de la artistii sirbi doar arta despre razboi, totusi
asta e exact opusul a ceea ce intentionase Duchamp cu readymade-ul — sa scoti
un obiect din contextul sdu si sd-i acorzi un nou inteles, separat de sursa Iui. Tn cadrul
performance-ului, bocitorul e asezat intre Nikoli¢ si Duchamp, Tmpiedicindu-I pe
primul sd aiba acces la mostenirea celui de al doilea si sd paseasca liber in contex-
tul artistic international.

E interesant de observat cd in timp ce acesti artisti utilizeaza arta performance pen-
tru a-si cartografia si explora identitatile nationale culturale si artistice, ei fac asta utili-
7ind gesturi efemere si trecdtoare, demonstrind faptul ca identitatea nu poate fi fixata
niciodatd, fiind mereu redefinita si renegociata n raport cu contextul. Cu toate astea,
acestor sentimente trecatoare li se dd o duratd mai lungd prin faptul cd sint pur si
simplu prezente.

Corpul impartit pe sexe

Arta performance fusese un gen preferat al artistilor feministi din America de Nord,

care lucrau intr-o perioada cind performance-ul cistiga teren cu rapiditate atit in rin-

durile artistilor barbati, cit siin rindurile artistilor femei, n anii 1960 si 1970, furnizind

o platformd care a permis actiune n cadrul operei de artd — mai ales intr-o perioadd
de activism politic. Performance-ul le-a permis femeilor sa devind subiecti activi, spre

deosebire de statutul de obiecte pasive ale operei de artd.'* Prin revelarea artistului

in actul creatiei, nemaifiind acoperit de pinza picturii, lucrarea nu mai e susceptibila
la presupusa critica obiectiva a formalismului modernist, care examineaza opera de

artd independent de factori sociali sau politici, inclusiv de faptul ca artistul e un subiect
sexuat. in schimb, ,atundi dind corpulin performance e feminin, explicit homosexual,

nealb, exagerat (hiper)masculin sau altfel angajat impotriva subiectului normativ (hete-

rosexual, alb, din patura superioard a clasei de mijloc si masculin, care coincide cu cate-

goria «artistului» n cultura occidentald), logica ascunsa a excluderii aflate la baza
istoriel moderne a artei si a criticii ei este expusa“.'” Prin prezenta corpului in perfor-

mance, alte subiectivitati capatd vizibilitate si putere de actiune.

Tnainte de 1989, ideea de feminism in Europa Central, de Est si de Sud e compli -
cata suplimentar de faptul c3, n acea perioada, chestiunea femeilor, cel putin la nivel

oficial, fusese consideratd drept una care parea in mare parte ,rezolvatd“.' Desi

miscarea feministd a erupt in America de Nord Tn anii 1960, iar miscarea artisticd

feministd a inceput n tromba in anii 1970, femeile din Est, beneficiind de posibi-

litati egale de angajare si de salarii egale, nu s-au revoltat. Chiar dacd in sfera do -
mesticd situatia era destul de diferitd, rolurile sexuale traditionale fiind péstrate, n

sfera sociald , feminismul” fusese considerat drept ceva superfluu, un import ener-

vant din Vest. Impulsul de a rectifica nedreptdtile din sfera privata fusese impiedi-

cat si de circumstantele sociopolitice din Est. Asa cum explicase Martina Pachmanova,

in locuri n care statul exercita controlul asupra unei mari parti din viata cotidiand,

,dusmanul* comun tuturor fusese regimul totalitar; ,impotriva caruia luptau barbatii

si femeile constituind contracultura®.'?” Cu toate astea, desigur, nu toti fusesera de

parere ca feminismul era superfluu. De pildd, in anii 1970, artisti precum Jana Zelibska
(Slovacia/Cehoslovacia), Natalia L. L. (Polonia) si Sanja Ivekovi¢ (Croatia/lugosla-
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Nearly three decades later, in 2009, Borjana Mrdja continued this
interrogation of the image and the construction of beauty. In the
video performance Almost Perfect Work, the artist applied lipstick
using a specially constructed glove, the tips of which contained
tubes of lipstick. In this piece, the artist's face became the work sur-
face, and the sounds of a construction site, heard in the background,
confirm the activity as such. Here, Mrdja has turned Ivekovi¢'s sensu-
al act of manipulating phallic tubes of makeup into an awkward one,
as the glove is difficult to use gracefully as a lipstick applicator.
Instead of cleavage and gentle movement, the viewer sees the hard
work and toil that it takes to beautify oneself. In some ways, this per-
formance is Mrdja's jour violente, suggesting that this struggle
against the image is ongoing. Furthermore, the reconstitution of
these gestures demonstrated the continued relevance of their exami-
nation. It important to note that when Mrdja first made the piece,
she had been unaware of the precedents in Ivekovi¢'s work.™?
Furthermore, Mrdja, whose interest in individual subjectivity and
national-cultural identity has already been discussed, does not view
these works as feminist per se. Rather, she maintains that her work is
focused on the issue of identity, be it gender, national, or otherwise.
Russian artist Vladislav Mamyshev-Monroe (1969-2013) first became
Marilyn Monroe in the 1980s, taking inspiration from the film Some
Like it Hot, which he recalled seeing in movie theaters at that time,
and which features not only Marilyn Monroe as Sugar Cane Kowalski
— the lead singer in an all-female band - but also Tony Curtis and
Jack Lemmon in drag. In 1986, the artist was discharged from the
army and committed to a psychiatric hospital after he dressed up as
Marilyn Monroe using hair from dolls to fashion a wig and altering
curtains for a dress. In 1989 Mamyshev-Monroe appeared at the
opening of an exhibition entitled Women in Art in Leningrad dressed
as Marilyn, which caused a scandal on television and in the mass
media, resulting in death threats to the artist. The artist's use of dis-
quises has been called a “therapy of possible multiple-personality
disorder”™* by Olesya Turkina, and Mamyshev-Monroe's use of
costume and disguise helps him orient himself on an axis that is defi-
antly between not only gender binaries, but also between East and
West. In his words, through the use of costume and alternate identi-
ties he is able to express his desire “to embody mankind in all its
variety, experience all these destinies myself, take on myself all these
countless sins, neutralise these countless good deeds, eliminate sex-
ual, national, social and other differences and remain myself in this
singular variety”."™'

In 2010, Mamyshev was violently attacked in Russia in an act of gay
bashing. He documented his injury and his recovery on his Facebook
page, in a photographic performance entitled Taming Beauty,

in which he became Marilyn Monroe once again, using his public
personality as a spokesperson for gay rights. Using a combination

of staged photographs and text captions, the artist created a story
about how after the bump on his forehead turned into a black eye,
“my Great Sacred Muse Marilyn Monroe appeared... and so I became
Marilyn Monroe without the makeup”'*2, effectively comparing him-
self to a similarly tragic figure, and channeling her energy to survive
the gruesome attack.™

Bulgarian artist Boryana Rossa (b. 1972) has also challenged the
notion of rigid gender roles and sexual identity in her very visceral
piece from 2004, The Last Valve, when, in a private performance

in her apartment, she sewed shut her vulva with surgical thread.

In doing so, she denies access to her body through the phallus by
sealing it closed. She also challenges patriarchal attitudes toward
gender by playing on the phrase “stitched up cunt”, referring to a
woman who is frigid and doesn’t always automatically make herself
available to the male for sex, by literalizing this position. More impor-
tantly, her action suggests a future world that is free of gender dis-
tinctions, envisioning a society that will “accept more flexible notions
of sex and gender, to embrace diversity and not to curse it"."** Her
gender ambiguity resembles Mamyshev's, insofar as the artist delib-

via) creaserd lucrari de pionierat care abordau chestiuni legate de sex si femini-
tate.

in perioada postsocialistd, spoiala de egalitarism pe care regimurile pretindeau cd
il ofereau ncepea sa se subtieze tot mai mult, lasind in urma societatea patriarhald
care se afla mereu sub aceasta suprafatd. Cu toate astea, n-a aparut un nou val de
feminism care sa combata noile forte ale guvernelor conservatoare de dreapta sau
vocile revigorate ale bisericii. Bojana Peji¢ sugerase ca in fosta lugoslavie, de pilda,
aversiunea impotriva feminismului din perioada postsocialista are de-a face cu do-
rinta de a uita trecutul comun al lugoslaviei, in urma amarelor razboaie din anii 1990.'%
In alte tari, biserica a inlocuit statul ca voce autoritara si a continuat sa sustina rolu-
rile sexuale traditionale. Mai mult, in Europa Centrald, femeile vedeau faptul de a
fi femeie ca pe un nou drept pe care-| puteau exercita, care venea dupa omogeni-
zarea sexuald si sufocarea feminitdtii in favoarea imaginii mamei proletare din state-
le socialiste.

in lugoslavia socialistd, care a reusit sa combine cultura consumului cu ideologia,
situatia era coapta pentru o criticd a culturii si a spectacolului, a refficarii corpului femi-
nin si a privirii masculine. Sanja Ivekovi¢, de pilda, a luat n vizor aceste mecanis-
me asa cum functionau ele in mass-media, expunind felul in care sint construite
feminitatea si ideile despre frumos. In performance-ul ei video din 1976, Make-Up,
Make-Down, utilizarea fardurilor e fetisizata, find ardtatd ca un act senzual. Camera
se concentreaza pe decolteul si miinile subiectului feminin (fata sa nu e vizibild), care
manipuleaza incet si minglie obiecte continind cosmetice: tuburi de ruj simascara, o
sticld cu lotiune etc. Ea a continuat aceasta piesa cu performance-ul Un jour violente
(1976), In care s-a fardat si s-a Tmbracat potrivit unei reclame din Marie Claire, care
spunea femeilor cum sa trdiascd vieti fermecatoare prin stilul lor. Pe parcursul per-
formance-ului, In trei locuri diferite, ea si-a construit trei ,imagini® diferite oferite de
revista cu pricina: tandrd, violenta si misterioasa, fncercind sd devind reprezentarea
femeii sau sd i se conformeze.

Aproape trei decenii mai tirziu, Tn 2009, Borjana Mrdja a continuat aceasta intero-
gare a imaginii si constructiei frumusetii. In performance-ul video Aimost Perfect Work,
artista si-a dat cu ruj folosind o manusa confectionata special, in asa fel incft virfuri-
le degetelor se terminau Tn niste tuburi cu ruj. Tn aceasts piesa, fata artistei devine
suprafata de lucru, iar sunetele de santier din fundal confirma acest aspect. Aici, Mrdja
a transformat actul senzual al lui lvekovi¢, acela de a manipula tuburi falice de cos-
metice, intr-un gest straniu, caci manusa nu poate fi utilizata cu gratie pentru a apli-
ca rujul. Tn locul decolteului si al miscarilor delicate, privitorul vede efortul si truda
pe care le cere infrumusetarea. In anumite sensuri, acest performance e o jour vio-
lente a lui Mrdja, sugerind ca aceasta luptd impotriva imaginii are loc inca. Mai mult,
reconstituirea acestor gesturi a demonstrat pertinenta inca vie a examinarii lor. E
important de remarcat ca atunci cind Mrdja a facut aceasta piesa nu stia de prece-
dentul din opera lui Ivekovic .'? Mai mult, Mrdja, a carei preocupare cu subiectivi-
tatea individuald si identitatea national-culturald fusese deja discutatd, nu priveste aceste
lucrari ca fiind feministe per se. Mai degrabd, ea sustine ca munca ei se concentreaza
pe chestiuni legate de identitate, fie ea sexuald, nationald sau de altd natura.
Avrtistul rus Vladislav Mamisev-Monroe (1969201 3) a devenit pentru prima oara
Marilyn Monroe in anii 1980, inspirindu-se din filmul Unora le place jazzul, pe care
l-a vazut la cinematograf in acea perioada si in care apare nu doar Marilyn Monroe,
ca Sugar Cane Kowalski — solista unei orchestre formate exclusiv din femei —, cisi
Tony Curtis si Jack Lemmon deghizati in fernei. In 1986, artistul a fost lisat la vatra
si internat intr-un ospiciu dupd ce se Tmbracase ca Marilyn Monroe, folosind parul
unui manechin de moda si croindu-si o rochie din niste perdele. Tn 1989, Mamisev-
Monroe a aparut la vernisajul unei expozitii din Leningrad intitulate Femei in artd

+ arta performance-ului in Europa de Est

erately maintained his male gender, biologically, despite having the
outward appearance of a female.

III. Performance and the Institution

One of the challenges posed by feminism to the institution of art
confronted the perpetuation of the normative subject as artist

(as noted by Jones above). The rise of feminism in North America
occurred in concert with the civil rights movements, which demand-
ed a voice and representation for all minorities and underrepresent-
ed groups. The 1960s and 1970s in the West was a time of great
civic protest and challenging of the status quo. The institution of art
was not immune to these challenges, and as numerous other
received ideas were questioned by activists in the social sphere,
artists began to contest the long-held assumed truths about art
itself, and the institutions that developed and promoted art.

As Alexander Alberro has written, it was at this time that artists
began to “expose the institution of art as a deeply problematic field,
making apparent the intersections where political, economic and
ideological interests directly intervened and interfered in the pro-
duction of public culture”.” Performance art, then, was one vehicle
(together with Conceptual Art) that artists used to critique the insti-
tution of art, challenge the commercialization of the art object, and
contest the gallery system that bestows a value upon it. In fore-
grounding the process of creation and the experience of the artwork,
artists circumvented the stale atmosphere of the museum, creating
a live work of art that could not stagnate by being hung on the wall.
Furthermore, given the fact that performance was a non-traditional
art form with significantly less history of institutionalization, com-
pared to, for example, painting and sculpture, it offered the possibil-
ity for artists to question the nature of art, along with the role of the
artist, and expand the definition of both.

While artists in the West used institutional critique to expose the hid-
den mechanisms at work in relation to art, in Eastern Europe, where
all artistic production was subject to state control, these mechanisms
were not hidden, but overtly acknowledged and deliberately stated.
Artists were well aware of the fact that the work they produced need-
ed to conform to certain standards and represent the dominant ide-
ology, although the degree to which these mandates were enforced
varied greatly from state to state. For this reason, the institutional
critique that one associates with Western art from the 1960s and
1970s takes on different forms in the East. In some instances the cri-
tique is leveled against the state, whereas in others a challenge is
posed to the control of the art market and creation of the artistic
canon by the West.

Yugoslavia was perhaps the most liberal area of the Eastern bloc,
and artists quite frequently and easily travelled abroad. For that
reason, one can find examples of artists, such as Dalibor Martinis

(b. 1947), whose performances address the institution of art from a
critical point of view. In his 1976 performance Art Guard, the artist
played the role of a security guard in the Museum of Contemporary
Art in Zagreb, simultaneously proclaiming the value of certain works
of art by guarding them, yet also preventing the public’s access to
the paintings by sitting directly in front of the selected works.

By positioning himself in this manner, he raises questions about the
art gallery system that bestows value on a work of art, and the effect
that has on the work’s visibility in the public sphere. Similarly, in
Work for Pumps Gallery (Pumps Gallery, Vancouver, 1978), the artist
addressed the concept of the white cube, the neutral space of the
gallery that is supposed to provide the appropriate background for
the work of art. Instead of creating a painting for exhibition, he used
the act of painting to cover the walls of the gallery, painting them
white, in preparation for a new exhibition. The artist commented
that this piece not only challenged the notion of the neutrality of the
white cube, but also provided a situation for reciprocity and artistic
collaboration. In Martinis’s words, this piece expressed “the possibil-
ity for the work of one artist to be at the service of that of others.
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costumat ca Marilyn, ceea ce a facut obiectul unui scandal Tn mass-media, aducin-
du-i si citeva amenintari cu moartea. Utilizarea costumelor de cdtre artist a fost numita
o ,terapie pentru dedublarea personalitatii“'*® de Olesia Turkina, care sustinea ca
gestul lui Mamisev-Monroe 1l ajutd sa se orienteze pe o axa ce se afld, in mod rebel,
nu doar intre Tmpartirea pe sexe, dar siintre Est si Vest. Cu cuvintele sale, prin utili-
zarea costumatiei si a identitatilor variabile el e In stare sa-si exprime dorinta ,de a
intrupa umanitatea in intreaga ei varietate, de a trai prin el insusi toate destinele,
de alua asupra sa nenumdratele pacate, de a neutraliza nenumaratele fapte bune,
de a elimina diferentele sexuale, nationale, sociale si de alta natura si de a ramine
el insusi In aceasta diversitate singulara”."'

fn 2010, Mamisev a fost atacat cu brutalitate in Rusia intr-un act de mustruluiali a
homosexualilor. El si-a documentat traumatismele si insanatosirea pe pagina Face-
book personald, intr-un performance fotografic intitulat Taming Beauty, in care a deve-
nit iar Marilyn Monroe, utilizZind personalitatea sa publica drept purtator de cuvint
pentru drepturile homosexualilor. Folosind o combinatie de fotografii manipulate
si fragmente de text, artistul a creat o poveste despre cum, dupa ce cucuiul din cap
i s-a transformat Tntr-un ochi negru, ,Muza mea Mare si Sacra Marilyn Monroe a
aparut... si astfel am devenit Marilyn Monroe fard ajutorul fardului“'*?, comparin-
du-se efectiv cu o figurd la fel de tragica si canalizind energia ei pentru a supravietui
brutalitatii atacului.'*

Avrtista bulgard Boryana Rossa (n. 1972) a pus de asemenea sub semnul intrebarii
ideea rolurilor si identitatilor sexuale rigide in piesa sa foarte viscerala din 2004, The
Last Valve, cind, intr-un performance privat din apartamentul ei, si-a cusut vaginul
cu un fir de suturd chirurgical. Prin asta, blocheaza accesul falic la corpul ei. Ea lan-

Dalibor Martinis
Work for Pumps Gallery, 1978, performance in Pumps Gallery, Vancouver, Canada, courtesy: the artist
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After my exhibition, the white painted gallery was used for the exhi-
bition of the works of other artists”."* Instead of competition among
artists, which the institution instills, his piece promotes cooperation.
Twenty years later, Bulgarian artist Nedko Solakov (b. 1957) created
a similar performance, with a different effect. A Life (Black and White)
(1998-) consists of instructions by Solakov, which can be followed by
anyone, however the artist maintains the rights to the concept and
images of the piece. Two painters, who need not be professionals,
paint and re-paint the walls of the gallery, one with white paint, the
other with black. Each participant paints over the other’s work. How-
ever, among the stipulations is that the room must be half black and
half white at all times, requiring communication and coordination
between the two painters. In this performance, the act of painting
itself becomes mechanized and institutionalized, as the painters have
a set amount of breaks that they can take, including a 30-minute
lunch break. That said, the process of creation is foregrounded, at the
expense of the final aesthetic product. Furthermore, it emphasizes
the social element of art, as the creation of the artwork requires com-
munication, awareness of the other, and cooperation.

The transition of Eastern Europe to the free market was neither
straightforward nor simple, and many countries struggled with the
resultant mass inflation and the rebuilding of infrastructure that
comes with such changes. The transition for artists was no less com-
plicated, and many artists nowadays are faced with the challenge of
surviving in their trade without the state support that many artists
once received under socialism. In the post-communist period, work
that addresses the status of the Eastern European artist in the art
market indicates new concerns over making a living as an artist fol-

Nedko Solakov
A Life (Black and White), 1998-present, black and white paint; two workers/painters constantly repainting the walls of the exhibition space in black and white for the entire duration of the exhibition,
day after day (following each other); dimensions variable. Edition of 5 and 1 AP; Collections of Peter Kogler, Vienna; Museum of Contemporary Art Chicago (a gift of Susan and Lewis Manilow, Chicago);
Hauser and Wirth Collection, St. Gallen; Museum fiir Moderne Kunst, Frankfurt am Main; Tate Modern, London, courtesy: the artist. Installation view: Plateau of Humankind, 49th Biennale de Venezia,
Venice, 2001, photo: Giorgio Colombo

seazd astfel o provocare si atitudinilor patriarhale fatd de sexualitate, jucindu-se cu
expresia ,stitched up cunt”, care se referd la o femeie frigida si care nu e gata sa
se puna la dispozitia barbatului pentru a face sex. Artista literalizeaza aceastd expre-
sie. Mai important, actiunea sa sugereaza o lume viitoare care e libera de distinctii
sexuale, preconizind o societate care va ,accepta idei mai flexibile despre sex si sexua-
litate, va saluta diversitatea si n-o va surghiuni®."** Ambiguitatea ei sexuala seamand
cu aceea a lui Mamisev Tn masura fn care artistul si-a pastrat in mod deliberat mas-
culinitatea din punct de vedere biologic, 1n pofida faptului ca are aspectul exterior
al unei femei.

IIl. Performance-ul si institutia

Una dintre provocdrile pe care le lanseaza feminismul la adresa institutiilor artisti-
ce a avut de-a face cu perpetuarea subiectului normativ ca artist (asa cum obser-
vase Jones mai sus). Aparitia feminismului in America de Nord a avut loc odatad cu
miscarile pentru drepturi civile, care cereau o voce si o reprezentare pentru toate
minoritatile si grupurile subreprezentate. Anii 1960 si 1970 nh Occident au fost o
perioada de protest civil intens si de interogare profunda a statu-quoului. Institutia
artei n-a fost imuna la aceste provocari si, la fel cum multe alte idei primite de-a
gata au fost chestionate de activisti n sfera sociald, artistii incepusera sa conteste mutte
dintre traditionalele, dar doar presupusele adevaruri despre arta si institutiile care
o dezvoltau si promovau. Asa cum scrisese Alexander Alberro, in aceasta perioada
artistii au Inceput ,,sd expund institutia artei ca un cimp profund problematic, facind

lowing the transition. For example, Croatian artist Sinisa Labrovi¢'s
(b. 1965) performance, Perpetuum Mobile (2009), suggests that
artists nowadays must be self-sustaining. During the piece, the artist
first attempts to urinate into his mouth. When he ultimately fails, he
uses his hand to cup the urine and drink it. The performance was
created in response to a request for him to perform for free; the
artist was told that the festival that he was invited to had very little
money, so while he was invited to present his work, he would not be
remunerated."” Since he had to work without pay, he devised a per-
formance that he could use to feed and sustain himself.

Mladen Miljanovi¢ (b. 1981), from Banja Luka, Serbia, considers part
his role as an artist to be at the service of the viewer. While still a
student, he created the performance I Serve Art (2006), wherein he
isolated himself inside the military base in Banja Luka, which, during
his third year of studies, became the Academy of Arts. Before
becoming an artist, Miljanovi¢ had been a soldier, and served his one
year of mandatory duty in the army just after high school. Since the
artist found himself once again in that same space where he had
once trained soldiers, he decided to decontaminate the space by
occupying it. In his words, he “mapped the space with [his] body"'*,
beginning his service to his viewers in a manner similar to the way in
which a soldier does - through intense, dedicated training. The artist
saw this moment as a significant one historically; the fact that the art
academy was moved into this former military base indicated a shift
in society, from a militarized position to one focusing on education.™
While the artist had previously been trained to serve his country, and
also trained others to do so, now he would train himself to serve his
fellow citizens in a different way — through his art.
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patente punctele de intersectie in care interesele politice, economice si ideologi-

ce interveneau in mod direct si interferau cu productia culturii publice®.”*> Arta per-

formance (Impreuna cu arta conceptuald) fusese deci un mijloc pe care artistii I-au

utilizat pentru a critica institutia artei, a interoga comercializarea obiectului artistic
si a contesta sistemul de galerii care i acorda valoare acestuia. Punind accentul pe
procesul creatiei si al experientei operei de artd, artistii s-au sustras atmosferei statu-

te a muzeului, creind o operd de arta vie, care nu putea stagna atimfnd pe un pere-
te. Mai mult, dat fiind faptul cd performance-ul a fost o forma de arta nontraditionald,

cu o istorie semnificativ mai scurtd in ce priveste institutionalizarea decft, de pildd,

pictura si sculptura, el le-a oferit artistilor posibilitatea de a interoga natura artei, Im -
preuna cu rolul artistului, si sa extinda definitia amindurora.

In timp ce artistii occidentali foloseau critica institutionald pentru a expune mecanis-

mele ascunse aflate la lucru in cadrul artei, in Europa de Est, unde intreaga productie

artisticd fusese supusa controlului statal, aceste mecanisme fuseserd nu ascunse, ci

recunoscute in mod deschis si afirmate in chip deliberat. Artistii erau perfect con-

stienti de faptul ca lucrdrile produse de ei trebuiau sa se conformeze anumitor eta-

loane si sa reprezinte ideologia dominantd, chiar daca gradul in care aceste obligatii

fusesera impuse varia in mod considerabil de la stat la stat. Din acest motiv, critica
institutionald, care e asociata cu arta occidentald din anii 1960 si 1970, capdtd forme
diferite in Est. in unele cazuri critica e orientata impotriva statului, in timp ce Tn alte-

le provocarea e adresata controlului exercitat de piata de artd si credrii canonului

artistic de catre Occident.

lugoslavia a fost poate zona cea mai liberald a blocului estic, artistii avind posibilita-

tea de a cdlatori In strdindtate destul de frecvent si de usor. Din acest motiv, se pot
gasi exemple de artisti, cum ar fi Dalibor Martinis (n. 1947), ale caror performance-

uri abordeaza institutia artei dintr-un punct de vedere critic. I performance-ul sau

din 1976, Art Guard, artistul a jucat rolul unui paznic de la Muzeul de Arta Contem-

porana din Zagreb, simultan proclamind valoarea anumitor opere de arta prin fap-

tul cd le pazea, dar si impiedicind publicul sa aiba acces la picturi, asezindu-se direct
in fata lucrarilor selectate de el. Prin acest lucru, el ridicd intrebari despre galeriile de

arta care dau valoare unei opere de arta si despre efectul pe care fl are asta asupra
vizibilitatii lucririlor in sfera publica. In mod asemantor, in Work for Pumps Gallery
(Pumps Gallery, Vancouver, 1978), artistul a abordat conceptul de cub alb, spatiul

neutru al galeriei despre care se presupune cd fumizeazd fundalul potrivit pentru opera
de artd. In loc si creeze o picturd pentru aceasta expozitie, el a folosit gestul de a
zugraviin alb peretii galeriei, pregatind o noua expozitie. Artistul spusese ca aceastd
piesa nu doar a pus n discutie ideea de neutralitate a cubului alb, ci a si creat o situatie

pentru reciprocitate si colaborare artisticd. Cu cuvintele lui Martinis, aceastd piesa
a exprimat ,posibilitatea ca o lucrare a unui artist sd se afle n slujba altui artist. Dupa
expozitia mea, galeria zugravita in alb fusese folosita pentru expunerea unor lucrari

semnate de alti artisti*. '3 T locul competitiei dintre artisti, pe care o inculca insti-

tutia, piesa sa promoveazd cooperarea.

Doudzeci de ani mai tirziu, artistul bulgar Nedko Solakov (n. 1957) crease perfor-

mance-uri similare, cu un efect diferit. A Life (Black and White) (1998-) consta din

indicatiile lui Solakov ce pot fi urmate de oricine, dar artistul isi rezerva dreptul asu-

pra conceptului siimaginilor piesei. Doi zugravi, nu neapdrat profesionisti, vopsesc
si revopsesc peretii galeriei, unul cu alb, celdlalt cu negru. Fiecare participant vop-

seste peste munca facutd de celdlatt. Cu toate astea, printre clauze se afld si aceea
caincaperea trebuie sa fie mereu jumatate neagra si jumdtate alba, ceea ce impu-

ne celor doi zugravi comunicare si coordonare. Tn acest performance, gestul insusi

al picturii devine automatizat si institutionalizat, de vreme ce zugravii pot lua un numar
fix de pauze, inclusiv o pauza de prinz de 30 de minute. Astfel, procesul creatiei
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He developed this idea of service in some later pieces, such as Taxi
to the Museum (2010), when the artist literally provided a service to
his viewers, by offering a taxi service that would take them to and
from the Museum of Modern Art in Vienna (MUMOK), where he had
a solo exhibition at the time. For this 7-day performance, the artist
was available by cell phone to pick up and drop off any passenger
who wanted to visit the museum. The artist mentioned that he want-
ed to “fill the space” in between the moment when a person leaves
his home to embark on a trip to the museum and when he actually
enters it. If that space can be filled with art or an artistic experience,
then that further bridges the gap between art and life, and between
art and the everyday world. With this performance, Miljanovi¢ trans-
formed the everyday experience of transporting oneself to the work
of art into a work of art itself, while also providing a useful service to
his viewers.

Allez! Arrest by the Autoperforationsartisten, in East Germany, also
represented the examination of the role of the artist, as well as the
art market, in much different socio-political circumstances. The piece
was an 11-day long interactive performance staged in the progres-
sive Leipzig Gallery Eigen + Art. During that time the artists lived in
the gallery, slept and worked there, and invited the public to come
visit them in the gallery for a few hours during the day, from 6-8PM,
when they would exchange artwork for food. The piece was based
on Joseph Beuys’s concept of social sculpture. Information about
Beuys's work was not widely circulated in official circuits, however
artists were aware of his work through unofficial channels. Officially,
the political aspects of his work were often glossed over. For exam-
ple, several months prior to Allez! Arrest there was an exhibition of
Beuys's drawings in the GDR, however the social aspects of his work
and performance weren’t mentioned. In response to that exhibition
(and its omissions), the artists decided to present the other side of
Beuys's work through their own performance. The artists were
unsure whether the idea of this piece would be well-received, and
whether or not they would eat, but in fact, the visitors to the gallery
were quite generous, and kept them alive with a daily supply of
munitions. In this piece, artistic creation became an act of exchange
and collaboration between artist and viewer, and the artwork itself
is what sustained the artists, perhaps in a more satisfying way than
Labrovi¢'s solution.

Sinisa Labrovi¢
Perpetuum Mobile, May 30, 2009, performance at Gallery SIZ, Rijeka, Croatia,
photo: Romano Peri¢, courtesy: the artist

apare in prim-plan, in detrimentul produsului estetic final. Mai mult, lucrarea accen-

tueazd elementul social al artei, deoarece crearea operei de arta cere comunica-

re, atentie la celalalt si cooperare.

Tranzitia Europei de Est cdtre piata liberd n-a fost nici directd, nici simpla. Multe tari

au avut de luptat cu inflatia masiva ce a rezultat de aici si cu reconstructia infrastruc-

turii ce Insoteste asemenea schimbari. Pentru artisti, tranzitia a fost nu mai putin com-

plicatd si multi dintre ei se confruntd astdzi cu provocarea de a supravietui n

profesia lor fard sprijinul acordat de stat pe care multi artisti 1l primeau odinioara sub

regimul socialist. In perioada postcomunistd, lucrari ce abordeaza statutul artistului

est-european pe piata artei indica noi griji legate de subzistenta ca artist dupa

tranzitie. De pilda, performance-ul artistului croat Sinisa Labrovi¢ (n. 1965) Perpe-

tuum Mobile (2008) sugereazi ca artistii de astizi trebuie si se intretin singuri. In

cadrul acestei piese, artistul incearcd mai intii sa-si urineze n gurd. Cind in cele din

urma nu reuseste, el Tsi foloseste causul palmei pentru a-si bea urina. Performance-

ul fusese creat ca un raspuns la solicitarea de a lucra gratis; artistului i se spusese

ca festivalul la care a fost invitat dispunea de fonduri foarte limitate, asa ca desi fuse-

se invitat sa-si prezinte lucrarea, el nu avea sa fie remunerat.'*” De vreme ce a tre-

buit sa lucreze fard a fi platit, el a conceput un performance pe care il putea folosi

pentru a se hrani si a se autosustine.

Mladen Miljanovi¢ (n. 1981) din Banja Luka (Bosnia si Hertegovina, Republica Sirba)

considera ca facind parte din rolul sdu ca artist sa se afle in slujba privitorului. Pe vre-

mea cind era inca student, el crease performance-ul | Serve Art (2006), n care s-a

izolat Tn baza militara din Banja Luka, o cladire care, in cel de-al treilea an al studen -
tiei sale, devenise Academia de Arta. Inainte s3 devina artist, Miljanovi¢ fusese sol-

dat si si-a facut anul de serviciu militar obligatoriu imediat dupa liceu. Cum el s-a

trezit iar Tn spatiul in care inainte antrena soldati, a decis sa decontamineze spatiul,

ocupindu-I. Cu cuvintele sale, el ,a cartografiat spatiul cu corpul [sau]*'*8, Tncepin-
du-si serviciul in slujba privitorilor sai intr-un fel similar cu modul in care procedeaza
un soldat — printr-un antrenament intens, luat n serios. Artistul considerase acest
moment ca unul semnificativ din punct de vedere istoric; faptul cd Academia de Arta
fusese mutata Tn aceastd fostd bazd militara a indicat o transformare in cadrul

+ arta performance-ului in Europa de Est

Throughout his work, Lithuanian artist Artaras Raila (b. 1962) has
been rethinking the role of the art institution and of art in society,
and attempting to expand the conventional modes of production,
display and viewership. In 1997, in a work entitled Once You Pop
You Can't Stop, which was part of Dimension 0, an international fes-
tival of performance art, Raila commissioned a group of bikers from
the motorcycle club Crazy in the Dark to drive into and through the
Contemporary Art Centre (CAC) in the center of Vilnius. In this way
he literally opened the doors of the museum to different groups from
outside the institution. At one point the artist suggested that the
Unified Lithuanian National Worker’s Movement (VNLDS), a Neo-
Nazi group and an unofficial political party (insofar as it was not rec-
ognized by the Ministry of Justice) move its headquarters from
Siauliai to the CAC, however this did not come to pass. Nevertheless,
Raila was insistent on introducing the art world to this group of
people, and vice versa. He invited the members to Vilnius for the
opening of the exhibition Cool Places, where he had created a per-
formance on the roof of the CAC, complete with drummers and
go-go dancers. The members of VNLDS were impressed, especially
since the exhibition had changed their preconceived notions about
art. Whereas previously they had thought that art was just “monu-
ments” and “stupid abstract paintings”'*, they were pleased to see
that the unconventional installations and performances presented

in the context of the exhibition could be included in the rubric of art.
Finally, in Roll Over Museum (2004), an exhibition that was done
with the participation of four automobile tuning enthusiasts, Raila
further broadened the category of art by introducing the work of
these four men into the museum space. The exhibition consists of the
enthusiasts’ four cars, respectively, a photograph of each with his
vehicle, and video documentation of the mechanics speaking about
their cars and they work they have done on them.

The end of the Cold War ostensibly marked the end of the division
between East and West in the art world. The art market and interna-
tional stage was subsequently open for artists from Eastern Europe,
at least in theory, as restrictions on movement and exchange were
eliminated. That said, what Piotrowski has referred to as the “ver-
tical, hierarchical discourse” of art history continued. Meaning, the
West was still widely acknowledged to be the center of the art world,
and all art was judged in relation to it. In Piotrowski’s view, the East
tolerated this situation, because it gave them “the illusion of belong-
ing to the 'Western family’ instead of the culture of the Eastern
Bloc"."! Despite the fact that Piotrowski has called on art history to
challenge this hierarchical system, the status of the artist in relation
to the West is one that continues to concern artists from the region.
In 1992 Croatian artist Mladen Stilinovié¢ (b. 1947) exhibited a
declamatory banner stating that “An Artist who Cannot Speak Eng-
lish is no Artist”. One decade later, Serbian artist Vladimir Nikoli¢,
together with Vera Vecanski, created a video performance entitled
How to Become a Great Artist (2001). In the video, a young woman
appears sheepishly before the camera, complaining that she would
like to become a great artist, but simply doesn’t know how.

The voice of one such “great artist” speaks to her, telling her various
things that she needs to do — one of which, is to know how to speak
English. He sits beside her, paintbrush in hand, and asks her to
repeat the phrases “I am a great artist. You are a great artist.

He is not a great artist”. Furthermore, the video instructs that an
artist must be focused and concentrated, and "keep pace with high
art”. The two — master and apprentice — engage in a dance that
shows them moving to the pace of the art world.

Keeping pace with the art world was challenging for artists in some
areas of Eastern Europe. In Bulgaria, for example, an experimental
contemporary art scene did not appear until the end of the 1980s,
which is somewhat late in comparison with the rest of the East.

A project by art historian and curator Vera Mlechevska and writer
Dimiter Shopov addresses this issue in Bulgarian art history, along
with the national complex regarding the lack of an avant-garde tra-
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societdtii, de la o pozitie militarizata la una concentrata pe educatie.”*” Desi artistul
a fost antrenat sa-si serveasca tara si, de asemenea, 1i pregatise pe altii pentru ace-
lasi lucru, acum se antrena pentru a-si servi compatriotii intr-un alt fel — prin arta sa.
El dezvoltase ideea servirii publicului in citeva piese ulterioare, cum ar fi Taxi to the
Museum (2010), in care furnizase efectiv un serviciu privitorilor, oferindu-le un taxi
care sa-i transporte la si de la Muzeul de Artd Moderna din Viena (MUMOK), unde
avea o expozitie personald. De-a lungul acestui performance ce a durat sapte zile,
artistul putea fi sunat pe telefonul mobil pentru a transporta orice pasager care voia
sd viziteze muzeul. Artistul mentionase ca voia ,sa umple spatiul de timp“ dintre
momentul in care cineva isi pardseste locuinta pentru a merge la muzeu si cel in
care paseste pe usa acestuia. Dacd acest spatiu poate fi umplut cu artd sau cu o expe-
rientd artisticd, atunci hiatul dintre artd si viatd, precum si cel dintre artd si lumea coti-
diana e redus. Cu acest performance, Milanovi¢ transformase experienta cotidiana
a deplasdrii la opera de artd in opera de arta insasi, in timp ce furnizase si un servi-
ciu util privitorilor sai.

Allez! Arrest de Autoperforationsartisten din Germania de Est a reprezentat, de
asemenea, 0 examinare a rolului pe care-l au artistul si piata artei in circumstante
sociopolitice cu mult diferite. Piesa fusese un performance interactiv ce a durat | |
zile, pus in scend in progresista galerie Eigen + Art de la Leipzig. In acest interval,
artistii au locuit n galerie, au dormit si au lucrat acolo, invitind publicul sd vind i vizita
timp de cfteva ceasuri pe zi, de la ora 18:00 la 20:00, cind artistii schimbau lucrari
pe mincare. Piesa fusese bazatd pe conceptul de plastica sociald al lui Joseph
Beuys. Informatia despre munca lui Beuys nu era prea raspindita prin canalele ofi-
ciale, dar artistii o cunosteau totusi prin cele neoficiale. In mod oficial, aspectele poli-
tice ale operei acestuia au fost adesea ascunse sub o spoiald inseldtoare. De pildd,
cu cfteva luni Tnainte de Allez! Arrest avusese loc o expozitie a desenelor lui Beuys
in RDG, dar aspectele sociale ale operei sale si performance-ul n-au fost mentio-
nate. Ca raspuns la acea expozitie (si omisiunile ei), artistii au decis sa prezinte cea-
laltd fatd a operei lui Beuys prin propriul lor performance. Artistii n-au fost siguri ca
ideea acestei piese va fi bine primita si daca vor obtine ceva de mincare, dar vizi-
tatorii galeriei s-au dovedit a fi foarte generosi si i-au intretinut cu un aport zilnic de
hrani. In aceastd piesd, creatia artisticd a devenit un act de schimb si de colabora-
re Tntre artist si privitor, iar opera de artd ca atare a fost ceea ce i-a sustinut pe artisti,
poate Tntr-un mod mai satisfacdtor decit solutia gasita de Labrovic.

I opera sa, artistul lituanian Artdras Raila (n. 1962) a regindit rolul institutiei artei si
al artei nsesi n cadrul societatii si a incercat sa extindd modurile conventionale de
a produce, a expune si a privi. In 1997, intr-o lucrare intitulats Once You Pop You Can't
Stop, care afacut parte din Dimension O, un festival international de artd performan-
ce, Raila a angajat un grup de motociclisti din clubul Crazy in the Dark sa intre cu
motocicletele n si sa treacad prin Centrul de Artd Contemporana (CAC) din cen-
trul orasului Vilnius. In felul acesta, el a deschis literal portile muzeului pentru gru-
puri diferite din afara institutiei. La un moment dat, artistul sugerase ca Miscarea
Muncitoreasca Nationald Lituaniand Unificata (VNLDS), un grup neonazist si un par-
tid neoficial (nefiind recunoscut de Ministerul Justitiei), sd-si mute sediul din Siauliai la
CAC, dar asta nu s-a intimplat totusi. Cu toate astea, Raila insistase sa familiarizeze
acest grup cu arta, si viceversa. El i invitase pe membrii grupului la Vilnius cu ocazia
vernisajului expozitiei Cool Places, Tn cadrul cdreia facuse un performance pe acoperisul
CAC, cu tobosari si dansatoare de discoteca. Membrii VNLDS fuseserd impresio-
nati, mai ales cd aceasta expozitie le-a schimbat ideile preconcepute despre arta. Dacd
nainte credeau ca arta tinea doar de ,monumente” si ,picturi abstracte cretine”'*,
ei s-au bucurat sa vada ca instalatiile si performance-urile neconventionale prezen-
tate n cadrul expozitiei puteau fi incluse in rubrica artei. i sfirsit, in Roll Over Museumn
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dition. Whereas most post-communist and post-socialist countries
are eager to showcase those artists who continued the traditions of
the avant-garde, Bulgaria carries the stigma of not having such tradi-
tions, and historians often try to make up for this fact by suggesting
that there may have been artists working in this manner, but it sim-
ply wasn't documented. Mlechevska and Shopov, however, confront
this situation in an ironic manner, by presenting and discussing the
work of “Gavazov”, a fictional character of their invention that they
present as Bulgaria’s notable avant-garde artist. In their lecture per-
formances, which they have been doing since 2011, they present
Gavazov as the artist who has done everything and pioneered every-
thing one could imagine. For example, they cite him as the father of
conceptualism, installation art, and experimental film. The authors
exaggerate his achievements to mock this situation where artists or
nations try to stake a claim in being the first to do or create some-
thing. All of Gavazov's work exists in description form only, because,
to show them, visually, would be to destroy the myth."? Without the
physical evidence of his work, the myth can be perpetuated and
even aggrandized, as the imagination runs wild with Gavazov's inno-
vative accomplishments. Additionally, the artists challenge the Ame-
rocentric and Eurocentric art world by claiming that Gavazov had
influenced “African Minimalism”, juxtaposing his work with a non-
Western (albeit fictional) art form. While most Eastern European
artists try demonstrate their success or influence in Western Europe
or North America, Gavazov found his success in Africa.

One of the best modes of critique utilized by artists throughout East-
ern Europe both during communism and after was self-organization.
During the socialist period, artists created and presented work to a
select group of colleagues as a matter of survival, in an alternative to
official state-sponsored venues and mechanisms. Some artists even
found alternatives to presenting their work in state-sponsored exhi-
bition venues by creating their own venues. Such was the case with
the Group of Six Artists' from Zagreb, who organized exhibition-
actions around Croatia in the 1970s, for example, in public places,
such as on the street and on beaches. They did this because they
sought not only greater communication and direct contact with their
viewers, but also a wider audience than they would encounter in a
museum or gallery setting.' During the exhibition-actions, the
artists would be present to show and discuss their work with those
who expressed interest. Similarly, in Sarajevo in the 1980s, the
Zvono Group utilized alternative venues because there simply were
no places for them to show their experimental work. The artists used
shop windows as temporary exhibition spaces, and in the perform-
ance Sport and Art (1986), they crashed a soccer field during the
intermission of a game by running onto the field. They painted on
the field, and then ran around the field with their paintings — a
mobile exhibition. Some artists took self-organization to another
level, by creating their own institutions. Such was the case with
Podroom, an artist-run gallery space led by Dalibor Martinis and
Sanja Ivekovi¢ in Zagreb. Finally, the Polish artists Zofia Kulik

(b. 1947) and Pawet Kwiek (b. 1951), working together in the 1970s at
KwieKulik, endeavored to gain official recognition, and with it a budg-
et, for their Studio of Activities, Documentation and Propagation
(Pracownia Dziafar, Dokumentagji, i Upowszechniania — PDDiU), by
having it recognized as an official institution by the Ministry of Culture,
administered by the Institute of Culture or the City Bureau of Art Exhi-
bitions. The artists established the studio, along with methods for doc-
umenting ephemeral art, however the official support for the project
was stalled indefinitely, through bureaucratic red tape.

The institution that is perhaps most emblematic of hierarchical West-
ern hegemony within the art world is the Venice Biennale. Following
the regime change, many countries had difficulty organizing compe-
titions to send artists, or even selecting them or financing their exhi-
bitions, so often countries in Eastern Europe remained unrepresented.
In 1997, Kosovan-born artist Sislej Xhafa (b. 1970) created the Clan-
destine Albanian Pavilion, a performance in which he appeared at

(2004), o expozitie realizata cu participarea a patru entuziasti ai modificarii automo-
bilelor, Raila a ldrgit si mai mult categoria artei prin introducerea muncii acestor patru
oameni in spatiul muzeului. Expozitia consta din automobilele celor patru entuziasti,
respectiv dintr-o fotografie a fiecdruia cu masina lui si o prezentare video a meca-
nicilor auto despre aceste masini si a modificarilor pe care le-au facut.

In aparentd, sfirsitul Razboiului Rece a marcat sfirsitul diviziunii dintre Est si Vest in
lumea artei. Mdcarin teorie, piata artei si scena internationald s-au deschis spre artistii
estici, odatd ce restrictiile privitoare la calatorie si schimb au fost abolite. Totusi, ceea
ce Piotrowski numise , discursul vertical, ierarhic* al istoriei artei a continuat. Asta
afnsemnat ca Vestul era recunoscut in continuare in mod masiv ca fiind centrul lumii
artei si toatd arta era judecata prin raportare la el. I opinia lui Piotrowski, Estul a
tolerat aceastd situatie pentru ca i dadea ,iluzia ca apartinea «familiei occidentale»,
si nu culturii blocului estic*.' Tn ciuda faptului c@ Piotrowski a chemat istoria artei
sd interogheze acest sistem ierarhic, statutul artistului in raport cu Vestul continua
sa-i preocupe pe artistii din regiune.

Tn 1992, artistul croat Mladen Stilinovi¢ (n. 1947) si-a expus pancarta cu lozinca bom-
bastica , An Artist who Cannot Speak English is no Artist”. Un deceniu mai tirziu, artis-
tul sirb Vladimir Nikoli¢, impreund cu Vera Vecanski, crease un performance video
intitulat How to Become a Great Artist (2001). In acest video, o tindra timida apare
in fata camerei, plingindu-se ca ar vrea sd devind o mare artistd, dar pur si simplu
nu stie cum. Vocea unui asemenea ,mare artist" ii vorbeste, spunindu-i diverse lucruri
pe care ar trebui sa le facd — unul dintre ele fiind sa invete engleza. El sta in spate-
le ei, cu o pensuld in mind si fi spune sa repete expresiile ,/ am a great artist. You are
a great artist. He is not a great artist”. Dupa aceea, filmul video spune ca un artist
trebuie sd fie concentrat si ,sa tind ritmul cu arta superioard”. Cei doi — maestrul si
ucenicul —Tncep sd danseze pe ritmul lumii artei.

A tine ritmul cu lumea artei fusese ceva dificil pentru artisti din anumite zone ale
Europei de Est. in Bulgaria, de pildd, scena de arta contemporana experimentald
n-a aparut pind la sfirsitul anilor 1980, adica destul de tirziu in raport cu restul Euro-
pei de Est. Un proiect de Vera Mlecevska (istoric de artd, curator) si Dimiter Sopov
(scriitor) abordeazd aceasta chestiune T istoria artei bulgare, impreuna cu comple-
xul national privitor la lipsa unei traditii avangardiste. Pe cind majoritatea tarilor post-
comuniste si postsocialiste doresc sa-si etaleze artistii care au continuat traditiile
avangardei, Bulgaria poarta stigmatul de a nu avea asemenea traditii, iar istoricii in-
cearcd sa compenseze acest fapt, sugerind ca poate au existat artisti care lucrauin
acest stil, dar munca lor pur si simplu n-a fost conservata. Totusi, Mlecevska si Sopov
se raporteaza la aceasta situatie ntr-un mod ironic, prezentind si discutind munca
lui ,Gavazov", un persongj fictiv inventat de ei, pe care il prezintd ca fiind cel mai
insemnat artist de avangarda al Bulgariei. I performance-urile lor de tip prelegere,
pe care le facincepind cu 201 I, eifl prezinta pe Gavazov ca artistul care facuse tot
si fusese pionierul a tot ce se poate imagina. De pilda, eifl citeazd ca parinte al con-
ceptualismului, al instalatiei si al filmului experimental. Autorii exagereaza realizari-
le lui pentru a ironiza situatile In care artistii sau natiunile incearcd sd formuleze
pretentia de a fi fost primii sau primele care au ficut ceva. intreaga operi a lui Gava-
zov exista doar sub formd de descriere, deoarece a le ardta vizual ar insemna dis-
trugerea mitului." Fard dovada fizicd a muncii sale, mitul poate fi perpetuat si facut
chiar mai maret, cdci imaginatia poate zburda liber in privinta realizarilor inovatoa-
re ale lui Gavazov. In plus, artistii lanseazs o provocare pentru lumea amerocen-
trica si eurocentrica, pretinzind cd Gavazov influentase ,minimalismul african®,
juxtapunind munca sa cu o forma de artd nonoccidentald (chiar si fictivd). Pe dind majo-
ritatea artistilor est-europeni incearcd sa-si demonstreze succesul sau influenta in Euro-
pa Occidentald sau America de Nord, Gavazov si-a gasit succesul in Africa.
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the biennale dressed in an Albanian soccer uniform, with an Alban-
ian flag in his backpack and a soccer ball at his feet, which he kicked
around by himself and with other visitors to the biennale. Xhafa is
not the only artist from the region to address the lack of representa-
tion at the exhibition. In 2000, Nedko Solakov handed out cards
printed with the colors of the Bulgarian flag and a statement, issued
in Bulgarian, Italian and English, stating that “after nearly 30 year of
absence from the officially participating countries at the Venice Bien-
nale, The Republic of Bulgaria is proud to announce that it is prepared
to properly participate in the next Venice Biennale in the year 2001".
The cards were handed out on the streets of Sofia.* These artists
use the ephemeral mode of performance art to compensate for the
lack of a fixed and stable presence in one of the pavilions in Venice.
The flexibility of performance art enabled artists to use the genre in
a range of ways that would call into question not only the work of art
and the role of the artist, but also the institutions that supported
them. This held equally true for artists working during the commu-
nist and post-communist periods. The question of survival was as rel-
evant to artists in late-socialist Germany (Autoperforationsartisten,
Allez! Arrest) as it is to an artist working in contemporary Croatia
(Labrovi¢, Perpetuum Mobile). In expanding the notion of art and the
institution, many artists found new and unusual ways to interact with
and involve the public in their work, by chauffeuring them to the
museum (Miljanovié) or bringing their exhibitions into the public
space (the Group of Six Artists). In the next section, I probe further
the particularities of the relationship with the viewer explored by
performance artists in Eastern Europe, past and present.

IV. Performance and the Viewer

In his 1966 text, Assemblages, Environments and Happenings, Amer-
ican artist Allan Kaprow, the founder of the Happening, stated his
intention to keep the line between art and life “as fluid, and perhaps
indistinct, as possible”™, the result of which would be that audiences
would be “eliminated entirely”. The involvement and participation
of the audience has been central to much of performance art since
its inception. In their Futurist Evening cabarets, the Italian Futurist
artists would attack or play tricks on their audiences so as to get
their attention, and provoke a reaction. Surrealist games involved
the participation of all present to make a collective work of art.
Later, Kaprow involved the audience to create a seamless flow
between art and life. More recently, participatory art projects have
straddled the divide between art work and social project.

During the communist period, contact with the viewer was challeng-
ing, as it had the potential to implicate those involved in unsanction-
ed or suspicious activity. In the public sphere, everyday citizens,
under the scrutiny of state surveillance, largely aimed to remain
anonymous and blend in with the homogenous masses. In Czecho-
slovakia in the 1970s, for example, public street performances were
rare, and if they occurred, they were often met with indifference.
Such was the case with the work of Jiri Kovanda, who found a way to
create artistic actions in the public space without attracting atten-
tion. He did so through the use of minimal gestures, barely percepti-
ble to passersby as artistic actions, or as anything out of the ordinary.
In Theater (1976), the artist stood on the busy main square in Prague
(Wenceslas Square) and made ordinary gestures, such as scratching
his head, which were captured in photographs by a colleague. The
next year, he performed Untitled in a similar spot; this time he stood
in the middle of the sidewalk, against the flow of foot traffic, with his
arms outstretched, as if he were being “crucified”." While the action
may have looked out of place on such a busy street, even nowadays,
the artist emphasized that the action was quite fleeting, and only
lasted a few seconds', only long enough for his colleague to snap a
picture, but not long enough to attract any real attention. His actions
became more bold in Contact (1977), an action in which he appeared
to accidentally bump into passersby on the street, briefly making
contact with them through touch (which was also captured on film).
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Autoorganizarea fusese una dintre modalitdtile cele mai bune ale criticii pe care artistii
din Europa de Est au utilizat-o atft in perioada comunismului, cft si dupa ea. I tim-
pul perioadei comuniste, artistii au creat si au prezentat lucrdri unui grup select de
colegi, ceea ce era o chestiune de supravietuire, o optiune diferita in raport cu spatii-
le si mecanismele sponsorizate de stat. Unii artisti au gasit chiar alte modalitti de
a-si prezenta lucrdrile decit expozitile finantate de stat, creindu-si propriile locuri
de expunere. Asa s-a intimplat cu Grupul celor Sase Artisti'** din Zagreb, care in
anii 1970 organizasera actiuni-expozitii in Croatia, de pilda in locuri publice, cum
ar fi strazile sau plajele. Ei au facut asta nu doar pentru ca au cdutat o comunicare
mai profunda sau un contact mai direct cu privitorii lor, ci si deoarece vizau un public
mai larg decit acela pe care-| intilneau intr-un muzeu sau intr-o galerie.'** Pe par-
cursul actiunilor-expoxzitii, artistii fusesera prezenti pentru a-si ardta munca si pen-
tru discutii cu cei interesati. In mod asemanitor, in anii 1980 la Sarajevo, Grupul Zvono
utilizase spatii paralele pentru ca pur si simplu nu existau locuri n care sa-si prezin-
te opera experimentald. Artistii au utilizat vitrinele ca locuri temporare de expune-
re, iar in performance-ul Sport and Art (1986) si-au facut aparitia pe un teren de fotbal,
pe care au inceput sa alerge in timpul pauzei unui meci. Odata ajunsi in mijlocul
terenului au facut niste picturi rapide si dupd aceea au inconjurat de cfteva ori tere-
nul aratindu-si lucrarile — o expozitie mobild. Unii artisti dezvoltaserd si mai mult
ideea de autoorganizare, facindu-si propriile institutii. Asa s-a intimplat, la Zagreb,
cu Podroom, un spatiu de expunere gestionat de artisti, condus de Dalibor Martinis
si Sanja Ivekovic. T sfirsit, artisti polonezi Zofia Kulik (n. 1947) si Pawet Kwiek
(n. 1951), care au lucrat impreund in anii 1970 la KwieKulik, s-au straduit sa obtind
recunoasterea oficiald si, odatd cu ea, un buget pentru Atelierul lor de Activitati, Tnre-
gistrare Documentara si Propagare (Pracownia Dziatari, Dokumentagji, i Upowszech -
niania — PDDIiU), propunind ca acesta sa fie recunoscut de Ministerul Culturii ca
institutie oficiald, administrata de Institutul de Cultura sau de Biroul Orasenesc al
Expozitilor de Arta. Artistii au infiintat atelierul si au inventat metode de Tnregistra-
re a artei efemere, dar sprijinul oficial pentru proiect a fost blocat intr-un mod ambi-
guu, prin tdrdganare birocraticd.'*

Institutia poate cea mai emblematica pentru hegemonia occidentald ierarhicd din
lumea artei este Bienala de la Venetia. Dupd schimbarea de regim, multe tari intfl-
nisera dificultati in organizarea competitiilor pentru nominalizarea artistilor sau
chiar pentru selectarea lor ori finantarea expozitilor facute de ei, asa c3, adesea,
tarile estice au ramas nereprezentate. ih 1997, Sislej Xhafa (n. 1970), un artist nascut
in provincia Kosovo, a creat Pavilionul albanez clandestin, un performance in care
a aparut la bienald imbrdacat n echipamentul albanez de fotbal, cu un drapel alba-
nez in rucsac si o minge de fotbal pe care o lovea cu piciorul, facind pase cu alti vi-
zitatori ai bienalei. Xhafa nu e singurul artist din regiune care abordeaza absenta
reprezentdrii la expozitie. fn 2000, Nedko Solakov a distribuit cartonase pe care
au fost imprimate culorile drapelului bulgar si o declaratie n bulgard, italiana si engleza,
potrivit careia ,dupd aproape 30 de ani de absenta din rindul tarilor ce participa in
mod oficial la Bienala de la Venetia, Republica Bulgaria e mindra sa anunte ca e
pregdtitd sd participe formal la urmdtoarea Bienald de la Venetia in 2001“. Cartona -
sele au fost distribuite pe strazile Sofiei.'* Acesti artisti utilizeaza modalitatea efeme -
ra a performance-ului pentru a compensa lipsa unei prezente fixe sau stabile in cadrul
unuia dintre pavilioanele venetiene.

Flexibilitatea artei performance le-a permis artistilor sé foloseasca acest gen in feluri
multiple, care pun sub semnul intrebdrii nu doar opera de artd si rolul artistului, dar
si institutiile care le sprijind. Asta fusese adevarat si pentru artistii care au lucrat in
perioada comunistd si in cea postcomunistd. Chestiunea supravietuirii fusese la fel
de importantd pentru artistii din Germania socialismului tirziu (Autoperforationsar-
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Having any other form of direct contact with the viewer, for example
by approaching or addressing him or her directly, as opposed to
accidentally, would have been impossible in Prague at that time.
Finally, in Untitled (1977), the artist stood backwards on the subway
escalator, this time making eye contact with the strangers he
encountered behind him.

This was perhaps the only type of contact that was possible with a
non-art audience in the public space in normalization-era Czechoslo-
vakia. Pavlina Morganova has noted that the reaction of those pass-
ing by is representative of the social reality at that time. In her
words, “the mixture of their indifferent, baffled and aggravated
looks is the essence of the public space’s totalitarian reality”.™
Tomas Pospiszyl reminds us that even being captured on film,
whether part of the action or not, could potentially implicate culpa-
bility in the eyes of the secret police, who also took such photos.
Commenting on the position of the passersby, he stated, “even if
they remain passive during the whole event, they are participants,
accomplices”.”" Kovanda managed to implicate his compatriots as
little as possible, using such subtle gestures that they were hardly
detectable as anything unusual in the everyday public sphere.

In perestroika-era Latvia, however, the liberal reforms on free speech
and openness created a space wherein artists could begin to interact
with their viewers in unusual ways. In 1987, Latvian artist Miervaldis
Polis put on a bronze suit and hat, and covered his face and hands in
bronze paint and walked around downtown Riga as a living, breath-
ing statue. He attracted considerable attention, and by the end of
the performance, huge crowds were following him. The KGB officers
who noticed the performance thought that he was making fun of
Lenin, as he was dressed in a manner that resembled the myriad
bronze statues that dotted all Soviet cities at that time, including
those that honored Lenin. Although the artist was neither questioned
nor detained, the bus driver who drove him to downtown, from his
house in the suburbs, was. Four years later, the artist pulled off
another public performance that was even more politically charged,
when he lit a remote-controlled toy tank on fire in the middle of

a public demonstration, and gave the controls to a small child.

The action took place on the second anniversary of the Baltic Chain,
a mass demonstration during which citizens from all three Baltic
nations held hands from Tallinn to Vilnius. This was August 23, 1991
— two days after the failed Moscow coup, and the vote by the Latvian
Parliament for independence and the banning of the communist
party. The action could have been interpreted as critical of the
lingering presence of the Soviet Army in Latvia. However, it was
done so surreptitiously as to barely attract much attention.

A similar atmosphere prevailed in perestroika-era Lithuania.

The artistic group Zalias Lapas [Green Leaf] was formed in Vilnius at
the end of the 1980s, by a group of artists who created actions and
installations collectively.™ Essentially they used the group as a plat-
form from which to experiment with different media and ideas.
According to DZiugas Katinas, one of the group’s members, this was
a time when “anything was possible”'*3, as Lithuania was in a time of
transition — one system was on its way out, but the new one hadn’t
yet been established. Consequently, in December 1990, Zalias Lapas
was able to stage The Way, a massive happening/action in the cen-
ter of Vilnius's Old Town, in front of the old City Hall. In front of the
building, they set up metal sculptures, and figures in white body
suits spread sand and coal in lines on the road. As the cars drove
along the road that passes between the square and the Town Hall,
their wheels picked up the sand and coal and “distributed” it through
the city, so the cars become both consumers and creators of art.
Quite accidentally, after the performance, Vilnius had its first snow-
fall of the season. This meant that not only was the coal spread
through the city, but that it splashed on buildings and walls, which
made it difficult to clean up. The artists and their co-conspirators
(the general public) had left a more permanent mark on the city
than planned, and this ephemeral act left a lasting trace.

tisten, Allez! Arrest) ca si pentru artistii care lucreazd in Croatia zilelor noastre (Labro-
vi¢, Perpetuum Mobile). Largind ideea de artd si aceea de institutie, multi artisti au
gasit modalitati noi si neobisnuite de a interactiona cu si de a implica publicul in munca
lor, facind pe soferul de taxi (Miljanovi¢) sau aducindu-si expozitiile n spatiul public
(Grupul celor Sase Artisti). Tn sectiunea urmtoare, ma voi adinci si mai multin par-
ticularitatile raportului cu privitorul explorat de artistii performance din Est, n tre-
cut si in prezent.

IV. Performance-ul si privitorul

T textul sau din 1966, Assemblages, Environments and Happenings, artistul ameri-
can Allan Kaprow, fondatorul happening-ului, isi declarase intentia de a face linia de
separatie dintre arta si viatd ,atit de fluida, si de indistinctd chiar, it se poate™'¥, cu
rezultatul preconizat de a ,elimina cu totul® publicul. Implicarea si participarea pu-
blicului fusese centrald pentru marea parte a artei performance inca de la nasterea
ei. In spectacolele lor de cabaret Serile futuriste, artistii futuristi italieni isi atacau sau
isi pacaleau publicul pentru a-i trezi atentia si a provoca o reactie. Jocurile supra-
realiste presupuneau participarea tuturor celor prezenti, cu intentia de a crea o opera
de artd colectiva. Mai tirziu, Kaprow implicase publicul pentru a crea un flux nein-
trerupt intre artd si viatd. Mai recent, proiectele de arta participativa au luat intre
roti linia Intreruptd ce separa opera de arta de proiectul social.

in perioada comunistd, contactul cu privitorul era dificil, intrucit ii putea implica pe
participanti intr-o activitate neautorizata sau dubioasa. in sfera publica, cetdtenii obis-
nuiti, sub conul supravegherii de stat, doreau cel mai adesea sa raminad anonimi si
53 se piardi n masele omogene. in Cehoslovacia anilor 1970, de pilda, performance-
urile publice stradale fuseserd rare, iar dacd aveau totusi loc, ele se loveau de indi-
ferenta trecatorilor. Asa s-a intimplat cu opera lui Jiri Kovanda, care a gdsit o
modalitate de a crea actiuni artistice in spatiul public fard sa atraga atentia. El a facut
asta prin utilizarea unor gesturi minimale, abia perceptibile pentru trecdtori, ca actiuni
artistice sau drept ceva iesit din comun. In Theater (1976), artistul statea in piata cen-
trald aglomerata din Praga (piata Wenceslas) si facea gesturi obisnuite, cum ar fi scarpi-
natul in cap, care erau fotografiate de un coleg al sau. Anul urmator, el a realizat
performance-ul Untitled Tntr-un loc asemandtor; de data asta a stat in mijlocul tro-
tuarului impotriva fluxului de pietoni, cu bratele larg deschise, de parca ar fi fost ,,cru-
cificat”.'*® Desi actiunea putea parea deplasata pe o strada atit de aglomerata chiar
si in zilele noastre, artistul subliniase ca actiunea era una destul de efemera si du-
rase doar citeva secunde'®, atft cit sd-i permitd colegului sau sa faca o fotografie,
dar destul de lunga ca sd atraga efectiv atentia. Actiunile sale au devenit mai indraznete
in Contact (1977), un performance in care se ciocnea aparent accidental de cfte un
trecator, provocind un scurt contact prin atingere (care au fost inregistrate, de ase-
menea, pe film). A intra in orice alta forma de contact direct cu privitorul, de pilda
abordindu-I sau vorbindu-i in mod direct, altfel decit prin hazardul trucat, ar fi fost
imposibil in Praga acelei perioade. In sfirsit, in Fard titlu (1977), cu fata spre cei ce
urcau, el statea pe scara rulantd a metroului, Tncercind sa intre Tn contact vizual cu
strainii pe care-i intiinea.

Acesta fusese poate singurul tip de contact posibil cu un public nonartistic in spatiul
public al Cehoslovaciei din perioada normalizarii. Pavliina Morganova facuse obser-
vatia cd reactia trecatorilor e reprezentativa pentru realitatea sociald a acelei perioa-
de. Cu cuvintele sale, ,amestecul privirilor lor indiferente, mirate sau surprinse e
esenta realitatii totalitare a spatiului public*.'*® Tomas Pospiszyl ne aduce aminte cd
pind si Tnregistrarea pe film, ca facea parte dintr-o actiune, cd nu, putea Tnsemna
culpabilitate in ochii politiei secrete, care si ea facea asemenea fotografii. Exprimin-
du-si opiniile despre pozitia trecatorilor; el afirmase ca ,si atunci cind ramineau pasivi
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Claire Bishop has noted the “return to the social™** in the art of the
1990s and 2000s, with a surge in participatory, social and interactive
art projects. This echoes Piotrowski’s characterization of the post-
communist period as “agoraphilic”, as artists moved into the public
sphere.’> Miwon Kwon has traced this development back to the more
static forms of site-specific art, and considers the socially engaged
projects of the turn of the twenty-first century as a more radical cri-
tique of the institution. In her words, “a dominant drive of site-ori-
ented practices today is the pursuit of a more intense engagement
with the outside world and everyday life — a critique of culture that is
inclusive of non-art spaces, non-art institutions and non-art issues".'
As the world of art comes to be deemed as too “elitist”, artists aban-
don that world for the public sphere. While Bishop demurs the ten-
dency to trace the rise in social art projects to the fall of communism'”,
it is interesting to note the development of these types of projects in
the East, the precise location of fall, which Bishop believes “deprived
the Left of the last vestiges of the revolution that had once linked
political and aesthetic radicalism”.™ Artists in the region engaged
with socially based artworks for a range of reasons, from raising con-
cerns or awareness with regard to socio-political issues, to reclaim-
ing a lost past or giving voice to the general public through social
and artistic engagement.

The Montenegro Culture Bureau is a collective of amateur artists
working in Podgorica, who create actions and happenings to draw
attention to and critique the patriarchal culture in contemporary
Montenegrin society. The group is made up of people from various
professions, for example a lawyer, journalist and sociologist, yet they
come together under the platform of art to tackle social issues.

In other instances artists used their public projects to create a wider
audience for contemporary art. In any case, the communal spirit that
was perhaps aimed at but never realized under communism was
finally able to be activated in the post-socialist space.

Yuriy Kruchak and Yulia Kostereva, from Ukraine, began working

on community and social art projects in reaction to what they saw

as apathy and inaction in contemporary Ukrainian society. This was
prior to the events of Euromaidan in Kiev, in 2013-2014. Kruchak
and Kostereva established Open Place as a platform to create con-
nections between their artistic practice and everyday life. In their
words, Open Place aims at the “establishment of the connections
between an art process and different layers of the Ukrainian
society”."? In 2009, in Geneva, they staged an interactive perform-
ance entitled The 7th of November (the date of the 1917 October
Revolution). The artists invited 20 local citizens to move 80 plastic
plaid bags, the same used by Fiodorova and Popescu in their per-
formances, filled with newspapers, across the city, and eventually
bring them to a public sculpture in front of the Palace of Nations,
Broken Chair, which was installed as a monument in support of the
international treaty for a ban on cluster bombs. The participants of
the action used the bags to “repair” the chair, creating an artificial
support or fourth leg for it.

The purpose of the action was to bring attention to the status of
migrants in Geneva, and in general throughout the world. The artist
recalls that as artists from Eastern Europe in Switzerland, they them-
selves felt like “barbarians®, which they imagine is not dissimilar to
the way in which most immigrants there feel, or are made to feel by
local inhabitants. The bags were used because of their iconic associ-
ation with foreigners. In their travels through the city, the group
made a real imposition on the public space, as 80 of these large
bags blocked the view of the city on the bus, and disrupted sightsee-
ing, interfering with the pristine views. By bringing these bags out
into the public space, they confronted passersby with a reality that
they might not like to see or acknowledge. They brought the bags
to the chair to repair it, using the chair as a symbol of a “broken
nation” or union. Finally, the artists said that in doing this action,
they wanted to show that “barbarians” could also fix something."'

In doing so, they demonstrated that public space is not just for



pe parcursul evenimentului, ei erau participanti, complici®."”' Kovanda a reusit sa-si
implice compatriotii cft mai putin posibil, utiliZind gesturi atft de subtile, Incit ele erau
abia detectabile drept ceva iesit din comun in sfera publica de zi cu zi.

in Letonia din perioada perestroikdi, reformele liberale n privinta exprimarii libe-
re si a deschiderii au creat totusi un spatiu in care artistii puteau incepe sd interactio-
neze cu privitorii lor n feluri neobisnuite. Tn 1987, artistul leton Miervaldis Polis si-a
pus un costum si o pdldrie din bronz, si-a acoperit fata si miinile cu vopsea de aceeasi
culoare si s-a plimbat n centrul orasului Riga ca o statuie vie. El a atras o atentie
considerabild si, spre finele performance-ului, fusese urmat de o muttime de oameni.
Ofiterii KGB care au remarcat performance-ul au crezut ca isi bate joc de Lenin,
cdci era Imbrdcat ca puzderia de statui ce punctau toate orasele sovietice din acea
perioadd, inclusiv cele care 1l celebrau pe Lenin. Desi artistul n-a fost nici intero-
gat, nici retinut, soferul de autobuz care I-a dus din centru pina la locuinta sa din
suburbii a fost. Patru ani mai tirziu, artistul a reusit sa organizeze cu greu un alt per-
formance public, care a fost chiar mai incarcat politic, cu ocazia caruia a dat foc unui
tanc de jucdrie teleghidat in mijlocul unei demonstratii publice si i-a dat telecoman-
da unui copil. Actiunea a avut loc la cea de a doua aniversare a Lantului Baltic, o
demonstratie de proportii in care cetdtenii celor trei natiuni baltice s-au tinut de mina
de la Tallinn la Vilnius. Asta se intimpla pe 23 august 1991 — doud zile dupd ce lovi-
tura de stat de la Moscova a esuat, iar Parlamentul leton si-a dat votul pentru inde-
pendentd si punerea Tn afara legii a partidului comunist. Actiunea s-ar fi putut
interpreta ca o criticd la adresa prezentei prelungite a armatei sovietice in Letonia.
Cu toate astea, ea a fost facutd foarte discret, ca sa nu fie prea batator la ochi.

O atmosferd asemandtoare domnea in Lituania din perioada perestroikai. Grupul
artistic Zalias Lapas fusese format la Vilnius spre sfirsitul anilor 1980 de o seami de
artisti care ficeau actiuni si instalatii colective. ' In spetd, ei au folosit grupul ca pe
o platforma de experimentare cu diverse mijloace de exprimare si idei. Potrivit lui
DZiugas Katinas, unul dintre membrii grupului, era vorba de o perioadd in care ,totul
era posibil“'*?, caci Lituania se afla intr-o perioada de tranzitie — sistemul vechi dispérea,
iar cel nou nu apiruse inca. Prin urmare, in decembrie 1990, Zalias Lapas a putut
pune n scend n fata Primdriei, in centrul Orasului Vechi din Vilnius, Calea, o actiu -
ne/happening masiva. I fata ciadiri el instalaserd sculpturi din metal si cameni in costu-
me albe Tmprastiau nisip si carbune pe carosabil. Cind masinile treceau pe strada
ce desparte piata centrald de Primarie, rotile lor purtau nisipul si carbunele in tot
orasul, iar astfel automobilele deveneau si consumatoare, si creatoare de arta. Din
purd intimplare, dupd performance, Vilnius fusese acoperit de prima zapada din acea
iarnd. Carbunele a fost deci nu doar imprastiat prin tot orasul, ci si improscat pe
cladiri si ziduri, ceea ce a ingreunat indepartarea lui. Artistii si acolitii lor (publicul gene-
ral) au lasat un semn mai insistent in oras decit fusese planuit, iar acest act efemer
a ldsat o urmad durabila.

Claire Bishop remarcase ,intoarcerea la social“'**n arta anilor 1990 si 2000, cu o
crestere bruscd in ce priveste proiectele artistice participative, sociale si interacti-
ve. Asta corespunde cu caracterizarea perioadei postcomuniste de cdtre Piotrow-
ski ca find una ,agorafild®, caci artistii s-au mutat Tn sfera publica.'* Miwon Kwon
a urmarit aceastd dezvoltare pind la formele mai statice ale artei adaptate la ambient
[site-specific] si considera proiectele angajate social de la Tnceputul secolului al
doudzeci si unulea drept o criticd mai radicald a institutiilor. Cu cuvintele sale, ,un
impuls dominant al practicilor orientate spre ambient astazi e scopul unei angajari
mai intense de partea lumii exterioare si a vietii cotidiene — o critica a culturii care
include spatii, institutii si chestiuni nonartistice."** Cum lumea artei incepe sé fie con-
sideratd drept una prea ,elitistd", artistii o abandoneaza in favoarea sferei publice.
Desi Bishop obiecteazd impotriva tendintei de a pune inmultirea proiectelor de artd
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Gjorgje Jovanovic
For Skopje with Love, participatory action in Skopje, 2011, courtesy: the artist

tourism, but also a space for dialogue. They also gave the local citi-
zens who participated the experience of what it might be like to exist
as a foreigner in that environment, and thus a space from which to
sympathize with his or her position.

In 2012, three project leaders — two artists (Astrit Ismaili and Tobias
Bienz) and one lawyer (Rina Kika); two from Kosovo (Kika and Ismaili)
and one from Switzerland (Bienz), created PRISHTINE — mon amour,
a project that defies categorization. It was simultaneously a perform-
ance, installation, participatory art project and social project as well.
In the end it involved 180 participants from Prishtina and other
cities, all of whom came together to make this massive undertaking
possible. The project reclaimed a piece of public space in the city -
the Palace of Culture, Youth and Sports, or, as it is locally known,
Boro and Ramiz, in which an evening of performance took place, one
that comprised performances by several different artists. In effect,
the entire project was a performance in and of itself, because of the
preparatory work involved, and also the involvement of participants
it entailed.

In 2000, an electrical fire left part of this Yugoslav-era multi-purpose
venue unusable, and it started to become used unofficially as a park-
ing lot. The alternative name for the building, Boro and Ramiz, comes
from the names of two partisan fighters, Boro Vukmirovi¢ and Ramiz
Sadiku, a Serb and Albanian who together fought the fascists in
World War II. They were the perfect symbol of inter-ethnic harmony
in Tito's Yugoslavia. The PRISHTINE — mon amour project turns this
idea of unity and togetherness into a reality without any hidden
agenda, political or otherwise. In the end, it brought the community
together, and created a memorable event for the inhabitants of
Prishtina, which anyone could be a part of. The participants helped
to clean up the building and make it ready to host the performances
that were to inhabit the building on the final night of the project.

On September 8, 2012, over thirty artists and performers with work
(either performance or installation) were on display, and the event
was attended by over 2,000 people.

sociald pe seama caderii comunismului™’, e interesant de observat dezvoltarea aces-
tor tipuri de proiecte Tn Est, care e tocmai locul colapsului comunist, despre care
Bishop crede ci ,a privat stinga de ultimele vestigii ale revolutiei ce punea cindva
in legatura radicalismul politic si cel estetic”."® Artistii din regiune au inceput sa cree-
ze opere de artd bazate pe social dintr-o seama de motive, de la dorinta de a atra-
ge atentia asupra chestiunilor sociopolitice pind la a revendica un trecut pierdut sau
a da un megafon publicului general, prin angajamentul social si artistic.

Biroul Cultural din Muntenegru e un colectiv de artisti amatori ce lucreaza in Pod-
gorica si creeaza actiuni si happening-uri pentru a atrage atentia asupra culturii patriar-
hale din societatea muntenegreana contemporana si a o critica. Grupul e format
din oameni cu diverse profesii, un avocat, un jurnalist si un sociolog, care se reu-
nesc sub platforma artei pentru a aborda chestiuni sociale. I atte cazuri, artistii si-au
folosit proiectele publice pentru a crea un public mai larg pentru arta contempo-
rand. In orice caz, spiritul colectiv care a fost poate un scop niciodata atins sub regi-
mul comunist a fost in sfirsit in stare sa fie activat in spatiul postsocialist.

lurii Kruciak si lulia Kostereva, din Ucraina, au inceput sd elaboreze proiecte de arta
comunitard si sociald ca reactie la ceea ce vedeau ca apatie si inactiune in societa-
tea ucraineand contemporand. Asta se intimpla inainte de evenimentele Euromai-
danului din Kiev in 2013-2014. Kruciak si Kostereva au infiintat Open Place ca o
platforma pentru crearea de legaturi intre practica artistica si viata cotidiana. Cu cuvin-
tele lor; Open Place doreste ,sa stabileasca legdturi intre un proces artistic si diver-
sele straturi ale societtii ucrainene”.'s” In 2009, la Geneva, ei au pus Tn scend un
performance interactiv intitulat 7 Noiembrie (data Revolutiei din Octombrie [917).
Avrtistii invitaserd 20 de cetateni locali sa care 80 de plase din plastic tesut, similare
cu cele folosite de Fiodorava si Popescu in performance-urile lor. Acestea erau pline
cu ziare si localnicii trebuiau sa le poarte prin oras si sa le lase in fata unei sculpturi
din fata Palatului Natiunilor, sculptura care se cheama Scaunul rupt si a fost plasata
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Artists have also used the ambiguity of public space inhabited by

an artistic project to provide citizens with a voice on current political
issues, within the more neutral zone of art. In For Skopje with Love
(2011), Macedonian artist Gjorgje Jovanovi¢ invited the public to
engage with and respond to recent political events, by writing their
opinions and thoughts on boards like those that one would see at a
demonstration or protest, and put them on sites around the city.
Giving a voice to the public was especially important in the wake of
the 2011 protests in Macedonia, which erupted after the government
attempted to cover up the brutal killing of a 21-year-old, who was
beaten to death by the special police forces, during a celebration

in the main square in Skopje, following the re-election of the ruling
party. The idea behind the Jovanovi¢'s project was that all inhabi-
tants are responsible for their city. The artist said that he hoped par-
ticipants would contribute their thoughts feelings, good or bad, and
take an active role in shaping the future of their surroundings,
instead of simply passively standing by.'¢?

Estonian artist Flo Kasearu also used the public space as a blank can-
vas to provide a voice to its citizens. When the Estonian government
erected a controversial Freedom Monument in the city center of the
capital, on Tallinn’s Freedom Square, the artist plastered the city
with blank sheets of paper headed with the words: “FREEDOM/we
announce a contest to find the best solution”, silently inviting citizens
to contribute their ideas with regard to the meaning and significance
of the word “freedom” on the paper below. Although not overtly
critical, the poster campaign indicts the government for not consult-
ing the general public about the design, and rectifies the situation
by giving them a chance to speak, albeit retroactively. Kasearu's inter-
vention in the public space, and the public’s participation, made
visual the varying opinions with regard to the monument.

While initially forays into the public sphere brought more direct con-
tact with the viewer, and expanded the potential audience of an art-
work, during the communist period, the possibility to create such
projects were dependent on the local socio-political situation, and
the tolerance level of local authorities to interruptions in the public
space. In the case of Kovanda, his interventions went unmolested
because they were barely detectable, however perestroika and the
Fall of the Berlin Wall enabled artists such as Polis and Zalias Lapas
to safely intervene in the public sphere. In the post-communist peri-
od, these project gradually expanded and developed into social
projects, such as PRISHTINE - mon amour, and political acts that
straddled the border between art and activism, for example in the
work of Jovanovi¢ and Kasearu. In all cases, it is the performative
aspect of these artworks that enable them to enter, remain in, and
affect the public sphere.

Conclusion

While this is by no means a comprehensive survey of performance
art practices in Central, Eastern and Southern Europe, in this article
I have attempted to show a range of practices by artists from the
region from both before and after the fall of communism. What

I hope this text has demonstrated is the unique manner in which
artists from the region engaged with performance art practices,
both responding to and expanding on developments in the West,

as well as developing their own distinctive forms of the genre. While
the system change brought about great changes in everyday life,
artists in the post-communist period continued to address regional
and local concerns, many of which were in fact a result of these
changes, for example the opening up of the East to West, and the
desire for free-movement within Europe. Artists in the post-commu-
nist period drew both from Western and local sources, although in
many instances they learned of work in performance outside their
own borders before discovering local examples. Consequently, their
work demonstrates both continuity and change from the communist
to the post-communist period within the field of performance art.



acolo ca un monument in sprijinul tratatului international care interzice folosirea bom-
belor cu fragmentare. Participantii la actiune au folosit plasele pentru ,a repara“ scau-
nul, creindu-i un al patrulea picior.

Scopul actiunii a fost acela de a atrage atentia asupra statutului imigrantilor din Gene-
va si din lume n general. Artistii isi aduc aminte c3, in calitatea lor de estici, ei insisi
s-au simtit ,barbari“'®°n Elvetia, un sentiment despre care cred ca nu e neasema-
nator cu felul in care se simt sau sint facuti de localnici sa simtd majoritatea
imigrantilor acolo. Plasele au fost folosite din cauza asocierii lor emblematice cu strainii.
Deplasindu-se prin oras, grupul si-a impus prezenta in spatiul public, caci cele 80
de plase de mari dimensiuni au blocat imaginea orasului vazut din autobuz, confrun-
tind pasagerii obisnuiti cu o realitate pe care nu le-ar placea s-o vada sau s-o recu-
noasca. Ei au carat plasele la scaun pentru a-l repara, folosindu-I ca pe un simbol
al ,natiunii* sau al uniunii ,fragmentate". In cele din urm, artistii spusesera c3, ficind
aceastd actiune, au dorit sd arate cd ,barbarii” putea si ei sa repare ceva.'®' Prin asta,
ei au demonstrat ca spatiul public e nu doar pentru turism, ci si pentru dialog. Ei,
de asemenea, le-au furnizat localnicilor participanti o experienta despre cum ar putea
fi sd trdiesti ca un strdin n acest mediu si, astfel, un spatiu din care se putea empa-
tiza cu conditia de strain.

fn 2012, trei conducitori de proiect — doi artisti (Astrit Ismaili si Tobias Bienz) si un
avocat (Rina Kika); doi din Kosovo (Kika si Ismaili) si unul din Elvetia (Bienz) — crea-
sera PRISHTINE — mon amour, un proiect inclasabil. Fusese simuttan un performan-
ce, o instalatie, un proiect de artd participativa si un proiect social. Au fost implicati
cu totul 180 de participanti din Pristina si din alte orase, fiecare colaborind la a face
posibild aceasta initiativa de proportii. Proiectul a revendicat o bucata de spatiu public
din cadrului orasului — Palatul Culturii, Tineretului si Sporturilor sau, cum e cunos-
cut la nivel local, Boro si Ramiz. Aici a avut loc o seara de performance, compusa
din actiuni de mai multi artisti. In realitate, intregul proiect fusese un performance
in sine si al lui nsusi, gratie muncii de pregatire si implicarii participantilor.

fn anul 2000, un incendiu cauzat de un scurtcircuit a ficut inutilizabils o parte din
aceasta cladire iugoslava cu utlizari multiple, care, neoficial, a devenit o parcare. Celalatt
nume al cladirii, Boro si Ramiz, vine de la numele a doi luptdtori partizani, Boro
Vukmirovi¢ si Ramiz Sadiku, un sirb si un albanez care luptasera impreund impo-
triva fascistilor n perioada celui de al Doilea Razboi Mondial. Ei fuseserd simbolul
perfect al armoniei interetnice din lugoslavia lui Tito. Proiectul PRISHTINE — mon amour
transformad aceasta idee a unitatii si comunitatii intr-o realitate, fard vreun plan
ascuns, politic sau de altd naturi. In cele din urmd, el a reunit comunitatea si a creat
un eveniment memorabil pentru locuitorii Pristinei, un eveniment la care putea par-
ticipa oricine. Participantii au ajutat la curatarea locului si l-au pregatit pentru gazdui-
rea performance-urilor care urmau sa populeze cladirea Tn ultima noapte a
proiectului. Pe 8 septembrie 2012, au fost prezentati peste treizeci de artisti cu per-
formance-uri sau instalatii, iar la eveniment au sosit peste 2000 de persoane.
Avrtistii au utilizat ambiguitatea spatiului public populat de un proiect artistic si pen-
tru a le oferi cetdtenilor o voce in legdtura cu chestiuni politice, in zona mai neutra
a artei. In Pentru Skopje, cu drag (2011), artistul macedonean Gjorgje Jovanovi¢ a
invitat publicul sa se confrunte cu si sa raspunda la evenimentele politice recente,
notindu-si opiniile si gindurile pe pancarte precum acelea utilizate in cadrul demon-
stratiilor si protestelor; pentru a le aseza mai apoi in diverse locuri din oras. A per-
mite publicului sa se exprime a fost extrem de important dupd protestele din 201 |
din Macedonia, care au izbucnit dupd ce guvernul a Tncercat sa ascunda uciderea
cu brutalitate a unui tindr de 21 de ani, care a fost batut de fortele speciale ale politiei
Cu ocazia unei sarbatori din piata centrald din Skopje, dupd realegerea partidului aflat
la guvernare. Ideea din spatele proiectului propus de Jovanovi¢ fusese ca toti lo-
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cuitorii sint responsabili pentru orasul lor. Artistul spusese cd spera ca participantii
sa contribuie cu gindurile si sentimentele lor, bune sau rele, si sd joace un rol activ
in a modela viitorul locului Tn care traiesc, in loc sd se dea pasiv la o parte.'®
Artistul estonian Flo Kasearu utilizase si el spatiul public ca pinzd albd pentru a oferi
o voce cetatenilor. Cind guvernul estonian a ridicat un controversat Monument al
Libertatii in centrul capitalei, Piata Libertatii din Tallinn, artistul a umplut orasul cu
afise pe care scria: ,LIBERTATE/anuntdm un concurs pentru a gdsi cea mai bund
solutie”, invitind astfel cetatenii sd vind cu idei cu privire la sensul si semnificatia cuvin-
tului ,libertate”. Desi nu e in mod explicit criticd, campania de afise acuza guver-
nul cd n-a consultat publicul general in legdtura cu forma monumentului si rectifica
situatia dindu-i aceluiasi public sansa de a se exprima, cu toate ca retroactiv. Inter-
ventia |ui Kasearu Tn spatiul public si participarea publicului au facut vizibile opiniile
privitoare la monument.

Cu toate c3, initial, incursiuni Tn sfera publicd au produs un contact mai direct cu
privitorul si au largit publicul potential al unei opere de artd, in perioada comunista
posibilitatea de a realiza asemenea proiecte depinsese de situatia sociopolitica lo-
cald si de nivelul de toleranta al autoritdtilor locale cu privire la asemenea perturbari
in spatiul public. In cazul lui Kovanda, interventiile sale au scipat de represalii pen-
tru cad erau aproape neobservabile, dar perestroika si caderea Zidului Berlinului
le-au permis unor artisti precum Polis si Zalias Lapas s3 intervind fird pericole in sfera
publica. I perioada postcomunista, aceste proiecte au fost treptat ldrgite si dez-
voltate in proiecte sociale, cum ar fi PRISHTINE — mon amour, si gesturi politice ce
ncalcd granita dintre artd si activism, de pilda opera lui Jovanovi¢ si Kasearu. In fie-
care dintre aceste cazuri, aspectul de performance al lucrérilor a fost acela care le-a
permis sa patrunda in sfera publicd, sd ramina in ea si s-o afecteze.

Concluzie

Chiar daca aceasta nu e o trecere in revistd completa a practicilor de artd perfor-
mance din Europa Centrald, de Est si de Sud, in articolul de fatd am incercat sd arat
0 gama de practici desfasurate de artistii din regiune atft inainte de caderea comu-
nismului, cit si dupd aceea. Ceea ce sper ca a demonstrat acest text este felul sin-
gularin care artistii din regiune au abordat practicile de arta performance, atit ca un
raspuns si ca o largire a dezvoltdrilor occidentale, cit si ca o inventie a unor forme
specifice si proprii ale genului. Desi schimbarea de sistem a produs numeroase modi-
ficari in viata cotidiana, artistii din perioada postcomunista au continuat sa aborde-
ze preocupari regionale si locale, multe dintre ele fiind, de fapt, un rezultat al acestor
modificdri, de pilda deschiderea Estului cdtre Vest si dorinta de libertate de misca-
re in Europa. Artistii din perioada postcomunista s-au inspirat atit din surse occiden-
tale, it si din surse locale, desi in multe cazuri ei au aflat despre munca din cadrul
performance-ului atunci cind se aflau in afara granitelor tarii lor de basting, iar asta
chiar inainte de a descoperi exemple locale Tn acest sens. Prin urmare, munca lor
in dmpul artei performance prezintd atit continuitate, cit si schimbare Tn trecerea de
la perioada comunista la cea postcomunista.
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Dupa Dussel:

inceputul critic al modernitatii filosofice
intre Las Casas si Guaman Poma

Ovidiu Tichindeleanu

,Meditatiile anticarteziene" ale lui Enrique Dussel sint o contributie fi-
losofica la revolutia epistemicd revendicatd de gindirea decoloniala.
Mai precis, desi se articuleaza in intregime din interiorul disciplinei filo-
sofice, ceea ce revendica gestul filosofic al lui Dussel nu e nimic mai putin
decit o dimensiune epistemica generald in cimpul cunoasterii, cu conse-
cinte etice si politice fundamentale.

Analiza filosoficd a lui Dussel e completata sau chiar inlocuitd I text de
un discurs istoric revizionist, in maniera specifica gindirii decoloniale, fie
ca ea se desfdsoara intr-un spatiu epistemic deschis, ca la
Walter Mignolo, de pilda, fie cd realizeaza munca de

Verso

America Latind“, publicat in premierd in limba romana in IDEA artd +
societate #33-34/2009, a constituit de altfel un astfel de material de
dimensiuni relativ mici, insd cu un impact structural mai puternic decit
serii intregi de carti academice.
Dussel propune reintelegerea istoriei filosofiei moderne pornind de la
ceea ce s-a ocultat in naratiunile eurocentrice ce au pus n lumina doar
teleologia ratiunii, seria Renastere — epoca ratiunii — secolul Luminilor
etc., sianume colonialitatea modernitatii: Dussel evidentiazd rolul jucat
de prima modernitate timpurie, cea din secolul XVI, in care filosofia a
suferit o revolutie epistemicd, Tn urma efortului intelectual depus fn con-
text colonial de nvatatii noului ordin iezuit, care au facut posibild, prin-
tre altele, aparitia lui Descartes. Prima modernitate timpurie a fost insa
ocultatd si redusd la invizibilitate de metanaratiunea hegemonica a isto-
riei filosofiei, care a situat inceputul modernitdtii in secolul XVII, trecind
tocmai peste momentul cuceririi coloniale a Americilor si mai ales peste
stabilirea noului sistem-lume, cel in care ne afldm inca in prezent, indi-
ferent dacd ne-am nascut in Romania sau in Argentina. I

rasturnare a raporturilor de putere si de deschidere a ori-
zonturilor din interiorul unei discipline a cunoasteril.

Enrique Dussel e un filosof argentinian ndscut in La Paz,
Argentina, In 1934; dupad ce si-a sustinut doctoratul in filo-
sofie in Spania, a trdit o perioada intr-un kibbutz din Israel,
pentru a ,invéta ebraica si a explora dimensiunile spiritua-
le ale sardciei®, dupa care a mai sustinut un doctorat in isto-
rie la Sorbona, intorcindu-se dupa zece ani de emigrare
in Argentinain 1967; aici, In contextul agitatiei politice de
dreapta, la capatul unei prezente intelectuale tot mai in-

gindirea decoloniald, investigarea n termeni proprii a
,partii intunecate a modemitdtii* (Mignolo), a mecanisme-
lor si efectelor de lungd duratd ale ,colonialitdtii puterii*
(Quijano) se opune acestei reduceri la invizibilitate si aces-
tei erijdri in universalism a provinciei europene, evidentind,
printre aftele, faptul ca marii filosofi occidentali au elaborat
teoriile juridice, politice si filosofice ale emanciparii, ega-
litatii, democratiei si dreptului liberal in context siin com-
plicitate cu traficul global de sclavi care a fondat si a stabilizat
vreme de mai bine de trei secole capitalismul noului sis-
tem-lume.

tense pe plan local si regional, a primit numeroase ame-
nintari cu moartea, casa sa a fost aruncatd in aer de extremisti de dreapta
si afost expulzat din Universitatea Cuyo. Dussel a plecat n exil in Mexic,
unde lucreazd din 1975, elaborind un corp de gindire ce urmareste
sistematic interpelarile oprimatilor care ,apar la orizontul totalitatii he-
gemonice” si potentialul lor de liberare.

Scrierile sale filosofice au realizat aliante si deschideri ale filosofiei cu mai
multe paradigme epistemice ale teoriei sociale critice din a doua juméta-
te a secolului XX (catolicismul social, teoria criticd a dependentei, teo-
logia liberdrii, teoria sistemelor-lume si marxismul deschis). in prezent,
multumita contactului cu gindirea decoloniala si filosofia politica indigend,
Dussel exploreaza pentru prima oara ceea ce el insusi numeste un ,grad
maxim*“ al constiintei la nivel international, o conditie esentiala pentru
o filosofie a liberdrii. Printre altele, acest contact i da posibilitatea de a
repozitiona insasi ,istoria filosofiei si reperele sale fundamentale in ma-
terialul de fatd, de dimensiunea unui articol. Puterea din spatele aces-
tui gest epistemic e datd de contextul istoric al miscdrilor indigene din
America Latind, de la revolutia zapatista si chavism la victoriile lui Evo
Morales, care au articulat nu doar unul, ci mai mufte moduri de desprin-
dere de neoliberalismul occidental, dar si de traditia intelectuala recentd
a gindirii decoloniale. Atunci cind Dussel foloseste conceptul de ,colo-
nialitate”, chiar daca nu mai citeaza explicit, referinta originard ramine
munca de pionierat epistemic a Iui Anibal Quijano si Walter Mignolo.
Avrticolul lui Anibal Quijano, ,Colonialitatea puterii, eurocentrism si

E important sa subliniem ca nu doar discursul hegemo-
nic a fost afectat de ,amnezia coloniald”, ci si formele de articulare ale
rezistentei. Dussel arata cd primul discurs critic al modernitdtii, impotri-
va unei modernitdti surprinse in proces de cristalizare (dar din interio-
rul ei), cel al lui Bartolomé de Las Casas, articuleazd deja cu claritate n
secolul XVI pozitii ,radicale” care vor fi ,redescoperite” abia dupa re-
volutiile burgheze, n secolul XIX. Multumita redeschiderii contactului
cu Las Casas, anumite pozitii radicale ale teoriei critice sociale si ale stin-
gii contemporane se dovedesc a fi lipsite de constiinta colonialitatii; in
particular, Tn ciuda unor turnuri autocontradictorii ale lui Marx nsusi (in
mod semnificativ, referitor la colonialismul britanic in India si la expe-
rienta modernd a Europei de Est), aceasta ramine o limitd istoricd a mar-
xismului si a ideologiei si politicilor partidelor comuniste din secolul XX,
care In cele mai bune cazuri s-au situat n spatiul dintre amnezia colo-
niald a ideologiei dezvoltdrii, proiectia rasista a experientei coloniale asu-
pra Celuilalt si reducerea colonialitatii la imperialism. Mai sint multe de
nvatat din faptul cd Las Casas articula deja in secolul XVI o pozitie anti-
autoritara si antimonarhica bazata pe dreptul colectiv al popoarelor, pe
deschiderea radicald si reciprocitatea fata de ,celdlalt” cultural, pe nece-
sitatea dreptului si a istoriei scrise din perspectiva popoarelor oprimate si
exploatate, propunind o formd de democratie populard bazatd pe
consens.

lar aceasta nu atinge decit posibilitatile criticii interne, din interiorul mo-
dernitatii, caci, in fond, Las Casas rdmine un ideolog al crestinismului.
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Pentru a explora ,,gradul maxim al constiintei critice la nivel universal®,
Dussel incepe practic o noud cercetare cu Guaman Poma, intelectua-
lul indigen de limba quechua din secolele XVI-XVII, pe care Mignolo
si alti ginditori latino-americani 1l propusesera ca opus al lui Descartes,
al fondarii modernitdtii din ,cealaltd“ perspectiva filosofica, indigena. I
primul rind, Guaman Poma propune un sistem hermeneutic radical dife-
rit, care functioneaza in mod simultan in registrul scrierii alfabetice sin
cel al scrierii ideografice, si care nu doar ca a fost ignorat complet de
mari filosofi europeni, precum Gadamer sau Ricceur, dar chiar si priviri-
le mai deschise ale lui Aby Warburg si Walter Benjamin au fost private
de simpla intrare n contact cu aceasta diferenta redutabild. Guaman Poma
articuleaza o critica a fetisismului banului, vazut Tn procesul de instituire
a sistemului-lume, si analizeazd Tn detaliu partea fntunecatd a moderni-
tatii, distrugerile pe ale caror ruine se ridica. Guaman Poma dezvaluie
modernitatea ca sursa a coruptiei si distrugerii printr-un discurs intelec-
tual confrontational, care nuii spune doar puterii adevarul, ci si apropia-
tilor sdi, colaborationistii indigeni si chiar saracii, pe care nu i idealizeaza,
obsenvind modul in care puterea insasi actioneaza prin banalitatea anu-
mitor practici de zi cu zi, din viata cotidiand si din cea intima. Din punct
de vedere filosofic, opera Iui Guaman Poma dezvdluie genealogia de
la ego conquiro la ego cogito, pe ultimul ca o culme a primului si deschide-
rea alternativd a unei constiinte critice radicale ce Tsi articuleaza judecdtile
generale printr-o sintezd sociald a istoriei colective si a experientei per-
sonale. Din punct de vedere politic, Guaman Poma articuleaza o con-
stiintd politica din perspectiva oprimatilor, a ,saracilor lui lisus Hristos®,
a carei rezistentd e fondatd pe revendicarea propriei istorii locale, pas-
tratd in viatd intr-un context opresiv prin metodologia creativa a sincretis-
mului, si al carei ,localism* e calificat de fapt dintr-o perspectiva globala,
am putea spune protointernationalistd. Desi critica sa e devastatoare in
sine Tnsasi, Guaman Poma se situeaza deja epistemic in zona alternati-
velor la modernitate, prezentind de pildd institutii politico-sociale baza-
te pe necesitdtile reproducerii vietii (adica ceea ce feminismul si ecologismul
occidental considerd a fi revolutionar abia in secolele XIX—XX) si insti-
tutii ale proprietdtii colective.

Multumita muncii filosofice a lui Dussel, care se raporteaza la istoria glo-
bald a filosofiei, cititorul est-european e situat astfel, in mod direct, n
istoria coloniald a modernitdtii. Prin Dussel si eroii sai putem resimti modul
in care colonialitatea a avut efecte in Europa, si nu doar asupra coloniza -
tilor. Noua ne ramine sa facem munca de familiarizare si dezvoltare a
alfabetizdrii cu specificul propriei situdri coloniale, impotriva prejudecdtii
eurocentrice, exprimata atft dinspre dreapta, it si dinspre stinga politi -
cd, prejudecata ce proiecteaza tot ceea ce tine de ,colonialism® asupra
unui celalalt, rasializat si separat de propria subiectivitate, implicit ,euro-
peana“. Pind in prezent, proiectile eurocentrice continua sd nege
ndeosebi diferenta esentiald dintre colonizare si colonialitate, Tnchizind,
caurmare, perceptia modalitdtilor prin care s-a articulat in aceasta par -
te a lumii ceea ce am numit ,colonizarea postcomunista® a mintilor, cor-
purilor si institutilor dupa 1989. Dupa cum am subliniat in numeroase
rinduri, aceasta nu e o colonizare metaforica, ci materiald, si nu doar
culturald, i sin sensul global, colonial, al transferului ,valorii-muncd” n
modernitate, de care sint constienti, de altfel, toti imigrantii est-euro-
peni in Occident, chiar dacd nu Tntotdeauna si pe plan politic.
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fntre Las Casas si Guaméan Poma nu se contureaza doar un alt funda-
ment al modernitdtii filosofice, ci si al dialecticii insesi, ca sarcina con-
temporand a filosofiei critice, care rdmine inca a fi situata pe deplin in
dmpul epistemico-politic dintre critica interna a modernitdtii si critica exte-
rioritdtii sale radicale. Aceasta e adevarata sarcind a gindirii radicale, findca,
dupa cum spune vorba inteleaptd a lui Audre Lorde, ,instrumentele stapi-
nului nu vor demonta niciodatd propria sa casa”.

Meditatii anticarteziene:
originea antidiscursului filosofic
al modernitatii*

Enrique Dussel

Sint constient ca acest articol este in mod explicit polemic. Polemic fata
de judecata dispretuitoare legata de existenta unui ,Sud al Europei® (si
prin urmare a Americii Latine), care a fost construitd la nivel epistemic
de lluminism, din centrul si nordul Europei, de la mijlocul secolului XVII.'
[luminismul a construit (a fost un making desfasurat in mod inconstient)
trei categorii care au ascuns ,exterioritatea” europeana: orientalismul
(descris de Edward Said), occidentalismul eurocentric (fabricat intre altii
de Hegel) si existenta unui ,Sud al Europei®. Respectivul ,Sud” a fost
(in trecut) un centru al istoriei in jurul Mediteranei (Grecia, Roma, im-
periile spaniol si portughez, fara a mai mentiona lumea
araba a Maghrebului, deja discreditata cu douad secole inain-
te), dar n acel moment era deja un rest cultural, o peri-
ferie culturala, datorita faptului ca, pentru Europa secolului
XVIII care realiza revolutia industriald, intreaga lume a Me -
diteranei era o ,lume veche®. Cornelius de Pauw spunea
ca , Africaincepe in Pirinei” si considera ca Americile ibe-
rice, In mod evident, erau colonii ale tdrilor deja semipe-
riferice Spania si Portugalia. Astfel, America Latind pur si
simplu ,a disparut de pe harta si din istorie” pina n ziua
de azi, la Inceputul secolului XXI. Scopul acestui material
sumar, care cu siguranta va fi criticat pentru ,pretentio-
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a. Cind si unde a fost situatd in mod traditional originea Modernitdtii?
Stephen Toulmin scrie: ,Unii dateazd originea modernitdtii in anul
14367, odata cu adoptarea tiparului cu litere mobile; altiiin 1520 d.H.,
dnd are loc rebeliunea Iui Luther impotriva autoritatii bisericii; altiiin 1648,
adica sfirsitul Razboiului de 30 de Ani; altii la Revolutia Americana sau
Francezd din 1776 sau 1789; In timp ce timpurile moderne ncep
pentru citiva abia in 1895... Stiinta moderna si tehnologia pot fi vazu-
te ca sursi fie a binecuvintirilor, fie a problemelor, fie a ambelor. in orice
caz, originea lor intelectuald face ca anii 1630 sd fie cea mai plauzibild
datd de incepere a Modernitatii“.?

I general, inclusiv pentru |. Habermas®, la baza Modernitatii s-ar afla
o ,miscare” de la Sud la Nord, de la Estul la Vestul Europei, din seco-
lul XV pind in secolul XVII, care ar fi aproximativ urmdtoarea: a) de la
Renasterea italiand la Quattrocento (neluat in considerare de Toulmin);
b) Reforma protestantd din Germania; c) revolutia stiintificd a secolu-
lui XVII, care va culmina cu d) revolutia politicd burgheza engleza,
nord-americana si franceza. A se observa curba procesu-
|ui: din Italia, In Germania, n Franta, spre Anglia si State-
le Unite. E clar cd trebuie sd respingem aceastd constructie
istorica ,iluminata“ a procesului nasterii Modernitatii, dat
find cd este o viziune ,intra“europeand, eurocentrica, au-
tocentrata din punct de vedere ideologic, din perspecti-
va centralitatii Nordului Europei de la inceputul secolului
XVIII — o viziune care s-a impus pind in zilele noastre.
Pentru aintrevedea originea Modemnitatii cu ,ochi noi* este
necesara situarea in afara Europei germano-latine si ana-
lizarea acesteia din perspectiva unui observator extern
(,implicat®, desigur, dar nu din ,,punctul zero" al observa-

Zitate", este de aincerca reinstalarea Americii Latine in geo-
politica mondiala si in istoria filosofiei.

I. A fost René Descartes primul filosof modern?

Vom incepe prin a cerceta una dintre istoriile europene ale filosofiei din
ultimele doua secole. Istoriile nu indica doar perioada evenimentelor,
ci si locul geopolitic pe care acestea 1l ocupa. Modernitatea si are ori-
ginea, conform interpretarii actuale pe care incercdm sd o contrazicem,
intr-un ,loc” si intr-un ,timp*“. ,Deplasarea” geopoliticd a acestui ,loc”
si a acestui ,timp* inseamnd, de asemenea, si o deplasare | filosofica”,

tematica, paradigmatica.

* Editorii il multumesc autorului pentru acordarea drepturilor de publicare.

Sursa: ,Meditaciones anti-cartesianas: sobre el origen del anti-discurso filoséfico de la Moder-
nidad", Tabula Rasa, Bogotd, Colombia, nr. 9, 2008.
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cultatii de Filosofie in anul 1957 la Universitatea Nationald din Cuyo, Mendoza, Argentina; n
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tiei). Asa-numita Europa medievald sau feudald, care ocupa
o Intreagd epoca denumita in mod obisnuit noaptea obscurantismului,
nu este decit iluzia eurocentrica a unei Europe care nu se descopera
pe sine insdsi prin ceea ce a fost, Tncepind din secolul VII: o civilizatie
perifericd, secundard, izolatd, ,inchisd”, ,asediata” de catre sifata de lumea
musulmana, care este mai dezvoltatd si mai bine conectata cu istoria
Asiei si Africii pind in anul 1492. Europa a trebuit sa stabileasca relatii cu
marile culturi prin Mediterana orientald, care din anul 1453, odatd cu
preluarea Constantinopolului, era in mod definitiv otomand. Europa era
,inchisa" de la Tnceputul secolului VII, fapt care impiedica (in ciuda incer-
carii cruciadelor) orice contact cu elementele cele mai intense ale cultu-
rii, tehnologiei si economiei ,lumii vechi* — pe care am numit-o , stadiul
al lll-lea al sistemului interregional asiatico-afro-mediteranean.’

Am studiat aceasta relatie geografica si ideologicd in numeroase lucrari.®
Voi face un rezumat al acestei problematici. Europa nu a fost niciodatd
centrul istoriei mondiale, pind la sfirsitul secolului al XVIlI-lea (sd spunem
pind in anul 1800, acum doar doua secole). Va fi centru al istoriei mon-
diale ca urmare a revolutiei industriale. fntreaga istorie mondiald ante-
rioard pare a avea Europa in centrul sdu doar datoritd iluziei optice a
unor ochi obnubilati de eurocentrism (pozitia lui Max Weber). Aceas-
ta distorsioneaza fenomenul originii Modernitatii. 53 analizam cazul Iui
Hegel.”

i toate Prelegerile universitare, Hegel expune temele sale avind ca ori-
zont de fond o anumita categorizare istoricd mondiala. in Prelegeri de
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filosofia istoriei, Hegel imparte istoria in patru momente: ,lumea orien-
tala*®, lumea greacd”, ,lumea romana“ si ,lumea germanicd“. Se poate
vedea sensul schematic al acestei constructii ideologice, complet euro-
centrice, ba mai mult decit atft: o constructie germanocentrica a Nor-
dului Europei (deja s-a produs negarea ,Sudului Europei®). Pe de alta
parte, ,lumea germanica” (nu se numeste ,europeana”) se imparte in
trei momente: ,lumea germano-crestind” (eliminind elementul ,latin®),
,Evul Mediu” (fard a-I situa din punct de vedere geopolitic in cadrul isto-
riei mondiale) si ,epoca moderna”. Aceastd ultima epocd, la rindul ei,
are trei momente: ,Reforma“ (fenomen germanic), ,Reforma in con-
stituirea statului modern®, si ,lluminismul si Revolutia“.

In Prelegerile de filosofia religiei, Hegel imparte istoria in trei momente:
a) ,religia naturald” (care include religile ,primitive”, religia chinezd, ve-
danta, budismul, religia parsilor; religia siriacd); b) ,religia individualitatii
spirituale” (iudaismul, religia greaca, romana) si, drept apogeu al aces-
teia, ¢) ,religia absoluta” (crestinismul). Orientul este mereu propedettic,
infantil, face ,primii pasi“. ,Lumea germanica“ (Europa de ,Nord") re-
prezinta finalul istoriei.

Pe de alta parte, in Prelegeri de esteticd, Hegel considera istoria in sen-
sul de ,dezvoltare a idealului formelor particulare ale frumusetii artistice®,
in trei momente: a) ,formele artei simbolice” (zoroastrism, arta brahma-
nica, egipteand, hindusa, mahomedana si arta mistica crestind); b) ,for-
ma artei clasice” (grecii si romanii) si ¢) ,forma artei romantice”. Cea din
urma se Tmparte n trei: a) arta crestinismului primitiv; b) arta ,cavale-
reasca” a Evului Mediu si ) ,autonomia formala a particularitatilor indi-
viduale® (care, ca siin cazurile anterioare, apare in Modernitate).

Dar niciun text nu e mai potrivit pentru subiectul nostru decft Prelege-
rile de istoria filosofiei. Acestea incep cu a) ,filosofia orientald” (conform
,orientalismului” recent construit), cu filosofia chineza si indica (filoso-
fia vedanta, a sistemului samkhya si filosofia budista a lui Gautama,
printre altele); trece apoi la b) ,filosofia elend” (fard a se ocupa de filo-
sofia romand)’; continua cu ¢) ,filosofia Evului Mediu®, in doua momen-
ter i) ,filosofia arabd®, incluzind filosofii evrei, si i) ,filosofia scolasticd”,
ce va culmina cu Renasterea si Reforma luterana'®; si, in cele din urma,
d) ,filosofia moderna* (Neuere Philosophie). in acest punct trebuie sa ne
oprim. Hegel banuieste unele probleme, dar nu stie s le dea o rationa-
litate suficientd. Scrie referitor la Modernitate: ,Omul a cistigat increde-
re n sine Tnsusi (Zutrauen zu sich selbst) [...] Odatd cu inventarea
prafului de puscd' a disparut furia individuala din luptd [...] Omul'?
descoperi America, comorile si popoarele ei, descoperi natura si pe sine
insusi (sich selbst)*."®

Cu aceste afirmatii referitoare la conditiile geopolitice exterioare Euro-
pei, Hegel se inchide intr-o analiza centratd doar pe Europa. Astfel, in
primele pagini despre filosofia modernd, el incearca sa explice noua si -
tuatie a filosofului fatd de realitatea sociald si istorica. Punctul sau nega-
tiv de plecare este Evul Mediu (pentru mine, ,faza a lll-a a sistemului
interregional”). ,Abia Tn secolele XVI-XVII si face din nou aparitia filo-
sofia, adevarul ca adevar.“'* Pentru Hegel, aceastd noua filosofie se de -
dubleaza, din primul moment: a) exista, pe de o parte, un redlism al
experientei, care ,coboard speculativul ... la realitatea data” (Hegel, 1970-
XX: 68)", si care, pe de o parte: (al) observa natura fizica, iar pe de
altd parte: (a2) analizeaza politic ,lumea spirituald a statelor” (Hegel, 1970-
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XX: 67)." In acelasi timp: b) existd o directie idedlistd, in care ,totul se
afla in gindire, spiritul este el insusi tot continutul“."”
i al doilea rind, Hegel detaliaza problemele centrale ale noii filosofii (de
exemplu, Dumnezeu si deductia sa din spiritul pur; conceptul de bine
si de rdu; problema libertdtii si a necesitatii).
In al treilea rind, se ocupa de dou faze istorice: a) ,Mai intil, anuntarea
acestei concilieri, ca incercdri particulare, inca nedeterminate, nca
impure; aici fi avem pe Bacon din Verulam [care se naste n Londra in
15617 si pe Jacob Bohme" (Hegel, 1970-XX: 70)'%; b) ,Concilierea meta-
fizicd. Abia aici incepe filozofia propriu-zisa a acestei epoci; ea incepe
cu Descartes"."”
In primul rind, in mod evident, Hegel 1l introduce n aceast3 istorie pe
Jakob Béhme (care se naste n Alt-Seidenberg in anul 1575), mistic ger-
man si cunoscut filosof al ,interioritatii germanice”, doar ca o notd fol-
clorica simpatica si nationalista, nimic mai mult. I al doilea rind, chiar daci
incearca sa vorbeasca despre ,elementele istorice, exterioare ale vietii
filosofilor, Hegel nu merge mai departe de indicarea aspectelor socio-
logice care 1l transforma pe filosoful modern intr-o persoand obisnuita,
de pe strada (si nu intr-un calugar), o persoand care ,nu se indeparteaza
de restul societati“ (Hegel, 1970-XX: 71-72).* Hegel nu Tsi imagineaza
deloc, din perspectiva ignorantei sale nord-europene, cataclismul geo-
politic mondial care s-a produs incepind cu sfirsitul secolului XV in toate
culturile —n Extremul Orient, Asia de Sud, India, Africa subsahariana si
Amerindia — din cauza invaziei europene in cel de-al , patrulea continent”.
Tn aceasts viziune eurocentrica si provinciala, Descartes apare Tn discur-
sul istoric al lui Hegel (1970-XX: 70) drept cel cu care ,incepe cu adevdrat
filosofia epocii moderne®.?!

b. Descartes si iezuitii

René Descartes se naste in Franta, in La Haye, finga Tours, in anul 1596
si moare Tn anul 1650. Ramas orfan la putin timp dupd nastere, este
educat de bunica sa. Adicd traieste la inceputul secolului XVII. fn anul
1606 intrd in colegiul iezuttilor La Fleche, unde va primi pind fn anul 1615
unica sa pregdtire filosoficd formald.”* Adica paraseste casa la virsta de
zece ani, iar parintele iezuit Chastellier este ca un al doilea tata pentru
el. Prima lucrare filosofica pe care o studiaza se numeste Disputationes
Metaphysicae de Francisco Suarez, publicatd in anul 1597, la un an dupd
nasterea lui Descartes. Se stie cd spaniolul basc Ignacio de Loyola (care
se naste in pragul Modernitatii, in anul 1491, cu un an Tnainte de ,des-
coperirea Atlanticului® occidental de catre Columb, si care moare in anul
| 556, cu patruzeci de ani inainte de nasterea lui Descartes), dupa ce
afost student la filosofie Tn Paris, a infiintat colegii pentru pregatirea filo-
soficd a clerului si tinerilor nobili sau a tinerilor din clase instdrite burghe-
ze. Inanul 1603, iezuitii au fost chemati de regele Henric al IV-lea (dupi
ce au fost expulzati din Franta in anul 1591), rege care va infiinta colegiul
La Fleche in anul 1604, donindu-i un palat enorm (patru hectare).
Pregatirea, conform Conciliului de la Trento (conciliul care ,modernizea-
74" Biserica Catolica, rationalizind toate aspectele sale), era absolut ,,mo-
derna” in a sa ratio studiorum. Fiecare iezuit constituia o subiectivitate
singulard, independentd, moderna, fard cintari sau rugaciuni in corul co-
munitatii, cum era cazul cdlugarilor benedictini medievali. Fiecare iezuit
trebuia sa treacd in fiecare zi printr-un ,examen de constiinta” individual.?

Prin urmare, tinarul Descartes trebuia sd se retragd in fiecare zi de trei
ori, In tdcere*, sd mediteze la propria sa subiectivitate si sa ,,examine-
ze" cu extrema claritate si constiintd de sine intentia si continutul fiecarei
actiuni, actiunile realizate in fiecare ord, judedind cele facute din perspec-
tiva criteriului ,omul este creat pentru gloria, veneratia si servirea lui Dum-
nezeu"“.” Era vorba de o rememorare a exercitatio animi de Augustin
de Hipona, exercitiul cotidian al lui ego cogito: , Eu sint constient ca am
facut aceasta si aceea”; un exercitiu menit domindrii subiectivitdtii prin
disciplind (inca inainte de calvinismul propus de Max Weber ca eticd a
capitalismului). Studiile erau foarte metodice.

Tn textul Constituciones de los colegios, Loyola cere ca elevii ,sd nu stu-
dieze sintetic domeniile principale, nici intr-un mod imperfect, ci sa se
apropie de ele n profunzime, cu timpul si dedicatia necesare [...] Do-
meniile pe care trebuie sd le studieze toti sint: literele umaniste, logi-
ca, filosofia naturald si, daca exista predispozitie, notiuni de matematicd
si morald, metdfizicd si teologie scolastica[...] I afara acestor studii tre-
buie s existe n fiecare zi 0 ord de dezbatere a fiecarei

Verso

te a lui Sudrez), la demonstratia existentei divinitatii in stilul lui Anselm
(problemd tratatd in Disputatio 29), pentru ca, porind de la aceastd lume
empirica, sa reconstruiasca o lume reald cunoscuta din punct de vede-
re matematic. Metoda (pentru care matematica era un exemplu) era
una dintre temele care se discutau cu pasiune in sdlile colegiilor iezui-
te. Acestia, cum este evident, proveneau din Europa de Sud, din Spa-
nia secolului XVI, din lumea mediteraneana indreptatd recent spre
Atlantic. Asadar; nu prezinta oare niciun interes din punct de vedere filoso-
fic secolul XVI? Nu este oare Descartes rezultatul unei generatii ante-
rioare care a pregdtit acest drum? Nu existd oare filosofi ibero-americani
moderni, anteriori lui Descartes, care au deschis problematica filosofiei
moderne?

c. Descartes si augustinianismul lui ego cogito. ,Noua paradigmd” modernd
Problematica lui ego cogito® are antecedente occidentale si meditera-
neene, chiar daca acest lucru nu sterge nimic din noutatea sa. Referintele

la Augustin de Hipona nu pot fi ascunse, desi Descartes pre-

materii care se va studia [...] In fiecare duminici, dupa ora
mesei, sd existe dezbateri publice®.*

Astfel, este posibil ca tindrul Descartes, din anul 1606 pind
inanul 1611, sd fi exersat lectio, repetitiones, sabbatinae
disputationes si la sfirsitul lunii menstruae disputationes.”
Tn aceste exercitii i citea pe Erasmus, Melanchton si
Sturm si texte din colectia ,Frati ai vietii comune”, desi cel
mai cunoscut era iezuitul spaniol Francisco Suarez (care
era in viatd Tn momentul in care Descartes a studiat filo-
sofia si care va murin anul 1617, cind Descartes aban-
dona colegiul).

tindea uneori ca nu s-a inspirat din marele retor roman din
nordul Africii. Nu a admis nici influentele din Francisco
Sanchez sau din alti ginditori. n vremea sa, Augustin ofe-
rea argumente impotriva scepticismului lumii academice;
Descartes Tmpotriva scepticismului libertinilor. Pentru
aceasta a apelat la indubitabila existenta a lui ego cogito.

Subiectul revine mereu la ,constiinta de sine” (sau auto-
constiinta), problematica filosofica ce facea trimitere, de ase-
menea, la un text clasic din Aristotel, din Etica nicomahicd
(X, 9, 1170 a. 29-34), cel din care se inspira Augustin:
,cel care vede simte (aisthdnetai)® ca vede, cel care aude

Descartes a nceput pregatirea sa filosofica propriu-zisa cu
Logica (aproximativ in 1610, dupa studiile sale clasice de latind). A stu-
diat-o Tn versiunea consacratd, folosita n toate colegile europene ale
iezuitilor, o versiune cu numeroase editii Tn vechiul continent, din Italia si
Spania pind in Olanda, Germania sau Franta acelui moment. Este vorba
de Logica mexicana sive Commentarii in universam Aristotelis Logicam, publi-
catd la KéInin anul 1606, anin care Descartes intra in colegiul La Fleche,
a filosofului mexican Antonio Rubio (1548—1615).% Cine ar fi banuit ca
tocmai ,Cartezianul” a studiat partea durd a filosofiei, Logica, Dialectica,
dintr-o lucrare a unui filosof mexican! Acest detaliu constituie un detaliu
al argumentului nostru. fnanul 1612, Descartes afnceput studille de mate-
matica si astronomie, o parte a curriculei, dupa cum am mentionat. De
metafizica (Disputationes Metaphysicae a lui Suarez e prima lucrare pe care
a citit-o Descartes, conform propriei sale marturisiri) si eticd s-a ocupat
inanii 1613 si 1614. Cum vom vedea in continuare, aceasta lucrare a
lui Sudrez (anticipatd de sugestiile din Coimbra ale lui Pedro de Fonseca)
nu mai este deja un comentariu la Metdfizica lui Aristotel, ci este vorba
de primul text sistematic pe aceastd tema, care anticipeaza toate ontolo-
gille secolelor XVII si XVIII, cum ar fi cele ale lui Baumgarten, Leibniz sau
Wolff, si la care acestia au recurs Tn mod explicit.

In toate etapele ,argumentului cartezian® se pot observa influente ale
studiilor sale printre iezuiti. De la meditatia radicald a constiintei asupra
ei nsesi Tn ego cogito pind la ,salvarea” lumii empirice prin recursul la
Infinit (temd tratatd sub acest titlu in Disputatio 28 a operei mentiona-

[simte] cd aude, cel care merge [simte] cd merge, si la fel,
Tnfiecare formd de activitate, exista in noi ceva care simte (aisthanémenon)
ca desfasuram o activitate, care simte deci, daca simtim (aisthanémeth’)
casimtim (aisthanémetha) si daca gindim (noémen) ca gindim, [iar] a simti
ca simtim sau a simti cd gindim fnseamnd a simti cd existam, cdci a exis-
ta (elnai) este a simti sau a gindi*.”"

Este vorba de fenomenul ,autoconstiintei”, care trebuie definit, conform
lui Antonio Damasio, ca un ,sentiment” (feeling) legat neurologic de cen-
trii vorbirii. 2 In mod analog, din punctul sau de vedere, Augustin scri-
sese in De Trinitate (X, 10, n. 14): Vivere se tamen, et meminisse et
intelligere et velle et cogitare et scire et iudicare quis dubitet? Quando
quidem etiam si dubitat, vivit" si ,Nulla in his veris academicorum argu-
menta formido dicentium: quid, si falleris? Si enim fallor, sum® (De Tri-
nitate, XV, 12, n. 21).*

Din aceasta cauzd, Mersenne, dupd ce a citit Discursul lui Descartes,
si-a avertizat prietenul de asemanarea textului sau cu cel al lui Augustin
din De civitate Dei, cartea X, capitolul 26. Descartes i raspunde ca Augus-
tin ,a folosit textul cu un alt sens decit uzul pe care i l-am dat eu” (Gilson,
[951: 191).** Arnauld va avea aceeasi reactie, referindu-se la textul De
Trinitate mentionat deja. Ulterior, Descartes, in raspunsul sau la critici-
le aduse Meditatiilor, sugereaza inca un text-sursa.*® Prin urmare, se poate
afirma cd Descartes cu siguranta citise si se inspirase din Augustin, ceea
ce nu anuleaza noutatea si profunzimea argumentelor sale, care nu
doar ca vor respinge scepticismele, ci vor fonda subiectivitatea in ea nsasi.
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Aceastd intentie este cu totul absentd la Augustin, care o fonda in
Dumnezeu. La autorul din Cartagena nu apare niciodata o subiectivi-
tate solipsista. Aceastd noud fundamentare, intuitd in experienta onto-
logica dinanul 1619, fingd Rin, trebuie Tnscrisa insd in traditia augustiniana:
,Metoda lui Augustin este similard cu cea a lui Descartes. [...] Deoare-
ce [Descartes], intr-un mod matematic, decide sa porneascd de la
gindire, [si] deja nu va mai putea, intr-un mod metafizic, sd porneascd
de la o altd gindire care sd nu fie a sa. Dat fiind cd a decis sa meargd de
la gindire la obiect, nu va mai putea defini gindirea sa intr-un alt mod
decit prin continutul pe care gindirea il oferd intuitiei care 1l aprehen-
deaza [...] O metafizicd a distinctiei dintre corp si suflet gdsea n Augus-
tin un sprijin puternic [.... la fel ca si] in dovada existentei lui Dumnezeu
[... pe care] Sfintul Anselm considerase necesar sa 0 modifice si sa o sim-
plifice [... fiind] unica iesire care i se oferea lui Descartes*.*

Descartes considera in acel moment matematicile, adicd al treilea nivel
de abstractie la Francisco Suarez”, ca find prototipul folosirii ratiunii. Des-
coperea astfel o noud paradigma filosoficd, una cunoscuta in filosofia an -
terioard, dar care nu fusese folositd intr-un sens ontologic reductiv.
Metafizica ego-ului individual modern, paradigma constiintei solipsiste (ar
spune Karl-Otto Apel), Tsi incepea lunga sa istorie.

d. Ratio mathematica, rationalismul epistemic si subiectivitatea ca funda -
ment al dominatiei politice a corpurilor coloniale, de culoare, feminine
Din punct de vedere antropologic (adicd etic si politic), Descartes s-a
confruntat cu o aporie pe care nu o va putea solutiona niciodatd. Pe de
o parte, avea nevoie ca acel ego din ego cogito sd fie un suflet indepen-
dent de orice materialitate, de orice extensiune. Pentru Descartes, sufle-
tul eraun res, dar un ,lucru® spiritual, nemuritor, substantd separata de
corp: ,[...] Aminteles ca eul era o substanta (substance) a cdrei intreaga
esentd sau natura consta doar Tn a gindi, si 3, prin aceasta, nu avea nevo-
ie de niciun loc si nu depindea de niciun lucru material. Astfel cd acest
mine (moi) care e sufletul meu (dme), datoritd caruia sint ceea ce sint,
era cu totul distinct de corp, si era mai usor de cunoscut decit acesta“.*
Dupa publicarea in anul 1637 a Discursului si apoi a Meditatiilor, Arnauld
intelegea ca Descartes ,incerca prea mult*, dat find 3, afirmind pe
deplin substantialitatea independentd a ,sufletului® (res cogitans), i era
imposibil sa o uneascd apoi unui corp la fel de substantial (res extensa).
Regius, ntr-un mod mai clar, ardta ca singura solutie era o unitate acci-
dentald (per accidens) a sufletului si corpului.

I acest caz, Descartes trebuia s3 afirme substantialitatea sufletului pen-
tru a prezenta, Tn fata scepticilor, toate garantiile suficiente despre po-
sibilitatea unei mathesis universale, a unei certitudini fard indoiald. Dar,
pentru a putea integra problema senzatiilor, imaginatiei si pasiunilor, el
trebuia sa defineasca modul in care corpul (o masind aproape perfecta,
care constd doar In cantitate) ar putea sa fie prezent in suflet. Pe finga
aceasta, dupa ce se asigurase de existenta lui Dumnezeu (prin demon -
stratia anselmiana a priori), trebuia acum ca sufletul sa poata accede la
0 ,lume exterioard”, fizica, reald. Corpul era medierea necesara.
Astfel a cdzut ntr-un cerc vicios: pentru a se deschide unei lumi exte-
rioare era nevoie de presupozitia unei uniuni dintre corp si suflet; dar
uniunea corpului si sufletului se baza pe ipoteza unei lumi exterioare fata
de care ne deschidem prin simturi, imaginatie si prin pasiunile care au
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fost puse sub semnul intrebdrii de cogito. Gilson mentioneaza ca, ,din
momentul in care Descartes se decide sa uneascd sufletul si corpul, fi
va fi dificil sd le distingd. Dat fiind ca nu va putea sd le gindeascd decit
ca doud, trebuie totusi sd le simtd ca unu®.® lar atunci cind concepe cor-
pul ca 0 masind fara calitate (doar cantitativd: obiect al matematicii, al
mecanicii), lui Descartes i se complicd ipoteza, din cauza a doua obiectii.
Prima este: cum poate comunica o masind fizicd cu o substanta imate-
riald? Ipoteza ,spiritelor animale” (transportate de singe), care s-ar uni
in ,glanda pineald“ cu corpul, nu era convingdtoare. A doua obiectie este
urmatoarea: cum pot pasiunile sd miste sau sd retind actul cognitiv al sufle-
tului? Oricit de mult ar incerca, Descartes nu poate arata niciodata ca
pasiunile, legate de corp, se conecteaza cu sufletul si cu actul sdu cogni-
tiv prin miscare. Pe fingd aceasta, doarece corpul este doar o masind
cantitativd, iar pasiunile vor avea nevoie de un organism calitativ, ele rdmin
intr-o zond de ambiguitate totala.

Aceasta masind purd nu-si va da seama nici de culoarea pielii sale, nici
de rasa (evident, Descartes gindeste doar din interiorul rasei albe) si n
maod clar nici de sex (la fel, gindeste doar din perspectiva sexului mas-
culin). Acesta este corpul unui european (nu schiteaza si nici nu se refera
la un corp colonial sau al unui amerindian, al unui sclav african sau al unui
asiatic). Indeterminarea cantitativa a intregii calitdti va fi, de asemenea,
inceputul tuturor abstractiilor iluzorii ale ,punctului zero*' al subiecti-
vitatii filosofice moderne si al constituirii corpului ca marfa cuantificabila
cu un pret (cum se Intimpla in sistemul sclavagist si in sistemul de sala-
rizare, in capitalism).

2. Criza ,,fostei paradigme** si primii filosofi moderni.

Ego conquiro: Ginés de Sepulveda

Cu toate acestea, Tnainte de Descartes existase deja ntreg secolul XVI,
pe care filosofia moderna central-europeana si nord-americand a pre-
tins cd nu-I cunoaste, pind n prezent. De fapt, modul cel mai direct de
fundamentare a practicilor de dominare coloniald transoceanica — colo-
nialitatea ce se naste odata cu Modernitatea, fiind prin aceasta o nou-
tate Tn istoria mondiald — constd in demonstrarea faptului cd o culturd
dominanta i ofera beneficiile civilizatiei unei culturi maiinapoiate (,,inabi-
litate” pe care Sepuliveda o va numi'in latind tarditate, raminere n urma,
iar Kant unmdindigkeit, imaturitate™).

Acest argument, care se gaseste la baza Intregii filosofil moderne (din se-
colul XV pina in secolul XXI), e prezentat pentru prima datd in mod strdlu-
cit si cu ecouri ulterioare de Ginés de Sepulveda (m. 1573, elev al
filosofului renascentist P Pomponazzi, 1462—1524), in dezbaterea din
Valladolid din anul 1550, care a fost promovatd de Carol al V-lea
(1500—1558) dupa maniera calfilor islamici, pentru ,a-si linisti constiin -

ta". Era vorba de o dezbatere ,atlanticd” (nu mai era o disputd ,medite-
raneand" Tntre crestini si ,saraceni”), unde miza era intelegera statutului
ontologic al ,indienilor®, niste ,barbari* diferiti de cei din Grecia, China
sau lumea musulmana. Montaigne®, cu un profund simt critic, i-a defi-
nit drept canibali (sau caribes*), adica cei pe care ,putem sé-i numim bar-
bari in comparatie cu regulile noastre rationale*.* Sepulveda scrie:

Se va considera mereu cd este just si conform normelor de drept

natural ca aceste neamuri [barbare] sa se supuna imperiului princi-

patelor si natiunilor mai culte si umane, pentru ca prin virtutile

acestora si prin prudenta legilor acestora sa renunte la barbarie si
sa treacd la o viatd mai umana si la cultul virtutii.*
E o recitire din Aristotel, filosoful grec al sclaviei din Mediterana orien-
tald, situatd acum la orizontul Oceanului Atlantic. Adicd, o recitire cu sem-
nificatie mondiala:
Si daca ei resping imperiul, acesta se poate impune prin intermediul
armelor si un asemenea razboi va fi unul just, conform dreptului natu-
ral [...] in concluzie: este just, convenient si conform legii naturale
ca barbatii cinstiti, inteligenti, virtuosi si umani sa fi domine pe toti
cei care nu au aceste calitati.”
Acest argument tautologic, care pomeste de la superioritatea propriei cul-
turi pentru simplul fapt ¢ este cuttura proprie, se vaimpune in toata Mo-
dernitatea. Se declard lipsit de umanitate continutul aftor cutturi pentru
simplul fapt cd sint diferite de cultura proprie, ca Aristotel, care declara’in
Politica, cd asiaticii si europenii sint barbari pentru ca ,umani” erau doar
yJocuttorii oraselor [elene]”. Cel mai grav element din acest argument filo-
sofic este cd legitimeaza razboiul just impotriva indigenilor,
intrucit acestia Impiedica ,.cucerirea”, care n viziunea lui
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politica prin care puterea rezidd in institutii coloniale; impunerea unei
religii strdine Tn mod dogmatic etc.

fnainte de Septilveda, profesorul John Major (1469—1550), un scotian
la Paris, afirmase Tn lucrarea Comentario a las Sentencias, din 1510, refe-
rindu-se la amerindieni: ,acel popor trdieste ca o bestie (bestidliter) [...]
si prin urmare primul care i va cuceri va domni in mod just asupra lor,
pentru cd prin natura lor sint sclavi (quia natura sunt servi)“.

In cele din urm, ntregul argument se fundamenta din punct de vede-
re politic in dreptul pe care 1l avea regele Spaniei pentru exersarea res-
pectivei dominatii coloniale. in cartea |, titlul I, legea | din Recopilacién
de las Leyes de los Reynos de las Indias (Legile Indiilor, 1681) se poate citi:
,Dumnezeu, stapinul nostru, prin infinita sa mizericordie si bunatate, a
binevoit a ne da, fard meritul nostru, o parte atft de mare in Regatul aces-
tei lumi[...]* Aceastd concesiune, oferita prin bula Inter caetera din anul
1493 semnatd de papa, functiona ca justificare politica (sau religioasd),
dar nu si filosofica. De aceea, argumentul lui Sepllveda era necesar si
complementar.

Exista un ultim argument pe care doresc sa-| mentionez, si

Ginés era ,violenta" necesara ce trebuia sa fie exercitata
pentru ca barbarul sd se civilizeze. Dacd acesta ar fi civili-
zat, nu ar maifi nevoie de razboiul just:
Cind paginii sint doar pagini[...] nu exista o cauza justa
pentru a-i pedepsi, nici pentru a-i ataca cu armele: incft,
daca in Lumea Noua ar exista popoare culte, civili-
zate si umane care sa nu adore idolii, ci pe adevara-
tul Dumnezeu [...] razboiul ar fi ilicit.*
Cauza razboiului just nu este faptul cd ei sint pagini, ci fap-
tul cd nu sint civilizati. Astfel, cutturile imperiului aztec, cul-

acesta este urmdtorul: ,A doua cauza este dezvdluirea
imaturitatilor ticdloase [...] si salvarea de la grave injurii a
multor inocenti muritori, pe care acesti barbari fi jertfeau
in fiecare an”.** Razboiul era justificat prin salvarea victime-
lor umane oferite divinitatilor, cain Mexic. Vom vedea sur-
prinzatorul raspuns al lui Bartolomé de Las Casas.

3. Prima filosofie metafizica moderna timpurie:
Francisco Suarez
Invazia moderna a Americii si expansiunea Europei in

turile maya sau inca nu constituiau pentru Sepulveda o
mostra a unui Tnalt grad de civilizatie. lar, pe de altd parte, ideea de a
gasi un alt popor care sal adore ,pe Dumnezeul adevarat* (european,
crestin) era’in sine o conditie absurda. De aceea a fost justificat in mod
tautologic rdzboiul de cucerire a popoarelor ,inapoiate”, printr-un
argument care include mereu ,sofismul dezvoltarii*:
Dar uite it de mult se nsala ei si ¢it de mult ma diferentiez eu de
aceasta opinie, vazind contrarul in aceste institutii [aztece sau incase],
o dovada a barbariei brutale si a servitutii Tnndscute a acestor
oameni [...] Au [In mod cert] o modalitate institutionala de repu-
blica, dar nimeni nu poseda vreun drept bun propriu®, nicio casd,
niciun teren de care sa dispuna si pe care sa-I lase prin testament
mostenitorilor sai [...] sint supusi vointei si capriciului [stapinilor], si
nu libertatii [...]. Toate acestea [...] sint un semn clar al sufletului de
sclav supus al acestor barbari.”
Sepulveda concluzioneaza n mod cinic, ardtind cd europenii fi educa
pe indigenin ,virtute, umanitate si adevdrata religie, [care] sint mai valo-
roase decft aurul si argintul®' pe care europenii le extrageau cu brutali-
tate din minele americane.
Odata ce era dovedita justitia expansiunii europene ca opera de civili-
zare, de emancipare din barbaria in care erau scufundati indigenii, toa-
te celelalte elemente se justificd: cucerirea prin folosirea armelor;
expolierea rezervelor mentionate de aur si argint; declararea amerin-
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dienilor ca ,umani“ in abstract, insa nu si a culturilor lor; o organizare

partea occidentald a Atlanticului au produs o crizd n
vechea paradigma filosofica, dar fara a formula inca o noud paradigma
in totdlitate — asa cum va incerca René Descartes, pornind de la pos-
tulate dezvoltate in secolul XVI. Trebuie s mentiondm cd productia filo-
soficd a secolului XVI'in Spania si Portugalia era legatd de evenimentele
atlantice si deschiderea Europei spre lume. Peninsula Iberica era teri-
toriul european care trdia efervescenta neasteptatelor descoperiri. I
Spania ajungeau in permanenta informatii din provinciile de peste ocea-
ne, din America Latind si Filipine; iar in Portugalia, din Brazilia, Africa si
Asia. Profesorii universitari de filosofie din Salamanca, Valladolid, Coim-
bra sau Braga (care functionau ca un singur sistem universitar din anul
I581, prin unirea Portugaliei si Spaniei) aveau studenti care veneau din
aceste teritorii sau se indreptau spre ele, iar subiectele legate de aces-
te lumi le erau familiare si tulburatoare. Nicio universitate europeand
de la nord de Pirinei nu avea o asemenea experientd mondiald. Asa-numi-
ta ,a doua scolasticd“ nu a fost doar o simpld repetitie a unor idei afir-
mate deja Tn Evul Mediu latin. Iruptia in universitdti a unui ordin religios
absolut modern, iezuitii — nu doar fiindca era influentat de Modernita-
te, ci mai ales pentru ca era una dintre cauzele intrinsece ale acesteia®
—, va impulsiona primii pasi ai unei filosofii moderne in Europa.

O istorie a filosofiei latinoamericane trebuie sa se intereseze de gindi-
rea filosoficd a noului ordin modern al iezuitilor; fondat in anul 1539, ajuns
in Braziliain 1549 sitn Perun 1566, dind cucerirea (la conquista) si orga-
nizarea institutionald coloniala a Americii Latine se instalasera definitiv.
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lezuitii nu mai puneau, deja, sub semnul intrebarii ordinea stabilita. Din

contrd, s-au ocupat de cele doud rase ,pure” ale continentului: creolii

(descendenti ai spaniolilor nascuti in America) si popoarele originare de

amerindieni. Rasele, cum a demonstrat Anibal Quijano, erau modalita-

tea curentd de clasificare sociald in Modernitatea timpurie. Metisul si afri-

canul nu aveau aceeasi demnitate. De aceea, in colegiile si domeniile

iezuite existau sclavi africani care lucrau pentru a se obtine profituri ce

puteau fi apoi investite in misiunile din America Latina.

In ceea ce priveste Peninsula Iberica, a avut loc o dezvoltare simuttana
a filosofiei, dat fiind ca, in realitate, America coloniald iberica si Spania
si Portugalia metropolitane formau o lume filosofica a influentelor conti-

nue si reciproce. Sa ne apropiem de citiva maestri ai filosofiei din prima
Modernitate timpurie, care vor deschide drumul celei de-a doua Mo-

dernitati timpurii (cea din Amsterdam, a lui Descartes si Spinoza, aces-

ta din urmd evreu spaniol sau sefard, inclusiv prin pregatirea filosofica).

Nu putem sa nu Il mentiondm pe Pedro de Fonseca (1528—1597), crea-

tor n Portugalia al ,scolasticii baroce” (1550—1660).> Din 1548 pina
in 1551 astudiat in Coimbra, unde a inceput sa predea din anul 1552.

Comentariile la Metdfizica lui Aristotel (1577)> constituie lucrarea sa cea
mai cunoscutd. Scrierile sale au fost publicate in mai multe editii (comen-

tariul sdu la Metdfizica a ajuns la 36 de editii) la Lyon, Coimbra, Lisabo -
na, Kéln, Venetia, Mainz si Strasbourg. Chiar daca nu a fost doar rezultatul

interventiei personale a lui Fonseca, el e cel care a format echipa de iezutti

(intre ei Marcos Jorge, Cipriano Soares, Pedro Gomes, Manuel de Géis

si altii) care si-a propus sa modifice Tn totalitate modul de expunere a
filosofiei, printr-o variantd mai pedagogicd, profunda si modernd, una
care incorpora descoperirile recente, critica metodele vechi si inova toate

domeniile. Editarea acestui curs anceput in 1592. Au rezultat opt volu-

me publicate pind n 1606, cu titlul de Commentarii Collegii Conimbri-

censis, text necesar pentru elevii si profesorii de filosofie din toata Europa
(Descartes si Leibniz, de exemplu, au laudat consistenta acestui curs).

Descartes propune, in faimoasa sa lucrare, o meditatie referitoare la me-

todd. Aceasta era tema preferatd a filosofilor din Coimbra din secolul XVI®,

care se inspirau din problematica deschisa, printre altii, de Rodolphus

Agricola (1442—1485), care 1l va influenta pe Petrus Ramus n tratate-

le despre Dialecticd, adica domeniul in care se studia metoda. Luis Vives

(1492—1540) va fi, de asemenea, un alt ginditor influent in problema
metodei. Insusi Fonseca, Tn cunoscuta sa lucrare Institutii dialectice

(1564)7, identificd ,metoda” ca fiind ,arta de a rationa despre orice int -
rebare probabild“. Dupd noi precizari, Fonseca spune ca ,ordinea

metodica are trei obiective: solutionarea problemelor; revelarea a ceea

ce este necunoscut si clarificarea a ceea ce este confuz*®, dind ca exem-

plu metoda matematicd, ceea ce-I va duce la un ,esentialism topico-

metafizic* sui-generis, care intr-un anumit mod anticipeazd metoda
carteziana.

In ceea ce-l priveste, Francisco Suarez (1548—1617), din acelasi ordin

religios si cu acelasi impuls al renovérii, e cel care a desavirsit opera pre-

decesorilor sai. Din anul 1570, a fost profesor in Salamanca, Coimbra
si Roma. Ale sale Disputationes Metaphysicae (1597) pot fi considera-

te prima ontologie modernd. El a ldsat deoparte modul de expunere

al Comentariilor lui Aristotel si pentru prima datd a prezentat o carte siste-

maticd, ce va marca toate ontologile ulterioare (putem vorbi de Baum-
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garten, Wolff —si prin ei de Kant si Leibniz; dar Tn plus va influenta onto-
logiile lui Schopenhauer, Heidegger si Zubiri). Sudrez a avut un spirit inde-
pendent exemplar; s-a folosit de maestrii filosofiei, dar niciodatd nu a
depins de niciunul dintre ei. Dupa Aristotel si Toma de Aquino, Duns
Scotus a fost cel care I-a inspirat cel mai mult. Opera sa are o ordine
sistematicd. In primele 21 de Dispute se ocupa de ontologia generals.
De la numarul 28 intrd in chestiunea ,Fiintei Infinite* si a , fiintei finite®.
Disputationes Metaphysicae™ au avut |9 editii din 1597 pindin 1751,
opt dintre ele in Germania, unde au Tnlocuit timp de un secol si jumdta-
te manualele lui Melanchton.

Datorita posibilei sale influente asupra lui René Descartes si originalitatii
sale, ar trebui mentionat Francisco Sanchez (1551-1623), ginditor
portughez care a scris lucrarea inovatoare Quod nihil scitur (Ca nimic nu
e stiut), aparuta in Lyonn 1581, reeditata la Frankfurtin 1628 —din care
Descartes a preluat, probabil, anumite idei fn opera sa fundamentala.
Sanchez fsi propunea sd ajunga prin indoiald la o certitudine fundamen-
tald. Stiinta fundamentald este cea care poate dovedi ca nihil scimus (nu
stim nimic): ,Quod magis cogito, magis dubito* (cu ¢t gindesc mai mult,
mai mult ma indoiesc). Dezvoltarea ulterioard a unei asemenea stiinte
trebuia sd fie, in primul rind, Methodus sciende (metoda cunoasterii);
ulterior, Examen rerum (observarea lucrurilor) si, in al treilea rind, De
essentia rerum (esenta lucrurilor). De aceea, desi ,scientia est rei per-
fecta cognitio” (stiinta este cunoasterea perfecta a lucrurilor), in realita-
te ea nu e desavirsita niciodata.

Tn acelasi mod, Gémez Pereira, evreu sefard convertit, medic si filosof
cunoscut care s-a nascut in Medina del Campo si a studiat in Salaman-
ca, a scris o lucrare stiintifica autobiografica (ca Discursul asupra meto-
dei), cu straniul titlu: Antoniana Margarita, opus nempe physicis, medicis
ac theologis. . in aceasta se poate citi, dupa ce autorul pune la indoiald
toate certitudinile, precum nominalistii: ,Nosco me aliquid noscere, et
quidquid noscit est, ergo ego sum*“ (Stiu cd stiu ceva, si daca e posibil
sd fiu capabil de a sti ceva, atunci eu exist).®

I ambianta filosoficd a secolului XVI, un anumit scepticism fata de
,cele vechi* a deschis portile pentru noua paradigma filosoficd a Moder-
nitdtii din secolul XVII. Influenta acestor autori din Sud n Europa Cen-
trald si in Tarile de Jos a fost determinanta la inceputul secolului XVII.
Ei sint cei care au rupt structura vechii paradigme (arabo-latine a Evu-
lui Mediu).

4. Primul discurs antifilosofic al modernitatii timpurii.
Critica Europei, imperiul-lume:

Bartolomé de Las Casas (1514-1566)

Desi precedd ginditorilor mentionati, am lasat la urma pozitia filosofica
alui Bartolomé de Las Casas (1484—1566), pentru a ardta cu o mai mare
claritate diferenta sa fatd de celelalte pozitii. Bartolomé este primul cri-
tic frontal al Modernitdtii, la doua decenii dupd nasterea acesteia. Origi-
nalitatea sa nu rezida insd in opere de Logicd sau Metdfizicd, ciln Eticd,
Politicd si Istorie.

Totul incepe intr-o duminica de noiembrie 1511, dind Antén de Mon-
tesinos si Pedro de Cérdoba au lansat n orasul Santo Domingo prima
criticd Tmpotriva colonialismului inaugurat de Modernitate. Pornind de
la texte semite (din Isaia si din Evanghelia dupd loan 1, 23), ei au excla-

mat: ,Ego vox clamantis in deserto [...] Eu sint o voce [... ]Tn desertul
acestei insule [...] toti va aflati ntr-un pdcat mortal, si in el trditi si
muriti, din cauza cruzimii si tiraniei pe care o aplicati asupra acestor vic-
time inocente” (Las Casas, |957-II: 176).°" Este un ego clamo de acu-
zare, care criticd noua ordine stabilita; un eu critic fatd de un ego conquiro
originar al Modernitatii:

Nu sint persoane [amerindienii]? Nu au suflete rationale? Nu sin-

teti obligati sa-i iubiti ca pe voiinsiva? [...] Cum de vd aflati intr-un

somn atit de profund si de letargic? (Las Casas, 1957-II: 176)
Toatd Modernitatea, timp de cinci secole, va ramine in aceasta stare de
Lletargie” a constiintei etice si politice, ca si cum aceasta ar fi ,adormita“,
fard ,sensibilitate“®? fatd de durerea lumii periferice din Sud.
T strinsa legiturd cu aceastd interventie critici din Santo Domingo, trei
ani mai tirziu, in 1514, de data astaTn Cuba, in satul Sancti Spiritus, la trei
ani dupd ce Luther si afisase tezele in Erfurt si dupd ce Machiavelli publi-
case Principele, Bartolomé de Las Casas intelegea cu claritate sensul
acestei critici. Cind Europa nu se trezise nca din socul pe

Verso

nedrept si tiranic tot ceea ce se savirsea cu amerindienii din aces-
te Indii. (Las Casas, 1957-I1: 356)
Acest filosof al modernitatii timpurii adduga:
Ca o confirmare a tuturor celor care i se pareau favorabile n lec-
turile mele si a celor pe care obisnuia sa le spuna si s le afirme, din
primul moment n care a inceput s respinga intunericul ignorantei,
nu a mai citit nicio carte Tn latind sau un rationament sau o parere
ntemeiatd care dovedea si corobora justitia acestor amerindieni, pen-
tru a condamna nedreptatile pe care le-au suferit, rautdtile si pre-
judiciile. (Las Casas, 1957-Ill: 357)
Din 1514 pind in 1523 va cdlatori in Spania, se va intilni cu Cisneros
(administrator al regatului), cu regele, va pregati intemeierea unei co-
munitati pacifice de tarani spanioli care trebuiau sa Tmparta viata cu ame-
rindienii in Cumana (primul proiect de colonizare pacificd). Planul se va
lovi de esec si Las Casas se va retrage n Santo Domingo.** Noua etapd
(1523—1539) vafi alcatuita din lungi ani de studiu, inceperea’n anul 1527
aIstoriei Indiiilor, carte care trebuie cititd din perspectiva unei

care i-I produsese descoperirea (pentru ea) unei intregi
Lumi Noi, Bartolomé initia deja critica sa asupra efectelor
negative ale acestui proces civilizator modern.

Tntr-un stil strict filosofic, argumentativ, Bartolomé: a)
contesta pretentia de superioritate a cufturii occidentale,
din care se deduce barbaria culturilor indigene; b) prin-
tr-o pozitie filosoficd cu totul creativa, stabileste diferenta
clard dintre (b ') faptul de a-i oferi Celuilalt (amerindianu-
lui) pretentia de universalism a adevarului sdu si (b2) fard
alnceta sd afirme, ’n mod onest, posibilitatea validitatii uni-
versale a propunerii sale in favoarea Evangheliei; si, in cele

noi filosofii a istoriei, si a monumentalei Istorii apologetice
a Indiilor, unde descrie dezvoltarea exemplara si viata
eticd a civilizatiilor amerindiene, Impotriva criticilor referi-
toare la barbaria acestora:

S-a scris ¢ nu erau popoare cu ratiune pentru a se guver-
na singure, fara politici umane si republici ordonate [...] Pen-
tru a demonstra neadevarul acestor lucruri, se reproduc
si se copiaza in aceastd carte [numeroase exemple]. In ceea
ce priveste politica, spun eu, nu doar cd s-au dovedit a fi
popoare foarte prudente si cu o ntelegere vie si remar-
cabild a republicilor lor [...] guvernate cu prudentd, dota-

din urma, ¢) demonstreaza falsitatea ultimului argument
posibil de fundamentare a violentei cuceririi, la conquista: salvarea vic-
timelor de sacrificii umane, datorita faptului cd ar fi impotriva dreptului
natural si ar fi nedrepte, indiferent din ce punct de vedere s-ar anali-
za. Totul este argumentat Tn opere voluminoase scrise in mijlocul unor
permanente lupte politice, din perspectiva unui praxis curajos. Esecu-
rile nu vor anula vointa sa de a sluji locuitorilor din Lumea Noua, re-
cent descoperiti si tratati nedrept: Celdlattul unei Modernitati care abia se
infiripa.
Viata lui Las Casas se poate Tmparti in diverse etape care permit desco-
perirea evolutiei sale teoretice si filosofice, din momentulin care a ajuns
in Caraibe, pind in ziua rupturii cu stilul de viatd in complicitate cu cu-
ceritorii (1502—1514). De la tindr soldat al lui Veldzquez in Cuba, la preot
catolic (numit ’n Roman anul 1510) si preot responsabil de Sancti Spi-
ritus, pind in aprilie 1514, dind citeste textul lui Ben Sira (34, 20-22),
ntr-o celebrare liturgica solicitatd de guvernatorul Veldsquez, text care
afirma: , A oferi spre sacrificare ceea ce s-a furat de la sdraci fnseamna
a sacrifica fiul in prezenta tatdlui. Viata saracului se reduce la piinea Iui,
iar cine i ia plinea Infaptuieste un asasinat. A-i sustrage alimentul
Tnseamna sa-I omori pe sarac, sa-| privezi de salariul datorat este varsa-
re de singe”.®® lar in textul sdu autobiografic Bartolomé scrie:
Alnceput sd considere mizeria si inrobirea pe care le sufereau acele
popoare [amerindienii]. [...] Aplicind [textul semitic] la celdlalt [rea-
litatea din Caraibe] a demonstrat, convins de adevar, ca este

te, sin care justitia prospera [....] (Las Casas, 1957-ll: 3-4)
I alt loc, Bartolomé scrie:
Toate aceste universuri si popoare infinite, de orice gen, Dumne-
zeu le-a creat ca fiind cele mai simple, fard rdutate, fara duplicitate,
foarte supuse si fidele stapinilor lor naturali, fara ranchiung, fara agi-
tatia care e in lume. (Las Casas, 1957-V: 136)
Astfel dovedeste ca Tn multe cazuri ei erau superiori europenilor, mai
ales din punct de vedere etic, respectind in mod strict propriile lor valori.
De aceea, ei nu pot suporta — si izbucnesc cu furie imensa — brutali-
tatea violenta cu care modernii europeni au distrus aceste ,popoare
infinite”:
Cei care au trecut pe acolo si care se numesc crestini [dar nu sint
prin faptele lor] in general au extirpat si au sters de pe fata pamin-
tului acele natiuni demne de compasiune in doud feluri. Mai intfi prin
razboaiele nedrepte, crude si singeroase. Apoi, dupa ce au murit
toti cei care puteau tinji, suspina, gindi in libertate®, toti cei care puteau
scapa de chinurile suferite, precum toti stapinii naturali si barbatii (pen-
tru ca de obicei rdzboaiele nu lasa cu viata decit tinerii si femeile),
au fost supusi oprimarii prin cea mai durd, oribild si aspra servitu-
te, pe care nu au mai suferit-o nici oamenii, nici bestiile. (Las Casas,
1957-V: 137)
in 1537 — un secol inainte de Discursul despre metodd al lui Descartes®
— Las Casas a scris in latind De unico modo (Singura cale de a atrage toate
neamurile spre adevdrata religie), cu care a initiat predicarea pacificd intre
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popoarele indigene care vor primi numele de Vera Paz in Guatemala.
Ceea ce atrage atentia cel mai mult din fragmentul de carte care a ajuns
pind la noi (doar capitolele de la cinci la sapte)®’ sint forta teoretica a scrii-
torului, entuziasmul pentru temd, enorma bibliografie care era disponi-
bila in orasul La Ciudad de Guatemala din acel moment. Este o lucrare
intelectuald impresionanta. Cu precizie logica, cu o cunoastere incredi-
bild a textelor semite, a traditiei grecesti si latine a Parintilor Bisericii si a
filosofiei latine medievale, cu un sens imperturbabil al distinctiilor, Las
Casas epuizeaza argumentele cu o cantitate abundentd de citate, pe care
si un scriitor prolix de azi le-ar invidia.
Bartolomé avea 53 de ani, o populatie de cuceritori impotriva sa si o
lume indigend maya pe care nu o cunostea in mod concret, dar pe care
o respecta ca find egald. E un manifest de filosofie interculturala, de paci-
fism politic, o critica certd si anticipata a tuturor ,rdzboaielor juste”
(cum ar fi cel justificat de John Locke) ale Modernitatii (de la cucerirea
Americii Latine, care se prelungeste dupa cucerirea puritana a Noii Anglii,
a Africii si Asiei, la razboaiele coloniale si pind la razboiul din Golful Per-
sic, din Afganistan sau din Irak n zilele noastre). Ar fi util ca guvernato-
rii europeni si nord-americani sa reciteascd aceastd lucrare semnificativa,
scrisd tocmai Tn momentul originii critice a gindirii moderne.
Argumentul central este formulat astfel, din punct de vedere filosofic:
Tntelegerea cunoaste prin vointd atunci cind ceea ce cunoaste nu
isi manifesta imediat adevarul, find necesara o argumentare ante-
ricard pentru a putea accepta cd in cazul respectiv este vorba de
un lucru adevdrat [...] se trece astfel de la un lucru cunoscut la unul
necunoscut prin discursul ratiunii. (Las Casas, 1942: 81)
Aaccepta ca adevar ceea ce afirma Celdlalt echivaleaza cu un act prac-
tic, un act de incredere n Celdlaltul care pretinde ca spune adevarul, iar
acest lucru se produce n virtutea faptului ca ,intelectul este fundamen-
tul actului uman care contine radacina libertatii [...]. De fapt, ntreaga
ratiune a libertdtii depinde de modul de a fi al cunoasterii, pentru cd inte-
lectul intelege n mdsura in care vointa vrea“ (Las Casas, 1942: 82). Anti-
cipind cu secole etica discursului, Las Casas recomanda ,studierea
naturii si a principiilor retoricii“ (Las Casas, 1942: 94). Adica, unicul mod
de a atrage membrii unei culturi straine catre o doctrind necunoscuta
pentru ei este aplicarea artei convingerii (,intr-un mod persuasiv, prin
intermediul rationamentului in ceea ce priveste intelectul, si care sd fie
n acelasi timp usor atractiv pentru vointa“) (Las Casas, 1942: 303—304).
A atrage libera vointd a ascultdtorului pentru ca acesta, fard sd fie con-
strins, sd poatd accepta justificrile rationale. Este evident ca infricosarea,
pedepsirea, folosirea armelor si razboiul sint mijloacele cele mai nepo-
trivite pentru posibila acceptare a unei asemenea argumentari.
Bartolomé era convins cd impunerea unei teorii asupra Celuilalt prin
folosirea violentei, prin arme, era doar expansiunea unui ,Acelasi“ va -
zut ca ,acelasi®. Era includerea dialectica a Celuilalt intr-o lume stranie
in care apdrea ca un instrument, ca alienat.*®

Miscarea violentd de extindere a Modernitdtii
Legenda schemei: |. Lumea indigena. Il. Lumea europeand moderna.
A. Orizont ontologic european. B. Orizont al includerii Celuilalt in
proiectul Imperiului-lume colonial modern. |. Act violent al extin-
derii moderne (cucerirea, la conquista, care pozitioneaza lumea indi-
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gend ca un tot, un objectum dominatum).®® 2. Act de dominare a

modernului asupra lumii periferice.
Dimpotrivd, Las Casas fsi propune un dublu act de incredere: a) in Celdlalt
ca celdlalt (deoarece daca nu se acceptd demnitatea egald a Celuilalt si,
dimpotrivd, acesta este interpelat, interogat, nu exista posibilitatea unui
acord etic rational) si b) in posibilitatea acceptarii de catre Celdlalt a propu-
nerii unei noi doctrine, ceea ce necesita si din partea Celuilalt un act de
credintd. Pentru aceasta este necesar ca celdlalt sa fie liber; sa accepte
prin vointa sa argumentele care i se propun.

Actul de incredere in cuvintul Celuilalt, ca act de responsabilitate fatd de
Celdlalt
Legenda schemei: Initial: |. Lumea crestina (Las Casas). II. Lumea indi-
gend. A. Orizont ontologic al crestinului. B. Alteritatea Celuilalt. |.
Interpelarea Celuilalt pentru justitie (a indigenului). 2. increderea Iui
Bartolomé in cuvintul acestuia (revelarea culturii sale diferite). nal
doilea rind, daca se inverseaza acum situatia, | ar fi lumea indigend
si | interpelarea argumentatd de Bartolomé de Las Casas. Aceastd
interpelare trebuia sa fie urmata de o argumentare ale cdrei justifi -
cdri, printr-o ,amabild motiune a vointei*”’, ar permite Celuilalt (indi-
genului, sdgeata 2) acceptarea propunerilor facute de cei care nu
foloseau armele pentru propagarea crestinismului (Bartolomé de
Las Casas).
Dupa ce a practicat in Vera Paz metoda pacifica de indoctrinare a po-
pulatiei maya, Las Casas merge in Spania, unde, dupa multe eforturi,
reuseste promulgarea Noilor legi din anul 1542, care vor suprima trep-
tat institutia proprietatii coloniale, ,encomienda®, din toate teritoriile Ame-
ricii Latine. In aceasts perioadd i apar multe lucrari argumentative n
apararea amerindienilor;, Celdlattul Modernitatii. Este numit episcop n
Chiapas, dar va trebui sa renunte ulterior din cauza violentei cucerito-
rilor (care se exersa nu doar impotriva populatiei maya, ci in egala masurd
si impotriva episcopului).
Tncep?nd din 1547 se va instala Tn Spania, desi va mai traversa de mai
multe ori Oceanul. Acum va redacta cea mai mare parte a lucrdrilor sale
de maturitate. in 1550 polemizeaza cu Ginés de Sepulveda in Valladolid:
aceasta este prima dezbatere publicd, in mod esentidl filosoficd, a Moder-
nitdtii. Eterna intrebare adresata Modermnitatii va fi: ce drept are Euro-
pa de a domina colonial Indiile? Odata rezolvatd aceasta problema (pe
care Las Casas o respinge convingdtor din punct de vedere filosofic, dar
a carei refutare va esua fn praxisul colonial modern al monarhiilor ab-
solutiste si al sistemului capitalist ca sistem-lume), Modernitatea nu-si va
mai pune niciodatd intrebari existentiale sau filosofice referitoare la
acest drept de a domina periferia, pind in prezent. Dimpotrivd, acest drept
de dominare se va impune ca un fapt natural si va constitui baza intre-
gii filosofii moderne. Filosofia moderna ulterioard, dupd secolul XVI, se
va dezvolta avind ca premisa evidentd si in acelasi timp ocultata lipsa ne-
cesitatii rationale (deoarece este imposibild si irationald) de funda -
mentare etica si politicd a expansiunii europene. Acesta nu impiedica
impunerea respectivei dominatii ca un fapt incontestabil, construind un
sistem mondial bazat pe continua exploatare a periferiei. Prima filoso-
fie modernd a Modernitdtii timpurii avea incd o constiinta tulburata de
injustitia comisa si a respins legitimitatea acesteia.

De aceea dorim sd revenim la doua argumente rationale care dove-
desc injustitia expansiunii coloniale a Modernitatii. Respingind ideea ca
falsitatea idolilor poate fi o cauza a razboiului de exterminare, Las Casas
argumenteaza astfel:
Dat fiind ca ei [amerindienii] sustin ca [...], adorind idolii lor; 1l adord
pe Dumnezeul cel adevdrat [...] siin ciuda ipotezei ¢ ei au o consti-
intd gresitd, pind cind adevdratul Dumnezeu nu le va fi predicat cu
argumente mai bune, mai credibile si mai convingdtoare, mai ales cu
exemplele comportamentului crestin, ei sint obligati, fara nicio n-
doiald, sd apere cultul divinitdtilor si religiei lor si sd iasa cu fortele lor
armate Tmpotriva tuturor celor care incearcd s le interzica cuttul lor
[...]; astfel sint obligati sa lupte impotriva acestora, sd-i omoare, sd-i cap-
tureze si sd exercite toate drepturile care sint corolarul unui rdzboi just,
conform dreptului popoarelor. (Las Casas, 1989: 168)
Acest text evidentiaza mai multe niveluri filosofice care trebuie analiza-
te. Faptul esential este cd admite valoarea de adevar universal a viziu-
niiamerindiene (deoarece, din perspectiva lor; ei l ,adord
pe adevdratul Dumnezeu®). Asta nu Tnseamna ca Las
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rior cd ,am avut si am dovedit multe argumente pe care, inainte de mine,
nimeni niciodatd nu a indrdznit sd le atingd sau sd le scrie, si unul dintre
ele a fost sd nu ma impotrivesc nici legii, nici ratiunii naturale [...] de a
oferi spre sacrificare oameni unui Dumnezeu, fals sau adevarat (avin-
du-I pe cel fals drept adevarat)* (Las Casas, 1957-V: 471). Prin aceas-
ta, el trage concluzia ca justificarea cuceririi prin salvarea de vieti a
victimelor umane, pretinsa de Sepuliveda, nu dovedeste ceea ce-si pro-
pune, ci doar arata cd indigenii, dat find ca ei considera respectivele sacri-
ficii ca find lucrul cel mai demn de oferit, conform credintelor lor (care
nu au fost respinse cu argumente convingatoare), daca sint opriti prin
fortd de la realizarea acestora au dreptul de a porni un razboi, ,.un razboi
just” Tmpotriva spaniolilor.
I plus, in Filosofia politicd, cu un secol inainte de Hobbes sau Spinoza,
Las Casas defineste pozitia sa in favoarea dreptului poporului (in acest
caz, poporul amerindian) impotriva institutiilor in vigoare, inclusiv rege-
le, atunci cind nu se indeplinesc conditile de legitimitate si nu se respec-
td libertatea membrilor republicii. Pentru responsabilii

Casas Tnsusi nu justificd, din punctul sdu de vedere, tot un
adevar universal (dat find cd Las Casas afirmd cd au o
,constiinta gresitd"”). Las Casas acceptd revendicarea ame-
rindienilor, deoarece acestia nu au primit ,argumente
credibile si convingdtoare®. Si cum nu le-au primit, au tot
dreptul de a afirma convingerile lor, de a le apara, inclu-
siv prin posibilitatea unui razboi just.” Cu alte cuvinte, el
inverseaza dovada lui Sepulveda. Nu ,barbaria” sau falsii
lor idoli justifica initierea unui razboi just impotriva lor, ci,

dimpotrivd, pentru faptul cd au ,divinitdti adevdrate” (atit %
3

guvernamentali din Peru care doreau sa plateasca un tri-
but regelui pentru a lua in stapinire (practic) pentru totdeau-
na servicile amerindienilor, Bartolomé a scris De regia
potestate, care trebuie cititd Tmpreuna cu De thesauris si
Tratatul celor doudsprezece intrebdri. i prima dintre res-
pectivele lucrdri ne spune:

Niciun rege sau guvernator, oricit de suprem ar fi, nu poate
comanda sau guverna ceva intr-o republica Tmpotriva
poporului (populi) sau supusilor, fard s fi avut consensul (con-
sensu) legal al acestora. Altfel, actiunile sale nu ar fi valabi-
le (valet) conform normelor de drept [...] Nimeni nu
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timp cit nu se dovedeste contrarul), ei sint cei care au moti-
ve pentru a initia un razboi just impotriva europenilor invadatori. Argu-
mentul ajunge la paroxism atunci cind se confruntd cu obiectia cea mai
dificild pentru un crestin, cea propusa de Ginés de Sepulveda, care jus-
tificd rdzboiul spaniolilor pentru a salva viata victimelor inocente ale sacri-
ficiile umane pentru divinitatile aztece. Las Casas aduce urmdtorul
argument:
Oamenii, prin dreptul lor natural, sint obligati a-I onora pe Dum-
nezeu cu mijloacele cele mai bune pe care le au la lndemina si a-i
oferi drept sacrificiu cele mai bune lucruri [...] Tnsa ramine ca legea
umana si legislatia pozitiva sa determine ce anume lucruri trebuie
sa-i fie oferite lui Dumnezeu, acest fapt fiind decizia ntregii comu-
nitati [...]. Tnsasi natura le dicteaza si le arata [...]c@nlipsa uneilegi
pozitive care sd stabileasca contrarul, ei au datoria de a sacrifica in -
clusiv victime umane unui Dumnezeu care, adevdrat sau fals, e con-
siderat ca adevdrat, astfel incit, oferindu-i cel mai pretios lucru, ei
ii multumesc pentru toate beneficiile primite. (Las Casas, 1989:
155-160)
Din nou se poate observa cd el recunoaste Celuilatt posibilitatea reven-
dicdrii adevdrului (,fals, considerat [de ei, atit timp cit nu se va dovedi
contrarul] drept adevarat®). Astfel, Bartolomé ajunge la ceea ce am putea
numi ,gradul maxim de constiinta criticd posibild pentru un european
in Indii“. Aceasta nu este constiinta criticd a amerindianului oprimat fnsusi,
dar argumentul este atft de original, incit Las Casas marturiseste ulte-

poate [...] sa produca in mod legitim (legitime) un prejudi-
ciu impotriva libertdtii popoarelor sale (libertati populorum suorum);
dacd cineva decide impotriva binelui comun al poporului, fard a lua
n seama consensul poporului (consensu populi), respectivele deci-
zii sint nule. Libertatea (libertas) este cea mai valoroasd si respec-
tatd trasaturd pe care o poate avea un popor liber. (Las Casas, 1969:
47-49)
Acest punct de vedere atenta impotriva pretentiei regelui de a exerci-
ta o putere absoluta. Las Casas este convins ca epicentrul puterii este
poporul, supusii, si nu doar intre regatele care semnau pactul cu rege-
le sau regina Castiliei. De aceea, legitimitatea decizillor politice se baza
pe acceptul prealabil al poporului.
Ne aflam Tn primul secol al Modernitatii timpurii, inainte de a se conso-
lida ca evident si universal mitul Modernitdtii europene ca o civilizatie,
care si exercitd puterea cu drept universal asupra coloniilor si globului
(acel ius gentium europeum al lui Carl Schmitt), mit fetisizat in mod defi-
nitiv in Filosofia dreptului de Hegel.”? Bartolomé de Las Casas explica:
Toti infidelii, din orice sectd sau religie ar fi ei [...] In ceea ce priveste
dreptul natural sau divin si ceea ce numesc dreptul popoarelor, sint
stapini pe lucrurile lor [...] De asemenea, in acelasi mod poseda legi-
tim principatele, regatele, statele, demnitdtile, jurisdictiile si dome-
niile lor. Administratorul sau guvernatorul nu poate fi altul decit cel
care afost ales de la inceput de societate si comunitate. (Las Casas,
1957-V: 492)
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Fata de pontiful roman sau de regii spanioli, care sub obligatia de
,predicare a Evangheliei* Tsi confereau un ,drept asupra lucrurilor (iure
inre)* (Las Casas, 1954: 101)— adica asupra amerindienilor —, Las Casas
observa, din nou, ca respectivul drept se exercita doar in potentia, avind
nevoie de intermedierea unui acord cu indigenii (ca ,drept la bunuri®,
ius ad rem), pentru a opera in actu. Cum nu a existat un asemenea
consimtdmint, cucerirea nu este legitimd. Prin urmare, el trage urmatoa-
rea concluzie indreptdtita:
Prin aceasta Regele, stapinul nostru, este obligat, sub acuzatia de a
nu isi mai salva sufletul, de a restitui acele regate regelui Tito [ast-
fel era numit un inca incad in viatd], succesor sau mostenitor al lui
Gayna Capac si al celorlalti inca, ducind la indeplinire aceasta fapta
prin toate fortele si puterea sa. (Las Casas, 1954: 218)
Aceasta e lucrarea cea mai bine argumentata de la inceputul Moder-
nitdtii, prinma filosofie modernd, care respinge in mod minutios dovezile
enuntate in favoarea justificarii expansiunii coloniale a Europei moder-
ne. Asa cum am incercat sa dovedim, este vorba de primul antidiscurs
al Modemitdtii (un antidiscurs care este n acelasi timp filosofic si mo-
dern), care initiaza o traditie ce a avut mereu reprezentanti in istoria filo-
sofiei latinoamericane din urmatoarele cinci secole.
Antidiscursul filosofic critic al lui Las Casas va fi folosit de rebelii din Tari-
le de Jos pentru a se elibera de Spania la inceputul secolului XVII; va fi
recitit din nou In cadrul revolutiei nord-americane; in momentul inde-
pendentei coloniilor latinoamericane in 1810 sin alte momente de trans-
formare profunda a continentului. Desi invins din punct de vedere politic,
filosofia sa va iradia pind in prezent.

5. Critica modernitatii din perspectiva ,,exterioritatii
radicale®. Antidiscursul critic al lui Felipe Guaman

Poma de Ayala

Cu toate acestea, maximul constiintei posibile la nivel universal este con-
stiinta criticd a indigenului Tnsusi, care suferd dominatia coloniala
moderna, al carui corp sufera direct traumatismul provocat de ego con-
quiro modern.

fn acest sens, nimic nu e mai bun dedit istoria emotionanta, antidiscur-
sul propriu-zis al Modernitatii al lui Guaman Poma de Ayala. Victima insasi
este cea care profereazd critica. Sa incercdm sa urmarim argumente-
le pe care le-a prezentat Guaman Poma impotriva primei Modernitdti
timpurii.

Au existat trei momente n care comunitatile indigene au avut de sufe-
rit, tot mai accentuat, in procesul dominatiei coloniale moderne. I pri-
mul rind, indigenii au suferit ororile cuceririi, la conquista, iar comunitatile
indigene care au reusit s supravietuiascd au fost incadrate fn sistemul
de encomienda siin minele mita” — institutii care au fost criticate cu duri-
tate de Bartolomé de Las Casas. in al doilea moment, incepind cu ceea
ce s-a numit ,Junta Magna“ pe care Filip al ll-lea o convoaca pentru a
unifica politicile coloniale, si care e reprezentata de Francisco de Tole-
do, viceregele din Peru, utopiile mesianice franciscane si ale luptatori-
lor in favoarea comunitdtilor indigene primesc in 1569 socul frontal al
unui nou proiect colonizator: atunci se decide o noud strategie antilasca-
sasiand. Contraargumentul din interiorul rationalitati moderne a fost
orchestrat in timpul guvernarii acestui vicerege, un eurocentric decis,
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care a recomandat (se pare) varului sau Garcia de Toledo sa scrie Pa -
recer de Yucay.™ In aceasta se incearca demonstrarea faptului ca incasii
erau nedrepti si tiranici si, prin urmare, europenii ar fi justificati in rea-
lizarea cuceririi, conquistei si a ,distribuirii“ amerindienilor; pentru a-i eman-
cipa de o asemenea opresiune.
Pozitia lui Juan Ginés de Sepuiveda fusese modificatd, dar; n orice caz,
la nivelul faptelor se va impune ca argument hegemonic. De la recipro-
citatea economicd si comunitard a marilor culturi indigene s-a trecut la
despotism; a avut loc un macel demografic (in anumite regiuni a supra-
vietuit doar a treia parte din populatie), indigenii si-au abandonat comu-
nitdtile si au ratacit prin viceregat (acestia sint yanas, de unde provine
numele de yanaconas), printre altele pentru a nu plati tributul cerut pe
atunci in monede de argint.”
I al treilea moment, sub regimurile haciendei, marile proprietati agri-
cole, organizarea exploatarii miniere prin mita, plata tributurilor n ar-
gintsi ,reducerile” (de diverse tipuri), popoarele indigene vor fi supuse
definitiv structurii de dominatie a societatii coloniale. Vom situa critica
lui Guaman in acest al treilea moment.
Ne vom opri asupra unei istorii dramatice, un protest critic impotriva
colonialismului modem ce tocmai se nastea, o ultima incercare de a salva
ceea ce se putea din vechea ordine care domnise in Imperiul Inca: impre-
sionanta lucrare a lui Felipe Guaman Poma de Ayala, El primer nueva
corénica y buen gobierno [Cea dintii cronica noud si buna guvernare].
Scrisd pe baza experientelor adunate probabil intre anii 1583 si 1612,
dar redactata definitiv pind in anul 1616, lucrarea este o ,marturie” a
interpeldrii critice a Modernitatii ficutd de Celdlalt, o perspectivd unica
in genul sdu, dat find ca permite descoperirea hermeneuticii autenti-
ce a unui amerindian dintr-o familie inca, ntr-o lucrare scrisa si elabo-
ratd cu o profunda capacitate semiotica, de o perfectiune inimitabila.
Guamén Poma, Tnca mai mult decit incasul Garcilaso de la Vega, dato-
ritd faptului ca este indigen care stapineste limba quechua si traditiile po -
porului sdu dominat, arata aspecte nestiute ale vietii cotidiene a
comunitdtii indigene de dinaintea cuceririi (la conquista) si sub dominatia
moderna si coloniald.” De fapt, Guaman Poma produce o sintezd
interpretativd, o naratiune criticd ce contine o etica si o politica din per-
spectiva unei ,localizari“ a viziunii sale, pe care o situeaza ca perspecti-
va centrald atft Tn timp, cit si n spatiu, ntr-un mod absolut creativ. De
la Tnceput afirma:
Considerdm ca amerindienii din timpurile inca au avut idoli ca pa-
ginii, au adorat soarele ca tatad Inca si luna ca mama si stelele ca fratii
lor. [...] In ciuda acestor credinte, au respectat poruncile si bunele
fapte de milostivire ale lui Dumnezeu in acest regat, adica ceea ce
nu fac acum crestinii. (Guaméan Poma, 1980-IlI: 854)
Prin urmare, se va adopta perspectiva crestind-modernd, care va fi cri-
ticatd ca parte a unei strategii retorice, pentru a transforma propune-
rile sale In unele mai acceptabile. Pornind din aceasta perspectiva se
schiteaza trecutul, unul idolatru, e adevarat, dar Tn care indigenii respec-
tau exigente etice similare ,poruncilor” crestine. Unica diferenta con-
stain faptul cd amerindienii duceau la capat respectivele exigente, spre
deosebire de cuceritorii europeni moderni. Guaman va demonstra cu
argumente contradictia in care traieste Modernitatea. Se criticd fn acest
caz praxisul dominatiei crestinilor spanioli, pornind de la propriul lor text

sacru: Biblia. E o argumentare perfectd, care demonstreaza contradictia
performativd a Modernitdtii in totalitatea sa.

Prin urmare, este evident cd Guaman distinge Tntre credinta pe care am
putea-o numi teoretica (sau ,cosmoviziune”) si practica sau etica pro-
priu-zisa. Tn vremea incasilor, acestia ,au crezut in idoli“, In cosmoviziu-
nea lor (din perspectiva dogmaticii crestine), dar ,au respectat poruncile®
in comportamentul lor etic, ,ceea ce nu respecta acum crestinii* euro-
peni. Adicd indigenii au fost de fapt, incd Thainte de cucerire, ,crestini*
mai buni prin practicile lor decft crestinii spanioli de ,acum®. Tntreaga Cro-
nicd este o disputd impotriva Modermnitdtii pe care au adus-o drept con-
tributie spaniolii cuceritori, In numele aceluiasi crestinism pe care 1l
predicau.” Ca si creolii, amerindianul Felipe Guaman e deja crestin, opi-
nind insa ca nu spaniolii au adus crestinismul . Aceastd teza i permite
o Intelegere hibrida a timpului si spatiului propriei sale naratiuni sincre-
tice. El unificd intr-o ,,ampla naratiune” (care nu este doar fragmentard
precum cele postmoderne) viziunea incasa si cea crestind din per-
spectiva existentei oprimate a amerindienilor, ,sdracii lui

Verso

tul lui Guaman a fost scris la un secol dupa clasica lucrare Principele a
lui Machiavelli, scrisd Tn | 517 pentru un condottiero italian — fnsd are o
semnificatie mondiald, nu doar italiand, provinciald; si cu patruzeci de
aniinainte de Ming-i tai-fang lu (Asteptarea rasaritului) de Huang Tsung-
hsi (1610—1695), o lucrare politica chineza din 1663, care ofera reco-
mandari unui tindr principe Manchu.
In prima parte, Guaman Poma prezintd o integrare sui-generis a traditii-
lor istorice cronologice moderne si inca, dar sub prisma logicii domi-
nante a celor ,cinci virste” clasice ale lumii aztece, maya sau inca. Se
porneste de la Vechiul si Noul Testament iudeo-crestin si de la o viziu-
ne istorica europeand, dar se aderd in mod neasteptat la cronologia isto-
ricd a incasilor. ,Virsta intfi* (ca primul soare al aztecilor si mayasilor) este
Adam si Eva (Guaman Poma, 1980-I: 16); ,virsta a doua” este a lui Noe;
,Virsta a treia” a lui Abraham; , A patra Virstd a lumii® incepe de la ,re-
gele David" (Guaman Poma, 1980-I: 23); ,A cincea virsta a lumii®, care
este, in cosmoviziunea indigend, ordinea actuald, se initiazd ,cu naste-
rea lui lisus Hristos® (Guaman Poma, 1980-I: 25).

lisus“. Demonstreaza astfel ca are o viziune proprie
(amerindiand, un punct de vedere care porneste de la
sdraci si oprimati, periferici, coloniali) asupra crestinis-
mului nsusi:
Adevdrat spun ca Dumnezeu s-a facut om, Dumne-
zeu cel adevarat si sdrac, altfel, maretia si lumina pe
care o aduce nu ar avea pe cine sa bucure, dat fiind
cd soarele pe care |I-a creat nu s-ar vedea® [...] Siasa
a poruncit sa fie adusd sdrdcia, pentru ca sdracii si
pdcdtosii sd se bucure si sd-i vorbeascd. Siasa a porun-
cit apostolilor si sfintilor sa fie sdraci si smeriti si milosi

Urmeaza istoria , parintilor* Sfintul Petru, Damasius, loan
si Sfintul Leo I.

Tn acest moment al naratiunii, care pind acum erain exclu-
sivitate europeand, istoria e Tntrerupta cu o imagine exem-
plard: ,Lumea pontificald/ Indiile din Peru deasupra Spaniei/
Cuzco/ Castilia dedesubtul Indiilor” (Guaman Poma,
1980-1: 35). in imaginarul spatial al lui Guaman Poma, ,sus"
se afla Peru, cu muntii la orizont si soarele pe cer (Inti).
Cuzco era’n centru, cu cele ,patru” suyos (regiunile con-
form celor patru puncte cardinale). ,Jos" se afla Castilia,
n centru, de asemenea cu ,patru” regiuni. Logica spatiald

[...] Spun asta cu certitudine, bazindu-ma pe sdrdcia
mea, socotindu-ma sarac intre atftea animale care maninca saracii,
care ma maninca si pe mine ca si pe ei. (Guaman Poma, 980-II:
845-846)
Tntregul discurs al interpeldrii este construit din punct de vedere norma-
tiv din perspectiva dialecticii care se stabileste intre a) ,sdrdcie, umilinta
si fericitul echilibru al satisfacerii necesitdtilor primare™ a tuturor in cadrul
comunitatii inca din trecut, impotriva b) ,bogdtiei, mindriei si dorintei infi-
nite si nesatisfacute” de aur si argint, adica idolul Modemnitatii care se
nastea. E o criticd implinita a Modernitatii din perspectiva lumii anterioa-
re Modernitdtii; din perspectiva utopiei ecologice a unei justitii etice si
comunitare in care exista o ,bund guvernare” si nu existau violenta, fur-
tul, mizeria, uritenia, violul, lipsa de masura, brutalitatea, suferinta, lasi-
tatea, minciuna, ,aroganta“, moartea.
Lucrarea se imparte n trei parti. I prima parte se infatiseaza — cu multe
noutdti informative siin limba quechua — ordinea politica si culturald ante-
rioard cuceririi. Este utopia ex quo. inadoua parte se descriu atrocitdtile
dominatiei moderne coloniale asupra culturii inca, ce fusese compara-
bild, n splendoarea sa, cu imperiile roman, chinez sau altele conside-
rate exemplare de citre europenii moderni. in a treia parte, care
mereu incepe cu: ,a se lua in considerare” (a se medita, a se analiza,
a se lua in considerare din punct de vedere etic), Guaman realizeazd
o dezbatere directa cu regele Filip al lll-lea al Spaniei, pentru a-i expli-
ca posibile solutii pentru dezastrul dezordinii coloniale amerindiene. Tex-

inca organizeaza lumea modernd europeana.

Apoi apar Almagro si Pizarro cu corabiile lor. Venind dinspre Europa,
ei pozitioneazd istoria in Peru (Guaman Poma, 1980-I: 39). Abia dupa
ce e localizata istoria deja in Peru, prin acest act al ,iruptiei* Modernitatii,
in mod paradoxal, fard nicio descriere inca despre originea cosmosu-
|ui (ceea ce tradeaza o anumitd influentd moderna in indigenul , cresti-
nat"), in istoria din America Lating e redatd pentru prima datd naratiunea
celor ,cinci Virste" sau ,generatii* ale miturilor amerindiene (Guaman
Poma, 1980-I: 41sqq.). Astfel se exprima un discurs foarte complex, care
indica modul particular al lui Guaman Poma de structurare hibridd a ,.cos-
moviziunii“ sale. De fapt, naratiunea cuprinde diferite niveluri de adin-
cime, bipolaritati proprii, structuri de semnificatie foarte bogate.

In primul rind, totul incepe din nou cu cele ,cinci generatii* indigene (ince-
pind cu cele ,patru generatii“ de la Uari Vira Cocha Runa pind la Auca
Runa).®> Deoarece Imperiul Inca e ,a cincea” (Guaman Poma, 980-
I: 63 5g9.), se descriu cei doisprezece inca, incepind cu Cdpac Ynga. Cu
toate acestea, e interesant de observat cd, in guvernarea celui de-al doi-
lea inca, Cinche Roca Ynga, se articuleaza cele doua naratiuni (cea
moderna si cea inca, echivalindu-i astfel pe inca cu imparatii romani).
Guaman situeaza n acel moment nasterea lui ,lisus Hristos n Betle-
em” (Guaman Poma, 1980-I: 70).8

Ulterior, la putin timp dupd aceasta, apostolul San Bartolomé si-ar fi facut
simtita prezenta in Peru, instalind ,crucea din Carabuco” in provincia
Collao, ceea ce ar fi dovedit astfel tradfitia predicarii crestinismului in epoca
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apostolilor (Guaman Poma, 1980-I: 72).% Acest mod de a unifica cro-
nologiile (cea a culturii occidentale moderne cu cea a incasilor) dove-
deste existenta unui tip specific de naratiune istorica, cea a ,sensului
istoriei, iar aceste exemple ne arata cum sint posibile comparatiile kro-
notopos-ul centru-periferie, in care periferia este ,sus”, sinu ,jos", si unde
Sudul este punctul de ,localizare® al discursului, locul enuntarii, locus enun-
tiationis.®
Dupa aceasta, Guaman Poma descrie faptele in baza unui principiu dual
(conform tuturor cosmoviziunilor din America, din Alaska pind in Tara
de Foc), dat find cd, dupad ce i-a descris pe incasi, acum este rindul celor
doudsprezece ,regine si doamne coyas®, sotiile inca (Guaman Poma,
1980-I: 99); al celor cincisprezece ,capitani” ai imperiului (Guaman Poma,
1980-I: 122); al celor patru prime ,regine doamne” din cele patru parti
ale imperiului (Guaman Poma, 1980-1: 54).% Se poate observa ca atft
,coyas incase”, cft si ,reginele” celor patru regiuni demonstreaza pre -
zenta clard a femeii in cadrul cosmoviziunii andine: lingd barbat (Soa-
rele) se afld mereu femeia (Luna).
Odatd ce a incheiat lunga lista a principalilor, Guaman descrie un
ansamblu inedit de ordonante, mandate sau legi promulgate de incasi
(Guaman Poma, 1980-I: 159—167).% E ca un ,Cod al lui Hammurabi*
peruan, dar mult mai complet decit cel mesopotamian, cel putin dato-
ritd tematicii sale variate. Autoritatile imperiului ,comanda si dirijeaza“
din Cuzco diversele regiuni, provincii, localitdti, comunitati, structuri de
guvernare, de vistierie, de administrare, structuri militare, de construc-
tie de apeducte, drumuri, temple, palate si case; legile privesc preotii
principali si secundari; auxiliari; dar si zilele de sarbatoare, ritualurile, cul-
tele, traditiile, sacralitatile (huacas)®; intregul mod de organizare a mun-
cii agricultorilor, colectorilor, tributurilor, impartirea pamintului; codurile
etice pentru familie, casatorie, educatie, judecatd si procese, aducerea
de mdrturii — elemente care dovedesc complexitatea politicd a civilizatiei
incase.
Apoi, Guaman Poma descrie obligatiile barbatilor in functie de virsta (pe
care o numeste ,calles”, drumuri) (Guaman Poma, 1980-I: 169).%” Da
explicatii referitoare la bolnavi si la cei infirmi care nu pot munci (numiti
uncoc runa):
Pe orb il casatoreau cu alt orb, pe schiop cu alt schiop, pe cel mut
cu un alt mut, pe cel pitic cu alt pitic, pe cel ghebos cu alt ghebos,
pe cel cu nasul crapat cu altul cu nasul crapat [...]. lar toti acestia aveau
paminturi, case, mosteniri si ajutor din serviciul lor si astfel nu era
nevoie nici de spital®, nici de pomand, datorita acestei guvernari sacre
si poruncilor acestui regat, cum nu a existat in niciun regat, atit al
crestinilor, cit si al infidelilor, si nici nu va putea exista, oricit de
crestini [ar fi]. (Guaman Poma, 1980-I: | 77)"
Tntr-adevar, atundi dind se nistea un copil in Imperiul Inca i se atribuia
o parceld de pamint, si dacd el nu putea sa o lucreze, o lucra altcineva
in locul sdu, pentru ,alimentarea si sustinerea sa“. Cind deceda, acest
teren era redistribuit. Prin dreptul nasterii, copilul nu primea niciun certi-
ficat, niciun document, ci medierea necesard pentru reproducerea vie -
tii sale pind la moarte. Acest tip de institutii sint cele la care se referd
Guaméan ca lipsind n sistemul civilizator modern.
De asemenea, se descriu n acelasi mod virstele (,calles”, drumurile)
femeilor (Guaman Poma, 1980-I: 190 sqq.). Activitdtile sau muncile din
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fiecare luna sint, de asemenea, explicate.”” Se indicd divinitdtile (,ido-
li), riturile, sacrificile (Guaman Poma, 1980-I: 219 sqq.)”, ceremonii -
le de vrajitori, posturile, penitentele, inmormintarile; se refera la
,Calugdritele coyas” (fecioarele vestale ale Soarelui, Guaman Poma,
1980-1: 272).
Urmeaza un ,Capitol referitor la justitie” (Guaman Poma, 1980-I: 275
sqq.), care contine ,pedepsele” aplicate de incasi celor care nu in-
deplineau ordinele date. Existau pesteri (zancay) unde animale veninoa-
se l mincau de viu pe inamic (auca), tradator (yscay songo), hot (suua),
adulter (uachoc), vrdjitor (hanpioc), birfitor impotriva inca (ynca cipci-
cac), etc. Existau inchisori pentru crime mai minore, se puneau in
aplicare biciuiri, lapidari, spinzuratoarea, atfrnarea vinovatilor de par pina
la moartea lor etc.
De asemenea, existau importante sarbatori (Guaman Poma, 1980-I:
288 sqq.), religioase si profane, ,cintece de dragoste" (haray haraui)
(Guaman Poma, 1980-I: 288 sgq.)*, cu melodii frumoase si dansuri
populare din toate regiunile imperiului. Guaman mai descrie si marile
palate din diferite orase (mereu cu desene foarte valoroase), marile depo-
zite de bunuri, statuile, catafalcurile incasilor, tipurile de cadouri. Spre
final descrie unele functii politice (Guaman Poma, 1980-1: 312 sqq.): vice-
regele (Yncap rantin), primarul de la curte, responsabilul cu ordinea in
teritorii, Tnaltul magistrat (tocricoc), administratorul (suyucoc), curierul
(chasqui), ,responsabilii de separarea teritoriilor” (sayua cchecta suyoy-
oc) — care confirmau terenurile fiecdrei persoane, atit ale regelui Inca,
cit si ale comunitatii. Pe fingd aceasta, el descrie drumurile regale®, podu-
rile suspendate etc. si termina cu secretarii inca, casierul si trezorierul
(cu al sau quipoc: text scris Tn noduri de corzi, prin care efectuau ma-
surdtorile, memorau numerele, tributurile, datoriile etc. — Guaman Poma,
1980-1: 332-333), inspectorul si consiliul regal.
Prima parte a acestei marturii se incheie cu o intrebare:
Cititorule crestin, vezi aici intreaga lege crestind.” Nu am gasit ca
amerindienii sint atit de preocupati de aur, nici de argint, nici nu am
gasit lume care sa datoreze o sutd de pesos, nici mincinosi, nici
trisori, nici lenesi, nici prostituate, nici prostituati [...] Spuneti ca tre-
buie sa restituiti; nu vad ca le restituiti nici Tn viatd, nici Tn moarte.
Crestinule, mie mi se pare ca voi toti va condamnati la iad” [...]
T viats, sinteti impotriva indienilor saraci ai lui lisus Hristos [...] Ca
si spaniolii care au avut idoli, asa cum a scris parintele Luis de
Granada [...], indienii, ca barbarii si paginii, au plins dupd idolii lor,
atunci cind acestia au fost distrusi in perioada cuceririi. Si voi aveti
idoli in latifundiile voastre si bani din toata lumea. (Guaman Poma,
1980-I: 339)
E o criticd acidd la adresa noului fetisism al capitalismului modern, care
va sacrifica umanitatea Sudului si natura Tn fata noii divinitati: cresterea
ratei profitului (capitalul). Guaméan observa acest fapt si-I descrie n
mod explicit.
fnadoua parte a operei sale, incepe sd explice contradictia dintre cresti-
nismul predicat si praxisul pervers al Modernitatii timpurii. Este cea mai
necrutatoare, ironica si brutald descriere a violentei din prima expan-
siune a cuturii occidentale moderne. Istoria incepe cu intrebarea pe care
incasul Guaina Capac i-o pune lui Candia, primul spaniol care ajunge
in Peru: ,Si-l intreb pe spaniol ce minca; raspunde Tn limba spaniolului

si prin semne cd se servea de aur si argint. Si asa au dat mult praf de
aur si argint si vase de aur” (Guaman Poma, 1980-11: 342).

Dupd aceasta, totul s-a redus la cautarea ,aurului si argintului®: , Toti spu-
neau: indienii, indienele, aurul, argintul, aurul, argintul din Peru®. Pind
si muzicienii cintau melodia Indienii, aur si argint (Guaméan Poma, 1980-
II: 342): ,Si din cauza aurului si argintului, o parte a acestui regat al popoa-
relor de amerindieni sdraci rdminea fard locuitori*® (Guaman Poma,
1980-II: 342). ,Asa au fost primii cameni; nu le era frica de moarte, erau
interesati de aur si argint. Dar si cei de acum, magistratii spaniol,
preotii, administratorii; din cauza lacomiei dupa aur si argint se duc in
iad“ (Guaméan Poma, 1980-II: 347). ,Despre cum amerindienii s-au pier-
dut fard divinitatile lor, fara aucas si regii lor, fard marii lor stapini si capi-
tani. In aceste timpuri ale cuceririi, conquista, nu exista nici un Dumnezeu
al crestinilor, nici rege al Spaniei, nici justitia nu exista” (Guaman Poma,
1980-II: 361).

Acumularea originard a capitalului Modernitdtii incepuse distructiva sa
expansiune ca sistem-lume pradator. Dupd haosul si vio-
lenta initiald Tncepe ,buna guvernare” — numitd astfel cu
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tru faptele lor, care dau dovada de un sadism special, dat fiind cd ei i
,maltrateaza pe sdracii lui lisus Hristos din tot regatul” (Guaman
Poma, 1980-II: 523).'® Guaman dezvdluie astfel una dintre marile ne -
dreptati ale ordinii coloniale, politica si economica, a Modernitatii. Nici
biserica nu va rdmine neatinsa de critica sa sigurd, ironica si ascutitd
(Guaman Poma, 1980-I1: 533).'* Guaman colectioneaza si unele docu-
mente referitoare la ,tratate” si ,sentinte”, pentru a oferi exemple ale
opresiunii nedrepte impotriva amerindienilor (Guamén Poma, 980-
II: 670-687).

Tn ceeace priveste amerindienii care colaboreaza cu conchistadorii, numiti
,mici sefi* [mandoncillos], care se considera nobili fard a fi nobili, doar pen-
tru simplul fapt ca ei poruncesc Tn numele spaniolilor: existau incasi
care erau ,stapinii de bazd", care aveau sub ordinele lor o mie de ame-
rindieni tributari (quranga curaca), sau cinci sute, exista ,,comandantul
mare", care era responsabil de peste o suta de oameni, si ,micul stapin
[mandoncillo] pentru cincizeci de amerindieni®, pentru zece sau cinci (Gua-

man Poma, 1980-I: 688). T acelasi timp, existd curacas,

ironie — a viceregelui Mendoza, despre care afirma:
[...] Prosti si incapabili si fricosi erau saracii spanioli, aro-
ganti ca Lucifer. Din Luzbel s-a ndscut Lucifer, mare-
le diavol. Asa sinteti voi, si ma tem ca vreti sa va
spinzurati singuri si sa va tdiati capul si sa va desfaceti
Tn bucati®, sa va spinzurati ca luda si sa va aruncati sin-
guri in iad. Vreti sa fiti mai mult decit porunceste
Dumnezeu. Dacd nu sinteti rege, de ce vreti sa fiti
rege? Daca nu sinteti print, nici duce, nici conte, nici
marchiz, nici cavaler, de ce vreti sa fiti toate astea? Daca

care conduc minele si lucrdrile din mind. Unii erau exploa-
tatori, hoti, ,betivi“, mincinosi, ,prefacuti®, hoti la drumul
mare, ,care furau gospodaria amerindienilor saraci® (Gua-
man Poma, 1980-II: 736).'% Caintotdeauna, lista continua
cu ,doamnele, reginele si coyas®, sotiile ,micilor sefi“, pe
care le numeste ,dofa” (Guaméan Poma, 1980-II: 707). Pe
fingd asta, amerindienii crestini desemnati de spanioli, cola-
borationistii care distribuiau ,justitia“ (Guaman Poma, |980-
[I: 739) din cauza coruptiei generalizate (care nu era
permisd in timpurile incasilor) si nu i indeplineau mereu
functiile.

sinteti maturdtor, cizmar, croitor sau evreu sau mau,

nu luati pamintul, ci platiti ceea ce datorati. (Guaman Poma, 1980-

II: 405)
Guaman descoperd procesul care trece de la ego conquiro, subiectivi-
tatea In expansiune, autocentratd, care nu respecta legile si depaseste
toate limitele prin aroganta sa, pind la culmea lui ego cogito, fundat in
Dumnezeu Tnsusi, ca proprie mediere pentru reconstruirea lumii sub
dominatia sa si in interesul sau, pentru exploatarea teritoriului si a po-
pulatiei din Sud.
lar Guaman va descrie una dupa alta functiile publice si modul in care
acestea oprimd, furd, pedepsesc, violeazd pe bdrbatii si femeile indigene,
motiv pentru care ,vor pierde pamintul si intreg regatul va ramine gol
si depopulat, iar regele va rdmine foarte sarac” (Guaman Poma, 1980-
[I: 413). Dupd primele perioade ale presedintilor si auditorilor de tri-
bunale, ,cei mai crestini'® nu s-au mai pronuntat niciodata in favoa-
rea amerindienilor sdraci. Toti fi oprimd si mai mult pe indigeni si
favorizeaza vecinii bogati si pe cei de la mine" (Guaman Poma, 1980-
II: 453). Guaman este scandalizat mai ales de modul in care autoritatile,
inclusiv spaniolii si sclavii, folosesc sotile amerindienilor; dat fiind ca ,furd
din gospodariile lor si se culcd cu femeile cdsatorite, iar pe fecioare
le dezvirgineaza. Si asa devin ele pierdute si devin prostituate si nasc
multi copii metisi'®' si nu se Inmultesc amerindienii* (Guaman Poma,
1980-II: 468).'°* Spaniolii, in special ,crestinul (sic) responsabil de ame-
rindienii acestui regat” (Guaman Poma, 1980-II: 519), sint criticati pen-

fn cele din urma, Guaman se confrunti chiar cu indige-
nii, cei din poporul sdrac: ,Dacd i-ar ldsa preotii, sacerdotii doctrine-
lor si respectivii magistrati, administratori si spanioli, ei ar avea sfinti
si mari invatati si cei mai crestini oameni. Totul este stricat de oficialii
amintiti si de comportamentele lor* (Guaman Poma, 1980-II: 764).
Faptul ca amerindienii sint inca buni si,politici“ se datoreaza pastrarii
vechilor lor obiceiuri, in ciuda tuturor furturilor realizate de cuceritori.
Modernitatea, in acest caz, este cauza a coruptiei si distrugerii. Acum
Guaman descrie credintele ,pornind de jos*, de la indigeni (asa cum
mai Tnainte descrisese divinitatile si huacas din epoca incasilor): de la
Hristos crucificat, la Sfinta Treime, Fecioara Maria, sfintii, purgatoriul,
ofrandele, botezul, pomana. I ciuda atftor adevaruri, acum localitatile
erau pline de sdraci care cerseau pomana (nu existasera cersetori pe
vremea incasilor): Vina pentru toate acestea este a recitatorilor sfin-
tei biserici care nu sar n ajutorul saracilor, bolnavilor, infirmilor, schio-
pilor, ologilor, batrinilor si orbilor, orfanilor din orice neam* (Guaman
Poma, 1980-II: 791).

Aceste rinduri releva mizeria extrema intre indigeni, mizerie care era
imposibil sd existe Tn timpul incasilor. Situatia indigenului se Tnrautatise
vizibil odatd cu prezenta Modernitatii. Astfel au aparut ,creoli si creo-
le amerindieni, indigeni nascuti in aceasta viata a epocii crestinilor”, care
sint coruptibili cu usurintd pentru cd au pierdut comunitatea lor si se trans-
forma In yanaconas (Guaman Poma, 1980-II: 803), betivi si ,cocaino-
mani*. Dar si ,cel mai crestin, desi stie sa scrie si sa citeascd, purtind
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matanii si Tmbracindu-se ca un spaniol, cu guler; ar parea un sfint, dar
la betie vorbeste cu demonii si venereazd sacralitdtile huacas” (Guaman
Poma, 1980-1I: 809). De aceea au rdmas putini ,amerindienii filosofi,
astrologi care stiu orele, duminicile, zilele, lunile si anii pentru a semana
si a culege recoltele din fiecare an [...]* (Guaman Poma, 1980-I1: 830).
Ciriticul nostru incheie astfel descrierea starii lamentabile n care se afla
indigenii: ,autorul a mers in lumea sdraca cu poporul indigen sdrac pen-
tru a vedea lumea, a ajunge acolo si a scrie aceasta carte si cronicd, in
slujba lui Dumnezeu si a Maiestatii Sale si spre binele popoarelor indi-
gene ale acestui regat” (Guaman Poma, 1980-II: 845).

Inatreia parte, de la utopia trecutului'® si negativitatea nefastului pre-
zent, Guaman imagineaza acum un viitor proiect de ,bund guvernare”,
din perspectiva orizontului utopic al viitorului ,Oras al cerului pentru bu -
nii pacdtosi* (Guaman Poma, 1980-I11: 880)' si a , Orasului infernului'®
[... pentru] bogatul avar, nerecunoscator, plin de pofte, aroganta, [ca]
pedeapsa pentru pacatosii aroganti si bogati care nu se tem de Dum-
nezeu* (Guaman Poma, 1980-Ill: 882).'” Expunerea ocupd prima
parte (,Consideratii ale unui crestin al lumii privind existenta lui Dum-
nezeu“''?). Se Intelege cd Modernitatea este trecutd la ,infern”.
Urmeaza ,capitolul intrebarii*''", unde argumenteaza cu o logicd poli-
tica de o Tnaltd densitate rationald, adresindu-se unui cititor critic si
vorbind despre problemele cele mai grave descoperite in lumea colo-
niald a Modernitdtii si expuse in opera sa Cronica. El pune in gura rege-
lui Spaniei ,intrebari® care ar fi adresate ,autorului“ (Guaman), si care
ar merita sa fie analizate special, dar din cauza dimensiunilor acestui arti-
col nu le voi comenta.

La sfirsit descrie cu tristete ,lumea [la care] se Tntoarce autorul®, punc-
tul de pornire al saracului, poporul ,saracilor lui lisus Hristos*, dupd ce
au trecut mai mult de treizeci de ani, timp n care acest sarac a strabatut
intregul Peru pentru a-I informa pe regele Spaniei si a-i propune o Tm-
bunatatire a acelei dezordini. Aceste ,imbunatatiri* posibile se numesc
,Consideratii*. Ca intreaga sa operd, aceste propuneri se incadreaza in
perspectiva unui orizont al carui sens provine dintr-o profunda inte-
lepciune cosmologicd, ce incepe cu geneza: ,Dumnezeu a creat cerul
si lumea si tot ceea ce este n ea” (Guaman Poma, 1980-I1I: 852). Apai,
imparte timpul in zece perioade, avind drept ax central ,Peru” — nu
Modernitatea sau iudeo-crestinismul. Anume: cele patru virste deja
cunoscute (de la Uari Vira Cocha pind la Auca Runa); a cincea este cea
a incasilor; a sasea este a lui Pachacuti Ruma (Mirsta la care s-a ,intors
totul cu picioarele in sus*, in care totul s-a intors ,pe dos*: este vorba
de o revolutie cosmica prealabild cuceririi); a saptea este insasi virsta
,cuceririi crestine runa“; a opta este cea a razboaielor intre cuceritori
in Peru; a noua este cea a ,justitiei crestine, starea de bundstare” (a se
citi aceastd expresie intr-un mod ironic) a primei epoci coloniale; a zecea,
ordinea coloniald impusa.

Guamén ncepe cu o ,consideratie” din perspectiva originii si a proce-
sului ,universului® (pacha): serviciul ,saracilor infirmi si peregrini®, care
respectd ,legea veche silegea lui Dumnezeu* (Guaman Poma, |980-
1l: 852), cu al sau corpachanqui (,Trebuie sa fii ospitalier!). ,Operele
de milostenie” sint criteriul final al textului lui Guaméan, compasiunea fata
de cel slab, bolnay, sarac. In aceastd exigentd etica si politicd coincid , legea
veche" din Peru si cele mai bune elemente ale crestinismului reinter-
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pretat de ,autorul” nostru. De fapt, Guaman avea o interpretare mesia-
nica a crestinismului, o teologie a liberdrii explicit anticipata:
lisus Hristos a murit pentru binele tuturor oamenilor. A trecut prin
chinuri si a fost un martir [...]. T viata aceasta a umblat sdirac, per-
secutat. lar dupa ziua judecdtii va veni [...] pentru a pldti sdracilor
dispretuiti. (Guaman Poma, 1980-Ill: 876) Primul preot pe lume a
fost Dumnezeu si omul viu, lisus Hristos, preot care a venit din cer
sdrac si l-a iubit mai mult pe sdrac decit pe bogat. lisus Hristos a fost
Dumnezeul viu care a venit sa caute suflete, nu bani n lume [...]
Sfintul Petru [...] a lasat totul saracilor [...] Si toti [apostolii] au fost
sdraci si nu au cerut un salariu, nici rentd, nici nu cautau [sa aibd] gos-
podarii. (Guaman Poma, 1980-IIl: 899)
Pentru a rezuma:
Cine apdird pe sdracii lui lsus Hristos serveste lui Dumnezeu. In evan-
ghelia sa este cuvintul lui Dumnezeu si apararea amerindienilor
Maiestdtii Sale serveste coroanei regale. (Guaman Poma, |980-Ill: 906)
Pe lingd asta, Guaman recomanda ordonarea institutiilor cu un anumit
grad de unitate, dat find cd anterior totul se intelegea deoarece se afla
sub puterea paternd a unui singur inca, in timp ce in dezordinea Moder-
nitdtii coloniale ,exista multi Yngas: magistratul Ynga, doisprezece loctii-
tori Ynga, fratele sau fiul magistratului si femeia si scribul sint si ei Ynga
[...]* (Guaman Poma, 1980-IIl: 857). De asemenea, era necesar sa se
tind cont de faptul ca, pentru amerindieni, situatia se inrdutdtise din cauza
prezentei europenilor: S se considere ca amerindienii au acum atf-
tea procese in aceastd viatd. In timpul Yngas nu aveau niciunul* (Guaman
Poma, 1980-IIl: 857).
Dar cel mai important argument politic pentru ,buna guvernare® con-
stain ,restituirea puterii* incasilor:
Trebuie sa luati in considerare faptul cd intreaga lume este a lui Dum-
nezeu si asa Castilia este a spaniolilor; Indiile sint ale amerindieni-
lor si Guineea este a celor negri. Ca fiecare dintre ei este proprietar
legitim, nu doar prin lege [...] lar indienii sint proprietarii naturali ai
acestui regat si spaniolii proprietari naturali ai Spaniei. Aici in acest
regat sint strdini, mitimays. (Guaméan Poma, |980-I: 857-858)
Pornind de la viziunea incasa a spatialitdtii geopolitice mondiale, Guaman
ncearca sd justifice proiectul sau contind in mod strategic pe sprijinul rege-
lui Spaniei. Asa cum in trecut Imperiul Inca fusese ,centrul” universului
(Pacha), ,buricul* sau (Cuzco), de unde se extindeau cele ,patru parti*
ale lumii (in directia celor patru puncte cardinale, ca in China sau intre
azteciin ,altepet!*''?, alcdtuind o ,cruce cosmica*); tot asa, extrapolind
aceste structuri geopolitice imaginare intr-o lume mai globald, propunea
pozitionarea n ,,centru” a regelui Filip al Spaniei, cu cele ,patru parti“ sau
regate (incasii, care preluau din nou puterea in toatd America; crestinii
in jurul Romei, africanii in Guineea si turcii pind la marea Ching).'”
Un ,monarh al lumii* cu ,patru” regate era o proiectie globalizatd a Impe-
riului Inca, dar in acelasi timp se propunea restituirea autonomiei in-
casilor, asa cum propusese si Bartolomé de Las Casas, chiar daca acestia
ar fi fost condusi de ,mina in lume" (Guaman Porma, 1980-IIl: 889) a rege-
lui Spaniei: ,Deoarece este Ynga si rege, niciun spaniol sau preot nu tre-
buie sd intre, pentru ca Ynga era proprietar si rege legitim* (Guaman Poma,
1980-11: 858). Astfel apare in mod clar un proiect de eliberare politica in
vittor, ceea ce s-ar considera a ,doua emancipare”: prima s-a produs partial

in anul 1810, iar a doua include emanciparea popoarelor indigene,
anuntatd de Evo Morales in Bolivia, un aymara, sinu quechua ca Guaman.
lar daca nu este posibil acest proces de ,restituire”, atunci e necesard
conceperea unor masuri la toate nivelurile structurii administrative, po-
litice, ecleziastice, militare, sexuale, educative etc., pe care Guaman, cu
o rabdare infinita, le-a descris el insusi In aceste ,consideratii“. Ca
exemplu, un ultim citat:
Sa se considere cd magistratul intra spunind: ,Eu fti voi face drep-
tate”, sifurd. Si preotul intrd zicind: , Eu te voi crestina. Te voi bote-
za si casatori si indoctrina®, si furd si jecmaneste si ia femeia si fiica.
Administratorul si ceilalti spanioli spun: , Justitie, sa slujeasca regelui
pentru ca sint vasalul lui“. Si furd si ascund tot ce au. lar mai rdi sint
stapinii de trib [amerindieni] pusi si sefii; i jecmanesc cu totul pe nefe-
ricitii si saracii amerindieni. (Guaman Poma, 1980-III: 893)
Adorno si Horkheimer nu au exprimat in San Diego cu atita claritate
aceastd fata mai intunecatd a Modernitdtii, nici chiar in Dialectica moder-
nitdtii. De aceea, dupd aceste dramatice ,consideratii”,
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6. Concluzii
Ar mai putea fi luata in considerare gindirea si intelepciunea popoare-
lor indigene americane care nu au suferit impactul crestinismului (cum
fusese cazul lui Guaman Poma). Aceasta constituie 0 rezerva critica a
viitorului datoritd exterioritatii lor radicale. Dar incheiem aici aceasta
naratiune pentru a nu ne extinde mai mult.
Se pare cain anul 1616 Felipe Guaman Poma de Ayala a incheiat Cro-
nica sa. In anul precedent, tindrul René Descartes abandona, la aproa-
pe 20 de ani, studiile sale n colegiul iezuit din Fleche. Noul filosof nu
stia, nici nu putea sti nimic despre o intreagd lume perifericd si coloniala
pe care o instaurase Modernitatea. Viitorul sdu ego cogito constituia un
cogitatum care, Intre alte totalitdti pe care le avea la dispozitie, va situa
corporalitatea subiectilor coloniali ca masini bune de exploatat, precum
amerindienii din teritoriile administrate, din mind sau din latifundiile
latinoamericane, sau sclavii africani din ,,marea casa“ a plantatilor din Bra-
zilia, Caraibe sau Noua Anglie. Cu spatele la Modernitate, subiectilor
coloniali li se va anula pentru totdeauna conditia de fiinta

Guaman trece la partea a doua, organizatd in jurul a cinci-

sprezece intrebadri pe care ,autorul” le pune in gura rege-

lui Felipe. A doua dintre ele sund asa:
Spune-mi, Felipe Ayala, in acele vremuri, cum e posi-
bil sa fi existat atftia amerindieni in timpurile lui Ynga? —
Spun Maiestdtii Voastre cain acele vremuri doar Ynga
era rege [...] Dar se trdia ntru legea si poruncile
Ynga. Si cum aveau un rege, serveau linistiti in acest
regat si se Tnmulteau si aveau paminturi si alimente,
fii si femei. (Guaméan Poma, 1980-I1l: 896)'"

umana“, pind in ziua de azi.

Daca ipoteza pe care am dorit sa o introducem este
adevdratd, ea aruncd ntr-o cu totul altd lumina multe cer-
cetan recente refentoare la sensul Modemitétii filosofice. Daca
Modernitatea nu ncepe din punct de vedere filosofic cu
Descartes, care trebuie sé fie considerat drept marele gin-
ditor al celui de-al doilea moment al Modemnitdtii timpurii,
atunci dnd deja s-a produs h mod ireversibil ocultarea
Jfiintei coloniale, sinu a ,fiintei" lui Heidegger, atundi ar tre-
bui sd Tnceapa un intreg proces de decolonizare filosoficd.

La a cincea intrebare, regele chestioneaza:

In secolul XVII, Olanda Companiei Indiilor Orientale, cu

Spune-mi, autorule, cum se va imbogati amerindianul?
— Maiestatea Sa trebuie sd stie ca ei trebuie sd aiba o gospodarie n
comun, pe care ei 0 numesc sapci, cu terenuri cu porumb si griu, car-
tofi, ardei, mango, bumbac, vitd-de-vie, ateliere artizanale, vopsito-
rii de tesaturi, coca, arbori fructiferi. (Guaman Poma, 1980-IIl: 898)
Pentru o parte din membrii Modermnitatii, ,buna guvernare® consta in-
tr-o ,viatd de crestin pentru toti spaniolii“ (Guaman Poma, 1980-IIl: 902)
— lar totul se putea rezuma la aceasta. Dar daca s-ar fi realizat acest punct,
intreaga Modernitate s-ar fi ndruit si nu ar mai fi existat acumularea de
bogdtie la centru. Vedem cd Guaman, ca si Karl Marx, organizeaza stra-
tegia sa de argumentare conform aceluiasi principiu ca si criticul din Trier:
sa l puna pe cel care pretinde ca este crestin intr-o contradictie per-
formativd evidentd intre actele sale perverse si etica dictatd de cresti-
nismul Tnsusi.''®
Si ce lume a gasit ,,autorul” cind s-a Tntors in satul sau?
Dupa ce a servit Maiestdtii Sale treizeci de ani, intrind in casele lor
si pe dimpuri si pasuni, a gasit totul distrus. Si-a gasit fiii si fiicele lor
goi, servind indienilor tributari. Si nu i-a recunoscut pe fiii si nepotii
sdi pentru ca au devenit asa batrini; ardtau de optzeci de ani, palizi
si slabi si goi si desculti. (Guaman Poma, 1980-II: 1008)
Siasta nu e tot, deoarece Cronica sa va ramine ingropata intr-o biblio-
tecd europeand din Copenhaga pind in anul 1908. Lumea sdracilor ,ame-
rindieni®, ,saracii lui lisus Hristos" din Modernitate, va mai astepta ncd
secole pind i se va face dreptate...

capitala la Amsterdam, apare ca lume nascutd dupa criza
Spaniei, a regilor spanioli din secolul XVI si a imperiului lui Carol al V-
lea (imperiul-lume al lui Immanuel Wallerstein), care au deschis Euro-
pa spre amplul orizont al primului sistem-lume, colonialist, capitalist,
eurocentric, modern. Anul 1637, 1n care a fost publicat Discurs despre
metodd in Olanda, din interiorul unei ordini dominate deja de burghe-
zia triumfdtoare, nu constituie in acest sens originea Modernitatii, ci al
doilea moment al sau. Paradigma solipsista a constiintei, a lui ego cogi-
to, inaugura dezvoltarea sa coplesitoare, uniformizantd, de-a lungul intre-
gii durate a Modernitdtii europene ulterioare si va ajunge intr-o forma
modificatd pind la Hume, Kant, Hegel, Jean-Paul Sartre sau Paul Ricceur.
Tn secolul XX, aceasti paradigma va fi criticatd in mod radical de Lévinas,
care, pornind de la a cincea meditatie din Meditatiile carteziene ale lui
Edmund Husserl''¢, va incerca sa se deschida fatd de Celdlalt, dar fata
de un Celdlalt al Modernitatii europene, aflat incd in Europa. Holocaus-
tul evreiesc va fi un dezastru irational intraeuropean si un rezultat in-
departat al lluminismului, asa cum aratd Adorno si Horkheimer.

Dar nici insusi Lévinas, nici intreaga Scoald de la Frankfurt, cu cele trei
generatii ale sale, nu au reusit sa depaseasca Modernitatea, findca nu
au recunoscut colonialitatea exercitatd de puterea occidentald. Lévinas
ramine in mod inevitabil eurocentric: desi descoperd irationalitatea
totalizarii subiectivitatii moderne, nu se poate situa in exteriorul Euro-
pei metropolitane, imperiale si capitaliste.

Traducere de Corina Tulbure
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Acest articol este rezultatul unei extinse cercetdri a autorului referitoare la gindirea si prac-
ticile modernitdtii/colonialitatii in America. Textul a fost initial o conferintd prezentatd in cadrul
celui de-al doilea Congres al Asociatiei Filosofice din Caraibe (Puerto Rico, 2005), la invi-
tatia lui Lewis Gordon. Ulterior am expus subiectul Intr-o conferintd la al X-lea Tirg al Cartii
n Santo Domingo (25 aprilie 2007), unde de asemenea am inceput pregatirile pentru cele-
brarea celui de-al cincilea centenar al primului apel critico-mesianic in Santo Domingo, din
I511, In stilul ,timpului de acum® al lui Walter Benjamin, impotriva nedreptatii Modernitatii
care se ndstea, a colonialismului care se inaugura, nu doar pe continentul american, ci peste
tot la periferia sistemului-lume.

. De mentionat ca in China se descoperise tiparul cu citeva secole inainte, atit la nivel

empiric, cit si istoric.

. Stephen Toulmin, Cosmopolis, Chicago, The University of Chicago Press, 1992, p. 5, 9.

Habermans include ,descoperirea Lumii Noi*, dar, urmind teza Ilui Max Weber, nu poate
ajunge la nicio consecinta a acestei mentiondri accidentale. Jirgen Habermas, E/ discurso
filoséfico de la Modernidad, Buenos Aires, Taurus, 1989, p. 15.

Enrique Dussel, Politica de la Liberacion. Historia mundial y critica, Madrid, Trotta, 2007.

Enrique Dussel, The invention of the Americas, New York, Continuum, 1995; Etica de la
Liberacion, Madrid, Trotta, 1998; Hacia una filosofia politica critica, Bilbao, Desclée de Brou-
wer, 2001; Politica de la Liberacion, op. cit.

. Pentru textele lui Hegel, autorul foloseste editia Suhrkamp n doudzeci de volume, din 1970.

Pentru aceastd traducere, pastram referintele originare citate de autor, addugind citatele exac-
te din editia romand, G. W. F Hegel, Prelegeri de istorie a filozofiei, 2 vol., traducere de
D. D. Rosca (dupd editia jubiliard a operelor lui Hegel publicata de Herman Glockner intre
1927 si 1940), Bucuresti, Editura Academiei Republicii Populare Romane, 1963—1964. Cind
autorul citeaza textual din editia Suhrkamp, referinta e compusa dintr-un numar cu cifre
romane, separat printr-o cratima care indicd volumul din care s-a preluat citatul. Astfel, de
exemplu, Hegel 1970-V: 98 inseamnd cd este pagina 98 din volumul 5 din editia mentio-
nata. Acelasi model va fi folosit pentru Bartolomé de Las Casas si Guaman Poma de Ayala.
(N. ed.)

. Deja este prezentd ideologia ,orientalismului®.

I editia roman, G. W. F. Hegel, Prelegeri de istorie afilozofiei, filosofia chinezi si cea indica

sint rezumate in p. | | 1-134, iar filosofia elend ocupd p. 137-660 din volumul |, respec-
tiv p. 7-209 din vol. II. (N. ed.)

Astanseamna 3, pentru Hegel, Renasterea nu este inca o parte constitutivd a Modernitatii.
T acest punct, dar din multe motive diferite, coincidem cu Hegel, impotriva lui Giovanni
Arrighi, de exemplu. Intr-o viziune eurocentricd, care este cea obisnuita, Hegel indici
urmdtoarele: ,deja Wiklef, Hus si Arnold din Brescia, pornind din filozofia scolastica [...] dar
fard dovezi savante scolastice, adresindu-se numai spiritului si sufletului. Abia cu Luther a
nceput libertatea spiritului fn miezul lui* (Hegel, 1970-XX: 50) [Hegel, op. cit., vol. 2, p.
340]. Daca nu s-ar fi deschis Atlanticul pentru Europa de Nord, Luther ar fi fost un Wiclef
sau Hus al inceputului de secol XVI, fard vreo semnificatie posterioard.

. Se pare cd Hegel nu stie cd praful de puscd, hirtia, tiparnita, busola si multe alte descope-

riri tehnice se inventasera cu secole in urmd in China. Eurocentrism infantil al ignorantei.

. Ca si cum indigenii americani nu ar fi ,fiinte umane" care ,descoperisera” propriul lor

continent de multe milenii. Ca si cum era nevoie de sosirea europenilor pentru ca ,omul*
sd descopere America. Ideologeme vulgare care nu sint demne de un filosof de renume.

Hegel, 1970-XX: 62 [Hegel, op. cit., vol. II, p. 352].
,Reapare" filosofia Antichitdtii, desi cu diferentieri, fira a descoperin mod complet turnu-

ra geopolitica radicala a Modernitdtii, care se situeaza pentru prima datd intr-un sistem-lume
imposibil pentru greci sau romani [Hegel, op. cit., vol. Il., p. 354].

. Hegel, op. cit., vol. Il., p. 355. (N. ed.)

. Inacest loc, traducereain romana a lui D. D. Rosca e explicativd, evitind transpunerea directd

a formulei lui Hegel: ,fu supus observatiei spiritualul, felul in care acesta, in realizarea lui,
nfdptuieste o lume spirituald, formind statele”. Hegel, op. cit., p. 355-356. (N. ed.)

. Hegel, op. cit., vol. Il., p. 356. (N. ed.)

. [Hegel, op. cit., vol.Il., p. 358.] Atit Bacon, cit si Bohme se nasc in a doua jumatate a seco-

lului XVI. Trebuie amintite datele, dat fiind cd Bacon va tréi pind la Tnceputul secolului XVII,
nascindu-se la 70 de ani de la inceputul ,invaziei* Americii de catre Cristofor Columb,
cind Bartolomé de Las Casas era aproape de moarte (1566).

Hegel, op. cit., vol. II., p.359. (N. ed.)
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,Acum vedem filozofii in legdturi cu lumea, angajati intr-o activitate oarecare, facind parte
dintr-o stare comund, in stat aldturi de altii." Hegel, op. cit., vol. Il., p. 359-360. (N. ed.)

T limba germana in original: , Cartesius fdngt eigentlich die Philosophie der neueren Zeit an”.

Stephen Gaukroger, Descartes: An intellectual biography, Oxford, Clarendon Press, 1997.
John Cottingham (ed.), Descartes, Cambridge, Reino Unido, Cambridge University Press,
1995.

Ignacio de Loyola vorbeste deja in anul 1538, in Autobiogrdfia sa, ,de examinarea consti-
intei prin metoda linilor* (Loyola, Ejercicios, Madrid, BAC, 1952, p. 109). In caietul sau el
trasa o linie pentru fiecare zi, unde se indicau greselile comise, care erau contabilizate in
functie de ore; exista o linie pentru fiecare zi, de dimineata la trezire, dupa-amiaza si noap-
tea (de trei ori pe zi). Loyola, op. cit., p. 162.

LAl folosi pentru a-si examina in fiecare zi constiinta.” Loyola, op. cit., p. 430.
Loyola, op. cit., p. 161.
Loyola, op. cit., p. 588-590.

Prin urmare, nu este o exceptie faptul cd lucrarea cea mai importanta a lui Suarez i ia ti-
tlul din recomanddrile Regulii lui Ignacio de Loyola, Disputationes Metaphysicae, si ca
Descartes Tnsusi a scris Regles sur la direction de I'esprit (expresia ,direction de I'esprit” ne
aminteste de ,indrumdtorii spirituali® ai colegillor iezuite). T lucrarea Discours de la Méthode
vorbeste Tn continuare de ,reguli”: ,Principales regles de la méthode*, ,Quelques regles
de la morale”. Sa fie vorba aici de amintiri din tinerete?

Desi era originar din Peninsula Iberica, a ajuns in Mexic la virsta de 18 ani si a studiat filo-
sofia la Universitatea din Mexic (fondata in 1553). Acolo a scris lucrarea care se va numi,
astfel, Logica mexicana (cu titlul incd in limba lating). Tn Mexic a scris, de asemenea, Dig-
lecticam (publicatd apoi in 1603 la Alcald), Physica (publicata la Madrid, 1605), De Anima
(Alcala, 1611)siIn de Caelo et Mundo (Madrid, 1615). Printre alti maestri studiati in cole-
giu era portughezul Pedro de Fonseca, profesor la Coimbra din anul 1590.

Textele centrale se afld in partea a [V-a din Discurs despre metodd siin ,Meditatia a doua”
din Méditations touchant la Premiere Philosophie (Meditationes de prima philosophia, care,
n prima sa versiune in limba franceza, se asemdna mai mult cu titlul influentei lucrdri a lui
Suarez: Méditations métaphysiques).

Agindi e un act al ,sensibilitdtii“ pentru Aristotel si de asemenea, azi, pentru A. Damasio,
care aminteste ca acest cogito este un ,feeling”. Antonio Damasio, Looking for Spinoza: Joy,
Sorrow, and the Feeling Brain, Orlando-London, Harcourt Inc., 2003.

. [Avistotel, Etica nicomahicd, traducere de Stella Petecel, Bucuresti, IRI, p. 202.] Aceastd auto-

constiinta a actelor umane era numita de stoici synaisthesis (Arnim, J. V. 1964. Stoicorum
veterum Fragmenta, Stuttgart, 1964, p. 773-911), iar de Cicero tactus interior. Este vorba
de ,hight self consciousness” [inalta constiintd de sine] din G. M. Edelman, Bright Air, Bril-
lant Fire: On the Matter of the Mind, New York, Basic Books, 1992.

Antonio Damasio, op. cit., Edelman, op. cit.

Tn limba latin in original. Tn limba romani: ,Cu toate acestea, cine se indoieste cd trdieste
si ca rememoreazd si intelege si vrea si cugetd si stie si judeca? Deoarece chiar dacd se indo-
ieste, trdieste”; ,Nu md tem de argumentele academicienilor care zic: si dacd gresesti? Chiar
dacd gresesc, exist”. (N. ed., traducere de O. T.).

Etienne Gilson, Etudes sur le role de la pensée médiévale dans la formation du systéme car-
tesien, Paris, J. Vrin, 1951, p. 191.

,Sinon esses, falli omnino non posses” (De libero arbitrio I, 3, n. 7). A se vedea editia Ch.
Adam-P |. Tannery.

Gilson, op. cit., p. 201.

Deja 'n Commentarii Collegii Conimbricensis, comentarii la Fizica lui Aristotel (In octo libros
Physicorum Avristotelis), se vorbeste despre cele ,tres esse abstractiones...": abstractia
materiei sensibile (filosofia naturald), abstractia materiei inteligibile (metafizica) si abstractia
intregii materii (matematicile). Tn aceasta carte se vorbeste de ntelepciunea originard, ,secu-
num Aegyptios”, cind incd nu se cdzuse intr-un elenocentrism absolut, dat find cd egipte-
nii fuseserd cei care au descoperit cd intelegerea universului nu se poate atinge fard
Lsolitudine, atque silentio” (acea skholé pe care Aristotel o atribuie egiptenilor). Mario de
Carvalho aratd ca n acest curs de fizicd apare deja un concept modern al timpului imagi-
nar (care ne trimite la Kant). Mario De Carvahlo, ,Aos hombros de Aristételes (Sobre o
ndo-aristotelismo do primeiro curso aristotélico dos Jesuftas de Coimbra)“, Revista filosé-
fica de Coimbra 32, 2007, p. 291-308.

René Descartes, Oeuvres et lettres de Descartes, Paris, Gallimard, Pléiade, 1953, p. 148,
respectiv René Descartes, Oeuvres de Descartes, editat de Ch. Adam-P. Tannery, | | vol.,
Paris, J. Vrin, 1996, p. 33 [traducere O. T]. In volumul din anul 1598 al Commentarii Col-

39.
40.
41,

42.

43.

44,

45.

4

47.
48.
49.

50.
51

52.

53

54.

55.

56.

57.
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legii Conimbricensis, In tres libros de Animae, ed. de Antonii Mariz in Coimbra, se poate citi
un Tractatus De Anima Separata referitor la nemurirea sufletului, din care e posibil sa se fi
inspirat Descartes. A se iti articolul lui Mario S. de Carvalho, ,Intellect et Imagination®, Ren-
contres de Philosophie Médiévale | 1, 2006, p. 127, 1n care se specifica, conform celor pro-
puse iezuitilor din Coimbra de Pomponazzi si Caetanus: ,Unicitatea sufletului... nu tine doar
de independenta sa de materie, i si de faptul ca are o activitate progresiva“. Descartes va

prelua aceasta ca paradigma.
Gilson, op. cit., p. 246.
Gilson, op. cit., p. 250.

Santiago Castro-Gémez numeste pretentia fdrd limite a gindirii carteziene de a se situan
afara oricarei perspective particulare drept un ,hybris al punctului zero". E similar cu artis-
tul renascentist care traseazd linia orizontului si punctul de fugd al tuturor obiectelor pe care
le va picta, dar artistul insusi nu apare fn tablou, chiar dacd el este cel care mereu , priveste
si compune tabloul” (este ,punctul de fugd” in sens invers), si decide, de asemenea, ceea
ce se intimpla cu ,punctul zero" al perspectivei. Departe de a fi punct de vedere ,indife-
rent", acesta este tocmai punctul care constituie toate compromisurile. Weber, cu pretentia
sa de viziune obiectiva, fara presupuse ,valori“, este cel mai bun exemplu al imposibilitatii
acestei pretentii a ,punctului zero". Ego cogito inaugureaza aceastd pretentie in cadrul Moder-
nitdtii.

Si care ar consta in ceea ce am numit ,sofismul dezvoltdrii*, credinta ca Europa ar fi mai
,dezvoltatd” dect alte culturi — precum ,dezvoltarea” [Entwicklung] con-
ceptului la Hegel. Vezi Karl-Otto Apel si Enrique Dussel, Etica del dis-

60.

6

62.

63.

Verso

2, vol. 2, p. 6 5qq., incepind cu ,opinio Scoti expenditur” (fapt perfect coerent, dat find
ca Duns Scotus a fost cel care a vorbit in acest mod despre notiunea de absolut). In sect.
3, se ocupd de ,analogie”. La Dialéctica sa trebuie adaugatd Isagoge filoséfica, publicatd n

anul 1591 si care aavut |8 editii pind in anul 1623 (editia criticd a lui Joaquin Ferreria Gomez
a fost publicatd in 1965).

Francisco Bueno, Los judios de Sefarad, Granada, Ediciones Miguel Sanchez Bueno, 2005,
p.328.

. Bartolomé de Las Casas, Obras escogidas, 5 vol., Madrid, BAE, 1957. Pentru modul de

folosire a referintei originale, a se vedea nota 7. (N. tr)

Montesinos se intreabd: ,Nu vd dati seama de asta?*. Urmdtoarele pagini ale Istoriei Indii-
lor Occidentale sint demne de a fi citite in profunzime. Era momentul in care Moderni-
tatea ar fi putut sa-si schimbe drumul. Nu s-a intimplat asta si ruta s-a stabilit, inflexibild,
pind fn secolul XXI. Era atit de mare mirarea cuceritorilor cd actiunile lor impotriva ame-
rindienilor ar putea fi lipsite de justitie si de eticd, Incit nu le venea sa creadd. S-a discutat
ndelung. Dominicanii aveau argumente filosofice, colonistii obiceiurile lor tiranice si ne-
drepte. In cele din urma, au avut cistig de cauza obiceiurile colonistilor si pe aceasta bazi
s-a intemeiat filosofia modernd europeana. Tncep?nd din secolul XVII, nu se va mai discu-
ta niciodata despre dreptul europenilor moderni (si in secolul XX al nord-americanilor)
de a cuceri planeta.

A se citi comentariul meu in Dussel, 2007, op. cit., p. 179-193.

64. Enrique Dussel, Desintegracion de la Cristiandad colonial y liberacion,

curso y ética de la liberacién, Madrid, Trotta, 2005, p. 107; Enrique Dussel,
The invention of the Americas, New York, Continuum, 1995.

Michel de Montaigne, Oeuvres competes, Paris, Gallimard, Pléiade,
1967, p. 208.

Grupul tain din insulele Antile nu pronunta litera ,r*, si prin urmare ,cari-
be" si ,canibal erau acelasi lucru.

Montaigne stie foarte bine cd, din perspectiva celor ,numiti* barbari, euro-
penii erau demni de a fi numiti de acestia ,salbatici*, din cauza actelor
irationale si brutale pe care le comiteau impotriva lor.

Ginés de Seplilveda, Tratado sobre las justas causas de la guerra contra
los indios, México, DF, FCE, 1967, p. 85.

Seplilveda, op. cit., p. 87.

Salamanca, Sigueme, 1977, p. 142.

65. A se observa cd Bartolomé descrie , dialectica stapinului si sclavului®. Pe
fingd aceasta, el aratd cd , pacificarea” Americii Latine s-a putut realiza doar
,dupd ce au murit toti cei care puteau suspina sau gindi in libertate”.
Bartolomé are o clard viziune anticipatd a violentei colonialismului.

66. Descartes va fundamenta ontologia modernd Tn abstractul si solipsistul ego
cogito. Bartolomé, Tn schimb, va fundamenta critica etica si politica a res-
pectivei ontologii in responsabilitatea fata de Celdlalt, cdruia i datoreaza
argumente pentru a demonstra propria pretentie de adevar. E o para-
digmd fondatd din perspectiva Alteritatii.

67. Care totalizeaza 478 de pagini in editia mexicana din anul 1942.

68. Enrique Dussel, Historia General de la Iglesia en América Latina, Salaman-

Sepllveda, op. cit., p. I'17.
Tnainte de Locke sau Hegel, Septilveda postuleazi ,proprietatea privati* drept conditie a
umanitatii.

Seplilveda, op. cit., p. 110-111.

Ibidem. Un indigen ecuadorian, intr-o cdlatorie in America Latind a papei loan Paul al l-lea,
i-a dat acestuia o Biblie, ca gest de restituire a religiei pe care catolicii pretinsera ca o vor pro-
mova fntre indigeni, si i-a cerut sa restituie bogdtiile extrase din Indiile Occidentale.

Seplilveda, op. cit., p. 155.

. lezuitii au ajuns repede sd detina monopolul aproape complet al predarii filosofiei in Euro-

pa catolicd, pentru ca protestantismul dddea mai multa importantd teologiei.

José Ferrater Mora, ,Sudrez et la philosophie moderne”, Revue de Métaphysique et de Mora-
le 13 (2), 1963, p. 155-248. A doua scolasticd, in sensul sau traditional, se inaugureaza
cu lucrdrile lui Juan de Santo Tomas, Cursus philosophicum (1648), operd de o exceptio-
nald claritate si profunzime, care va cadea in uitare in urmdtoarele decenii.

Am consultat Commentariorum Petri Fonsecae in libro Metaphysicorum Avristotelis, editat de
Franciscum Zanettum, Roma, 1577, cu textul In limba greaca si traducere n latind, pre-
cum si comentariile.

Miguel B. Pereira, Pedro da Fonseca. O Método da Filosofia, Coimbra, Universidade de Coim-
bra, 1967, p. 280.

In Coimbra am putut consulta Institutionum Dialecticarum, Libri Octo, publicata de lannis
Blavii, 1564. A se vedea editia din anul 1964 a lui Joaquin Ferreria Gomes a Instituicoes
Dialécticas. La inceput afirma: ,Hanc artem, qui primi invenerunt Dialecticam nominarunt,
postrea veteres Peripatetici Logicam appellaverunt”. Fonseca, op. cit.

Pereira, op. cit., p. 340.

Am consultat Metaphysicarum disputationem, publicatd de Koannem si Andream Renaut,
Salamanca, 1597, care include in volumul | primele 27 Disputationem sin volumul 2 cele-
lalte, pind la 54. Problema , Fiintei Infinite” si a ,fiintei finite” se explicd de la Disp. 28, sect.
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74.

75.

ca, Sigueme, 1983.

La Descartes sau Husserl, ego cogitum 7l construieste pe Celdlalt (in acest caz colonial) ca
pe un cogitatum, dar, inainte de aceasta, ego conquiro deja l constituise ca un ,cucerit” (domi -
natum). In latind, conquiro inseamné: a ciuta cu stradanie, a ntreba cu gri, a reuni. De
aceea conquisitum este ceea ce se cauta cu sirguintd. Dar in Reconquista spaniold fmpo-
triva musulmanilor, cuvintul a preluat sensul de a domina, a supune, a iesi in lume pentru
a recupera teritorii pentru crestini. In acest sens, acum dorim si-| folosim cu o semnificatie
ontologicd.

. Enrique Dussel, The Underside of Modemnity: Apel, Ricoeur, Taylor, and the Philosophy of Libe-

ration, New Jersey, Humanities Press, 1996, cap.|, 5si p. 65.

. Dacd aplicdm o doctrind atft de clara la cazul cuceririi Noii Anglii si din acel moment ajun-

gem pind la actualul razboi din Irak, se poate intelege ca patriotii care Tsi apdrd teritoriul se
justifica prin argumentul lui Las Casas. A se vedea Enrique Dussel, Materiales para una poli-
tica de la liberacién, México, Plaza y Valdés, 2007, p. 299.

Enrique Dussel, Politica de la Liberacion. Historia mundial y critica, Madrid, Trotta, 2007.

. Impartire prin tragere la sorti pentru a stabili numarul de amerindieni care vor participa la

muncile in mind. (N. tr.)

Astfel se explicd in textul cu data de |5 martie 1571 publicat in Coleccién de documentos
inéditos para la historia de Esparia din anul 1842, n vol. |13, p. 425-469.

Nathan Wachtel, La vision des vaincus: les Indiens du Pérou devant la conquéte espagnole,
15301570, Paris, Gallimard, 1971, p. 184, arata cd in perioada inca, ayllu (comunitatea
de bazd) pldtea tributuri in muncd si producea pentru curacas (stapini) si regele inca; cura-
ca pldtea tributuri regelui inca si oferea de lucru comunitdtii ayllu; iar regele inca oferea ser-
vicii stapinului curaca si comunitatii de bazd ayullu.

Tn Imperiul Inca, bogtia rarminea intr-un circuit inchis. Odata cu momentul cuceririi, la
conquista, comunitatea ayllu pldteste tribut in argint (pentru a-I obtine, fiecare trebuie sd
se vindd pentru un salariu) unui curaca si unui spaniol; curaca pldteste tributurile cdtre spa-
niol si serviciile catre ayllu; dar spaniolul nu oferd niciun serviciu comunitatii ayllu, nici stapi-
nului, curaca. Pe fingd aceasta, bogatia spaniolului iese din circuitul peruan si se indreapta
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spre Europa. Extractia coloniald a bogatiei, care dureaza mai bine de 500 de ani, este baza
sistemului colonial globalizat din prezent, care si-a schimbat mecanismele, dar nu sensul
sau profund de transfer al ,valorii-munca“.

Rolena Adorno, ,La redaccion y enmendacion del autografo de la Nueva cordnica y buen
gobierno®, in John V. Murra si Rolena Adorno (ed)., El primer nueva corénica y buen
gobierno. Tomo | . xxxii-—xIvi, México DF, Siglo Veintiuno, 1980.

Cf. Eduardo Subirats, El continente vacio: La conquista del nuevo mundo y la conciencia moder-
na, México DF, Siglo XXI, 1994; Nathan Wachtel, La vision des vaincus: les Indiens du Pérou
devant la conquéte espagnole, 1530~1570, Paris, Gallimard, 1971.

Felipe Guaman Poma de Ayala, El primer nueva cordnica y buen gobierno, 3 vol., editate
de John V. Murra si Rolena Adorno, México DF, Siglo Veintiuno, 1980. [Pentru maniera
referintelor originare, a se vedea nota 7. (N. tr)]

Binenteles cd exista exceptii: ,Considerdm inteleptii [...] sfinti doctori luminati de Sfintul Spi-
rit [...] ca Parintele Luys de Granada [...] ca Parintele Fray Domingo [de Santo Tomas...]
multi sfinti doctori si titrati, maestri, cu studii [...] Altii [in schimb] care nu au scris incepu-
tul literelor a, b, ¢ vor sd se numeasca titrati, sint falsificatori si semneazad ca domnul Betiv
si doamna Bostan", scrie el cu umor, ironie si sarcasm. Guaman Poma, |980-Ill: 855.

In procesul de emancipare de la sfirsitul secolului XVIII si inceputul secolului XIX (cum ar
fi cazul lui Servando de Mier n Mexic), faptul de a nu datora spaniolilor ,nici macar cresti-
nismul” a fost cauza care conferea puterea de a nega si alte beneficii pe care ar fi putut sd
le aducd spaniolii in America Latind, odatd cu conquista, cucerirea si organizarea coloniala.

. Intre incasi, nimeni nu putea privi soarele (Inti), nici macar regele inca.
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Guamén, care probabil apartinea unei aristocratii provinciale preincase, idealizeazd epoca
anterioard incasilor, pozitionindu-i pe acestia drept ,idolatri*. Este posibil ca prin aceasta sa
respinga argumentul lui Francisco de Toledo, viceregele, acceptind anumite critici fmpo-
triva incasilor, dar nu si impotriva culturii Tawantinsuyo n totalitatea sa.

,S-a ndscut si a domnit in timpul lui Cinche Roca Ynga, cind avea optzeci de ani. Si, in vre-
mea lui Cinche Roca Ynga, a suferit ca un martir si a fost crucificat” (Guaman Poma, 1980-
11 70). Nasterea lui lisus Hristos initia ,a cincea virstd" din cronologfa europeana si crestind,
dar acum se articula cu ,a cincea virsta" incasd din vremea celui de al doilea inca. Cum indica
istoria din Noul Testament: In vremea ,imparatului Tiberiu...* (Luca, 3, ). Guamén Poma

o exprimd intr-un mod metaforic: ,In vremea imparatului Cinche Roca Ynga..."

In aceste vremuri au existat mari cataclisme, de aceea aceastd epocd se numeste pacha-
cuti (cel care transforma pamintul) sau pacha ticra (cel care o pune cu capul in jos)
(Guaman Poma, 1980-I: 74).

Cf. Walter Mignolo, The Darker Side of de Renaissance: Literacy, Territoriality & Coloniza-
tion, Ann Arbor, The University of Michigan Press, 1995; idem, The Idea of Latin America,
Oxford, Reino Unido, Blackwell, 2005.

Existd liste cu celelalte ,regine” ale fiecarei regiuni a imperiului.

Se ajunge la urmdtorul ordin: ,Poruncim ca porcii lenesi si murdari sa fie pedepsiti cu mize-
ria chacara [paminturilor lor] sau a casei sau a farfuriilor in care maninca sau sé fie obligati
sa bea Tntr-un mate mizeria de la spalarea capului sau mfinilor sau picioarelor lor, drept
pedeapsd in tot regatul” (Guaman Poma, 1980-I: 164). Igiena, curdtenia erau exigente etice
la fel de importante ca si tripla porunca: ,Sa nu minti, sa muncesti, sa nu furil*

. In spiritualitatea preincasi a populatillor indigene, huacas puteau fi obiecte, monumente

sau locuri nvestite cu puteri sacre. (N. ed.)

Despre rdzboinicii de la virsta de 33 de ani (desi existau razboinici de la virsta de 25 pind
la 50 de ani); ,despre batrinii care merg” (de la virsta de 60 de ani); despre cei cu virsta
de 80 de ani; despre bolnavi si raniti; tineri de |8 ani; de 12 ani; de 9; de 4; copilul cind
se tirfie; copilul la o lund. Fiecare virsta avea mai intfi drepturile sale si ulterior respon-
sabilitdti.

Michel Foucault ar fi fost interesat de aceasta institutie incasa.

In acelasi mod, ,femeile si bolnavele, femeile schioape si cele oarbe, vaduvele, gheboa-
sele, cele pitice detineau paminturi agricole si case si pasuni din care se intretineau si si pro-
curau mincarea si astfel nu erau nevoite sa cerseasca”. Guaman Poma, 1980-I: 197.

Spre sfirsitul lucrdrii apare o descriere foarte valoroasa a ,muncilor* taranilor propriu-zisi

(Guaman Poma, 1980-IlI: 1027), unde va modifica oarecum prima sa viziune de ,sus”, in
cadrul sarbatorilor inca.

. Cu sigurantd sacrificii umane, de la ,copii de cinci ani“ (Guaman Poma, 1980-I: 241) la altii

de doisprezece ani sau adulti.

Opera sa a ldsat marturii ce nu pot fi regasite in alte surse quechua (Guaman Poma, 1980-
I: 288 sqq.).
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Tmi amintesc cum i tinerete urcam pe munte, la 6500 de metriindltime Tn Uspallata, in-
tr-o lungd depresiune, unde deodatd am traversat un drum absolut drept, pind la linia ori-
zontului (poate erau in jur de 30 km). Ni s-a spus: este drumul inca, la aproximativ 4000
km de Cuzco. Intr-adevir, Guaman scrie: ,Cu organizarea lor si cu teritoriul delimitat si
semnalat, fiecare drum avea o latime de patru vara si in ambele parti erau puse pietre in
forma dreapta, cum nu au facut nicdieri in lume, exceptind regii inca® (Guaman Poma,
1980-I: 327). In zona Mediteranei am vazut drumurile cu pietre ale Imperiului Roman,
din nordul Africii pina in Palestina, Italia sau Spania. Niciunul nu era atit de ,drept" ca dru-
mul inca.

Vrea sd spund cd: in obiceiurile inca se poate observa deja intreaga frumusete si valoa-
rea principiilor eticii crestine moderne, pe care europenii o predicau. .. dar nu o puneau
n practica.

Este reprosul unui amerindian ,crestin®.

,Depopularea” s-a datorat violentei cuceririi, destructurdrii sistemului agricol incas (de exem-
plu incasii intretineau apeducte de 400 km lungime Tn conditii perfecte, Tn mijlocul
muntilor, cu poduri de piatrd etc.; lumea coloniald europeand a ldsat sa se distrugd intre-
gul sistem hidraulic construit in mai bine de 1000 de ani) si in special bolilor necunoscu-
te de rasa indigend.

A se citi: tdiat \n bucati“.

A'se observa ironia: ,Se numesc crestini®, spunea Bartolomé de Las Casas, o observatie
similard cu cea a lui Guaman: ,crestini numai cu numele®, adevdrati ,demoni pe dinaun-

tru®, ca si propunerea de expansiune a ,democratiei” in Irak a lui George W. Bush. Moder-
nitatea este mereu identicd cu ea Tnsasi.

Guaman i dispretuia in mod special pe ,metisi®, pe care fi numeste ,meticei" [mesticillos].

Una dintre obsesiile lui Guaman este ca ,vor disparea amerindienii acestui regat”
(Guaméan Poma, 1980-I1: 483), dat fiind cd femeile amerindiene sint luate de la sotii lor
naturali. De la mineri, spaniolii iau , fiicele amerindienilor cu forta si le despart de bérbat
si le dezvirgineaza ei si majordomii lor si le forteazd pe aceste femei, trimitind pe barbatii
lor in mind in timpul noptii sau undeva foarte departe” (Guaman Poma, 1980-II: 489).
In acelasi timp nu se poate imagina suferinta amerindienilor in mine si in coloniile izola-
te (Guaman Poma, 1980-II: 488-505). In plus, i caracterizeazi pe spanioli ca find mici
de staturd, grasi, lenesi, plini de orgoliu, sadici in comportamentul lor cu servitorii amerin-
dienii. (p. 506-515): ,MaiIntii de toate sinteti impotriva saracilor lui lisus Hristos" (Guaman
Poma, 1980-II: 515).

,Si de asemenea pe femei pentru cd trdiesc in concubingj si uitd de obligatiile si de servi-
ciile personale. Si au relatii sexuale cu fetele singure si cu vaduve” (Guaman Poma,
1980-11: 526).

,/Amerindienele curvasdresc si nu existd solutie. Si asa nu doresc sd se cdsdtoreasca pen-
tru ca merg dupd preot sau dupd spaniol. Siasa nu se nasc indieni in acest regat, ci metisi
si metise si nu existd solutie” (Guaman Poma, 1980-II: 534). Critica impotriva bisericii ajun-
ge pind la pagina 663, fiind una dintre institutiile de care se ocupa in mod special. in unele
aspecte, franciscanii si mai ales parintii iezuiti sint unicii vazuti cu ochi mai buni. Acest fapt
dovedeste o ipotezd de baza In istoria ideologicd a Americii Latine (Guaman Poma, 1980-
II: 603). ,Dacad ar fi preotii si dominicanii, cei din ordinul Sf. Maria si augustinii, ca acesti
preoti iezuiti, care nu vor sa se Tntoarcd in Castilia bogati, nici nu vor sd aiba paminturi,
pentru cd bogdtia lor este in sufletele camenilor!* (Guaman Poma, 1980-I: 447).

Guaman apartinea unei familii Yarovilcas, stapini locali anteriori incasilor (1980-I1l: 949).
Niste curacas impostori, colaborationisti ai spaniolilor, le-au luat paminturile. De aceea
Guaman i dispretuieste pe acesti ,stapini de mina a doua®, curacas care nu erau nobili,
dar pdstrau aparentele de nobil. Din partea mamei este posibil sa fi avut o descendenta
secundara din incasi.

Se pare ca inca exista un dublu trecut: in primul rind, trecutul inca, ce este considerat in
mod frecvent drept punct de referintd. Dar uneori se observa o anumitd critica fatd de
dominatia incasd, vazuta din perspectiva regiunilor indepdrtate de Cuzco (careia fi
apartinea Guaman). De pilda: ,Al patrulea Auca Runa erau popoare cu putine cunostinte,
dar nu au fost idolatri. Si spaniolii aveau putine cunostinte, dar la inceput au fost idolatri
pagini, ca si indienii din vremea inca ce au fost idolatri* (Guaman Poma, 1980-Ill: 854).
S-ar pdrea cd pentru Guaman cea mai mare dezvoltare civilizationald include idolatria, fnsa
acelasi lucru nu e valabil in cazul popoarelor mai modeste, intre care nu existd dominatie
reciproca, cum ar fi civilizatiile dinaintea Imperiului Inca. Vechii indieni priveau cerul pind
la a patra virstd a lumii numite Auca Runa [...] Amerindienii din vremurile inca au idola-
trizat ca paginii si au adorat soarele, tatdl inca“ (Guaman Poma, 1980-1II: 854).

Scrie: ,Orasul lui Dumnezeu si al sdracilor care au respectat cuvintul lui“. In acest oras se
includ foarte putini spanioli si toti amerindienii oprimati, ,sdracii lui lisus Hristos".
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. Este interesant de observat ca foloseste categoriile istorice si politice ale lui Augustin de

Hipona. A se vedea Enrique Dussel, Materiales para una politica de la liberacién, Ma-
drid—México, Plaza y Valdés, 2007, p. 44-45.

. Comenteaza autorul nostru: ,A se tine cont de rabdarea amerindienilor din viata asta in

care suferd atitea rdutati din partea spaniolilor, preotilor, magistratilor, metisilor si mula-
trilor, negrilor, a yanaconas si chinonas care i lasa fard viatd si fard suflu pe amerindieni. A
se cunoaste acest lucru®.

Astfel numeste aceasta tema in ,Cuprinsul” final (Guaman Poma, 1980-IIl: 1067). Subiec-
tul este tratat de Guaman Poma (1980-Ill: 852).

. Care incepe aici: Guaman Poma (1980-I1I: 896).

Referitor la organizarea ,duald” si in ,patru” regiuni a Imperiului Inca si a culturii existen-
teIn zond, Martti Parssinen, Tawantinsuyu: The Inca State and its Political Organization, Hel-
sinki, Societas Historica Finlandiae, 1992. Vezi si James Lockhart, Los nahuas después de
la Conquista. Historia social y cultural de la poblacién indigena del México central, siglos
XVI=XVIII, México DF, FCE, 1999.

. wAse luain considerare maiestatea pe care o detinea Ynga Topa Inga Yupanqui, rege din

Peru[... casi cea pe care o au] regii si principii, fmpdratii lumii, precum cel al Imperiului
Otoman si regele Chinei, imparatii Romei si toti crestinii si evreii si regele din Guineea”
(Guamén Poma, 1980-11I: 888). Inca era un rege de acelasi nivel ca si cel din istoriile altor
culturi, si pe lingd aceasta, ,Ynga avea patru regi din cele patru parti

ale acestui regat” (Guaman Poma, 1980- Ill: 888). Autorul nostru pro-
pune acum un nou proiect: ,Sa fie rege Felipe [... sub domnia lui ar
exista patru regi secundari:] Mai intii ofer un fiu al meu ca print al aces-
tui regat, nepot si stranepot al lui Topa Ingd Yupangi [astfel se reproducea
proiectul Monarhiei Indiilor al lui Torquemada...]. Al doilea, un princi-
pe al regelui din Guineea, negru; al treilea, regele crestinilor din Roma
[...]; al patrulea, regele arabilor din Imperiul Otoman, toti patru fnco-
ronati cu sceptru si onoruri® (Guaman Poma, 1980-1: 889).

,«Spune-mi, autorule, de ce acum nu se inmultesc indienii si devin mai
sdraci?» Spune-i Maiestatii Sale: mai Intfi nu se Inmultesc pentru cd cele
mai frumoase femei si fecioare ajung la preotii care indoctrineaza, la
administratori, magistrati si spanioli, majordomi, loctiitori si functionari
crescuti de ei. Si de aceea exista atit de multi metisi si metise in acest

regat. Sa-i spui cu durere cum iau femeile de la gospodariile séracilor
[... Indianul] vrea mai bine sd moard decit sd vadad atita durere” (Gua-
man Poma, 1980-I1l: 897-898).

. Articolul din Marx la care ne referim afirmd: , Statul [luteran german] care recunoaste cresti-

nismul ca suprema sa normd, iar Biblia drept cartd a sa, trebuie sd se confrunte cu cuvin-
tele Sfintei Scripturi, findca Scriptura este sfinta pind la cuvint [pentru luterani]. Acest stat
[...] este implicat intr-o contradictie dureroasd, insolubild din punctul de vedere al consti-
intei religioase, atunci cind se face referintd la acele maxime ale Evangheliei cu care nu
numai ca nu se conformeazd, dar nici nu se poate conforma, dacd nu doreste sd se dizol-
ve complet ca stat” [Karl Marx, ,Despre problema evreiascd“, traducere de Alexander
Tendler, www.marxists.org. Cf. Marx Engels Werke (MEW), vol. |, Berlin, Dietz Verlag,
1956, p. 359-360.]

. Merita realizatd o lecturd mai atentd a celei de-a cincea meditatii, despre ,Dezvdluirea sfe-

rei transcendentale de existentd ca intersubiectivitate monadologica“, Edmund Husserl,
Meditatii carteziene, Bucuresti, Humanitas, 1994; editia in limba germana, Cartesianische
Meditationen, Haag, Martinus Nijhoff, 1963, p. 121 sqq. Filosoful din Freiburg incearcd
aici sa meargd mai fncolo de ego cogito, atunci cind vorbeste de problematica ,Celuilalt”,
din perspectiva ,lumii comune a vietii* (der gemeinsamen Lebenswelt) (p. 162), pornind
de la faptul cd ,trebuie sa admitem cd ceilalti se constituie ca ceilalti in mine” (p. 156). Sartre
nu va putea depasi in totalitate aporia constatatd in ,privire” (Jean Paul Sartre, Létre et
le néant, Paris, Gallimard, 1943, p. 310sqq..), asa cd l va construi pe ,Celalalt" ca obiect,
n mod iremediabil. Celdlalt, de partea sa, ma construieste si el pe mine ca obiect: ,La
personne est présente a la conscience en tant qu'elle est objet pour autrui (p. 318).
(N. ed.)
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Editura IDEA a luat nastere ca un proiect deopotriva teoretic si practic: publicarea de texte ca tot atitea instrumente de reflectie
asupra artisticului, socialului si politicului. Echipa editoriald a pornit de la un minim de exigente clare: traducerea riguroasa in
limba roména a unor scrieri majore din filosofia contemporand si din teoria recentd a artei si, prin aceasta, introducerea fiabila
n dezbaterea intelectuald de la noi a unor interogatii exemplare pentru lumea in care trdim. Nu e vorba insd de simplul ,im-
port" in romand al unor ,idei”. Prin optiunea pentru un anumit tip de scriiturd, aceea in care limba se pune la incercare in toate

resursele ei logice si expresive, editura si-a propus sd improspdteze, prin chiar actul traducerii ori prin texte originale, idiomul

critic (i.e. filosofic) in romaneste. Cu alte cuvinte, sa contribuie la deplasarea si acutizarea capacitatii de a gindi ceea ce ni se in-

timpld, astdzi.

Asumindu-si caracterul de editura mica, noncomerciald, IDEA a functionat, din 2001 pind acum, prin doud colectii — Balcon si

Panopticon. Publicarea in prima colectie a unor autori precum Benjamin, Barthes, de Duve, Flusser, Groys, Babias, Lovink,

Lacoue-Labarthe sau a unor materiale despre opera unor artisti ca Joseph Beuys ofera puncte de sprijin pentru cartografierea
teritoriului artei moderne si actuale; in acest fel, teoriile contemporane ale artei, al caror potential explicativ si analitic se consti-

tuie Intr-un ,aparat conceptual” util deopotriva cercetatorilor si practicienilor, sint aduse, pentru prima data, ntr-o manierd coe-

rentd si comprehensivd in spatiul public romanesc.

Prin prezenta in cea de-a doua colectie a unor autori ca Derrida, Foucault, Deleuze, Lyotard, J.-L. Nancy, G. Granel, Sloterdijk,

Baudrillard, G. M. Tamés, Agamben, Arendt, nu dorim doar sa racorddm cititorul la ,avangarda” gindirii filosofice actuale, i, mai

ales, sa-i punem la dispozitie mari lecturi ale unor probleme cu care se confrunta in viata societdtii: politicul si puterea, aporiile

reprezentdrii si ale istoricitdtii, cdderea comunismului sau criza universitdtii, globalizarea, (post)modernitatea, nihilismul etc.

Nu Tn ultimul rind, prin noile sale colectii, editura a inceput sd asume si productia propriu-zisa — fie in mod individual, fie colectiv
—de discurs critic aplicat, pornind de la situatiile politice si contextele intelectuale actuale, adicd simultan locale si globale. Aces -
te noi colectii, ale caror prime titluri au aparut deja, opereaza sub generice precum Refractii — dedicatd analizelor culturale si

sociopolitice in situ; Praxis — consacrata explordrii strategiilor efective ale luptei politice pe diverse fronturi si meridiane; si, in sfir -
sit, Public — acoperind autoproductia artistico-democratica, multipld, a spatiului public.
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IDEA publishing house was born as a theoretical and practical project at the same time. Committed to publishing texts

as implements of reflection upon the artistic, the social, and the political, the editorial staff started with a clear set of mini-
mum goals: the translation into Romanian of major texts of contemporary philosophy and recent theory of art. By this,
IDEA aims to insert into the Romanian public debates interrogations which are exemplary for the world we live in. How -
ever, this means more than ,importing” certain ,ideas”. By promoting a certain type of writing — that in which the lan-
guage experimentally but rigorously explores its logical and expressive resources — the publishing house intends to refresh,
by the very gesture of translation or through original texts, the critical (i.e. philosophical) idiom of Romanian. In other words,
to orient our possibilities of thinking toward the criticality of what happens to us today.

Accepting its condition as a small, non-commercial publishing house, IDEA has, since 2001, run two series — Balcon and
Panopticon. Providing important guiding marks for mapping the realm of modern and contemporary arts, the first series
includes such authors as Benjamin, Barthes, de Duve, Flusser, Groys, Babias, Lovink, Lacoue-Labarthe or materials on the
work of artists as Joseph Beuys. For the first time in the Romanian public space, contemporary art theory is brought along
in a coherent and meaningful fashion. In this way, the elucidative and analytical potential of art theory provides a concep-
tual toolbox useful to both theorists and artists.

In the second series, by publishing thinkers such as Derrida, Foucault, Deleuze, Lyotard, J.-L. Nancy, G. Granel, Sloterdijk,
Baudrillard, G. M. Tamas, Agamben, Arendt, we would like not only to connect the reader to the ,avant-garde” of contem-
porary philosophical thought, but also to provide the public with major readings of questions burdening our contemporary
societies: power and the political, the predicaments of representation and historicity, the fall of communism, the crisis of
academia, globalization, (post)modernity, nihilism, etc.

Last, but not least, with its recent series the publishing house has also committed itself to the production of applied critical
discourses, taking as its starting point the present political situations and intellectual contexts — a simultaneously global
and local theoretical endeavour. These new collections operate under titles such as Refractii [Refractions] — dedicated to
cultural and socio-political analyses in situ; Praxis — dealing with the exploration of the concrete strategies of progressive
political struggle all over the world; and, finally, Public - covering the various modalities of artistic-democratic self-produc-
tion of public space in Romania.
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Oliver Marchart:
Hegemonia in cimpul artei.
Expozitiile documenta

Marius Babias:
Nasterea culturii pop
16 x 23 cm, 128 pag.
25 lei dx, DI, dI2 25 lei

si politica bienalizdrii

16 x 23 cm, 96 pag.

19 lei

EDITURA

Marius Babias (ed.):
European Influenza

[6 x 23 cm, 264 pag.
20 lei

Adrian T. Sirbu,
Alexandru Polgar (eds.):
Genealogies of
Postcommunism

[6 x 23 cm, 343 pag.
35lei/9€/12USD

400117 RO Clyj

Str. Dorobantilor, nr. 12
tel.: +40-264-594634
tinkaeideaeditura.ro
www.ideaeditura.ro

CFNEALOGCH ALE

POSTCOMUNISAILILL

Adrian T. Sirbu,

Alexandru Polgar (coord.):

Genealogii ale
postcomunismului

|6 x 23 cm, 336 pag.
35 lei

Konrad Petrovszky,
Ovidiu Tichindeleanu (eds.):
Romanian Revolution Televised
|6 x 23 cm, 255 pag.
35lei/9€/12USD

COLECTIA REFRACTII / REFRACTIONS

A crea o noua culturd nu fnseamna doar a face descoperiri ,originale” in mod individual, ci de asemenea,
si mai ales, a raspindi intr-o maniera critica adevaruri deja descoperite, a le ,socializa" si, prin urmare, a
le face sd devind baza unor actiuni in cadrul vietii, elementul de coordonare si de ordine intelectuald si
morald. Ca o multime de oameni sa fie adusa la a gindi in mod coerent si unitar realul prezent — acesta
e un fapt ,filosofic* mult mai important si mai original decit hazardul prin care un ,geniu* filosofic dd peste
un nou adevar ce ramine patrimoniul unor grupulete de intelectuali. (A. Gramsci)

Creating a new culture does not only mean one’s own individual ,original” discoveries. It also, and most
particularly, means the diffusion in a critical form of truths already discovered, their ,socialization” as it were,
and even making them the basis of vital action, an element of co-ordination and intellectual and moral order.
For a mass of people to be led to think coherently and in the same coherent fashion about the real present
world, is a ,philosophical” event far more important and ,,original” than the discovery by some philosophical
4genius” of a truth which remains the property of small groups of intellectuals. (A. Gramsci)

"
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Konrad Petrovszky,

Ovidiu Tichindeleanu (coord.):
Revolutia Romdna televizatd. redlitatea. Aurel Codoban Evul Media 2005-2009
Contributii la istoria culturald la 60 de ani 6 x 23 cm, 312 pag.
a mediilor 16 x 23 cm, 164 pag. 29 lei

16 x 23 cm, 248 pag., 35 lei 25 lei

Timotei Néddsan (coord.):
Comunicarea construieste

Bogdan Ghiu:
Telepitecapitalism.

Aurel Codoban:

Imperiul comunicdri. Inventarea poporului-natiune

Corp, imagine si relationare 6 x 23 cm, 368 pag. de piatd al lui Heidegger

16 x 23 cm, 107 pag. 30 lei si cel al lui Granel

25 lei 16 x 23 cm, 140 pag.
19 lei

Claude Karnoouh:

Alexandru Polgar:
Diferenta dintre conceptul
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Ahmet Ogiit, Anti-Debt Monolith, 2014.
Aluminum, paint, sound. Photo courtesy the
artist and the Fiction Factory.




