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All Our Todays:

Flavia Frigeri ex > English

Arta In prezentul continuu

Exp02|t|a All Our Todays ne arata ca arta contemporana nu este univoca, asadar ca
nu este suﬁaent un mod smgular deao privi; trebuie sa fim d|spu5| 53 acceptam SI 3
mterac’uonam cu forme multiple SI d|vergente de contemporaneitate pentru a mterege

prezentu| N mu|t|p||<:|tatea sa.

entru a sch|ta numeroasele atetea|earte| contemporane

aceasta expOZ|t|e reflecta sentimentul rasBandm astazi c3 arta nu ar trebui s3 se limiteze

la anumite medii sau cadre de refermta

upa cum spunea istoricul 5| filosoful Th|erry

de Duve, din anii '50 mu|t| art|st| au ncercat ,Sa creeze arta genemca " adicd o arts care
a rupt |egatur||e cu mestesugurﬂe speoﬁce si cu trad|t|a picturii sau scu|ptur|| .

La prima vedere, ar parea ca ,,AH Our Todays se afla in opozitie cu situatia _pe care
o descria de Duve cﬁ:\t fiind ca expOZ|t|a se concentreaza asupra p|ctur|| nss sferele
de influenta din care se inspira si carora li se adreseaza artistii expusi aici sugereaza
dorinta ca p|ctura sa fie mteleasa ca o form3 cat mai fluids. Pentru asta este esential sa
recunoastem ca toata p|ctura contemporana este, la baza, conceptuala, deci ca ideea
are adesea prioritate inaintea aspectului unei |ucrar| |nsa daca recunoastem calitatile
conceptuale ale artel contemporane, nu trebuie sa p|erdem din vedere |mp||carea
atat a creatoru|U| cat SI a pr|V|toru|U| ale caror emotu S| experlente nuanteaza fiecare
mterpretare smgulara a artel.

Reunind peste patruzem de artisti contemporani internationali importanti, ,,All Our
Todays este organizata n constelatu tematice care urmaresc pendu|area constanta
Intre abstract SI Eguratw caracter|st|ca unel part| semnificative din arta contemporana
lar aici este mteresanta mail ales manierain care art|st|| negouaza reprezentarea rea||tat||
prln prlsma proprnlor expemente traite SI propr|e| magmatn



Forma umana

,All Our Todays” porneste de la opera scriitorului i p|ctoru|U| metafizicitalian Giorgio de
Chirico (1888-197/8), cunoscut pentru picturile 'sale cu peisaje melancolice, de obicei
piete, p ulate de personaje si obiecte bantuite. Prin aceste compozitii i prln scrierile
sa|e de ghlrlco cultiva un alt fel de a privi, care cerea mai multa sensibilitate S| dezvaluia
ceea ce era invizibil cu ochiul ||ber In cuvintele sale, voia ,,sa traifasca]in lume caintr-un
muzeu enorm al lucrurilor stranii”. Aplecarea catre necunoscut este o premisa a picturilor
lui de Chirico, bogate in sensuri metaforice. In Piazza d’ltalia (1960), trecutul clasic
este reactuahzat printr-o sculptura clasica intinsa printre cladiri modermste Personaju|
intins preferat al lui de Chirico este Ariadna — un persona; m|to|og|c fata de care simtea
o afinitate profunda Ariadna a fost abandonata de Tezeu si fortata sa se confrunte cu
spa|ma covarsitoare. Faa perseverat si, In final, a invins, devenind pentru Nietzsche (S|
prin extensie, pentru de Chirico, care adrmra profund scrler||e lui Nietzsche) un S|mbo|
al potentla|u|U| individual de a depa5| frica de necunoscut.

»Totul are doud aspecte: cel actual, pe care il
vedem mai tot timpul si pe care il vad oamenii
obisnuiti, si cel spectral si metafizic, pe care il
pot vedea doar anumiti indivizi in momente de
clarviziune si de abstractie metafizica.”

Giorgio de Chirico

Necunoscutul sau emgma dupa cum il numea de Chirico, a fost mai mult sau mai putin
exp|orat de toti artistii modernisi contemporam Emgma vietii, cu suisurile si coborasur||e
el, s-a dovedit a fi un teren Fert|| mai ales pentru artistii care incercau si se orienteze in
mjlocu| unor schimbari sociale si po||t|ce seismice. Temele abordate in lucririle selectate
n Al Our Todays acopera un spectru larg si arata ca artistii s-au folosit de arta pentru
a exprima si a rezista in multe situatii: urmarile celui de-al Doilea Rizboi Mondial;
spectru| razboiului nuclear; impartirea Europe| de Cortina de Fier si Razboiul Rece care
I-a urmat; razboaiele wolente de decolonizare in Africa si Asia; rat|ona||tatea utop|ca
a tehnocrat|e| tumultul g|oba||zar|| miscarile feministe de emanopare ascensiunea
consumer|smu|U| si dezvoltarea unei culturi vizuale care s3-| susting si sa-| promoveze.



Pictorul german A.R. Penck (1939-2017) credea in efectul revelator al artei si mai ales
in capacitatea acesteia de a ,face ceva vizibil cu cele mai simple mijloace si cu un minim
de efort Prin aceasta abordare artistica, Penck si-a creat propriul lexic vizual: o lume
|mpartlta intre forme abstracte si omuleti cin linii, intr-o atmosfers anarhics. ,,F|gura era
siinca este indispensabila pentru 3 ceea ce m3 preocupa este conditia umana”’, explica
Penck. Pentru el ﬁgura umana (de obicei masculind) este elementul-cheie dm opera
lui deoarece sugereaza atat suferinta individuala, cat si complexitatea relatiilor umane in
Germania post%ehca traita pe propma piele. La randu| lor, Martin K|ppenberger (1953 -
1997) si Markus Lupertz (n. 1941) isi folosesc lucrarile pentru a comenta istoria recenta

a Germaniei.

Opera lui Kippenberger se afla la granita dintre reprezentare si enigma, ca un fel de
referire la de Chirico adoptand necunoscutul drept reper. Urman m|tu| modern al
artistulul, K|ppenberger revitaliza figura eroica a carei glumbus|ucur| alimenteaza actul
mitic al creatiei. \/|ata boema pe care o etala s-a reflectat in arta si viata lui, estompand
gramta dintre cele dous. Auto- performance-ul lui Klppenberger cochetand mereu cu
actorla INnvoca o mtrarmgenta care cerea o comunicare deschisa intre arta SI pr|V|tor

Daca Klppenberger a jucat rolul rebelului, a|t| artisti au adoptat 0 postura mal neutra,
fiind totusi purtati de acelasi impuls de a exprlma ceva putermc ceva maret, uneori ceva
dificil sau chiar |nexpr|mab|1 De exemplu artistul nascut in Chile Roberto /\/\atta (1911-
2002) a explorat ce inseamna sa traiesti intr-o lume care Fuge dupa mitul tehnolog|e|
El a aratat latura intunecata a peisa Glui determinat mecanic, cu o inflexiune putin
d|stop|ca Sculptorita poloneza /\/\agcfalena Abakanowicz (1930 2017) SI a mdreptat
atentia asupra durerii gzme si psihice suferite de umanitate in urma celui de-al Doilea
Rizboi Mondial, prin scu|ptur|Fe sale cu corpuri mutilate Si pline de cicatrici. Opera lui
Abakanowicz este partlculara si totodata universala, reprezentand lupta, plerderea S|
disperarea.



La fel ca Abakanowicz, scu|ptoru| britanic Antony Gormley (n.1950) ia forma umana ca
model al |nd|V|dua||tat|| si universalitatii. Practica sa sculpturala incepe de la propriul lui
corp, care este masura mtregn sale opere Documentarea propr|u|U| corp este totodata
0 captura a t|mpu|U| Spat|u| si timpul sunt suspendate n gestu| sculptural, care elimina

ranita dintre interior S| extenor In ace|a5| t|mp, atragand atent|a asupra propr|u|U| corp,
%ormley i face pe pr|V|tor| mai sensibili la proprnle experiente corporale si mai constienti
de un alt fel de avedea lucrurile; un fel mai atent. In era h|perconect|V|tat|| |mag|m|e sunt
tranzactlonate SI distribuite cu mnle in fiecare ZI lar oamenii contemporam S-au ObISﬂUIt
53 se uite fars sa vads. Gormley chestioneaza aceasta conditie si ne face sa ne opr|m s3a
ne tmem n frau atentla distrasa mai mult de doua mmute sau macar asta spera sa faca.
Artista mu|t|mec||aJaponeza Chiharu Shiota (n. 1972) mcearca ceva asemanator, facand
vizibila ,,senzatia de a fi conectat cu cineva sau ceva” prin firele rosii care i |mpanzesc
lucrarile. Memoria personala si afectivitatea universala sunt Forte|e care ghideaza si

lucrarile lui Shiota.

Forma abstracta

Pe langa de Chirico, aceasta expozitie aduce in prim-plan opera unui alt artist modern,
Max Bill (1908 - 1994) Spre deosebire de p|ctoru| metafizic care se deda la tentat|||e
mconstlentulLu Bill 1 S| baza practica artistica pe mtegrarea geometriei si matematicii.
El chiar a sugerat ca o arta Eazata pe gandirea matematica nu ar fi doar pOS|b||a cisi
dezirabila. La nivel vizual, asta s-a tra§us in lucrari riguroase geometric si echilibrate
cromatic care au deschis calea abstract|e| hard edge.

|mpreuna cu op art SI pictura color field, pictura hard edge a luat avant n pemoada
postbehca Cat timp hard edﬁe si op art Fo|oseau zone uniforme de culoare in forme
geometrice, p|ctura color fiel presupunea o abordare mai relaxata a formei. Termenul
de ,hard edge” a fost, la 7 mc[\Fut asociat cu pictura americana postbelica, mai ales cu
lucrarile p|ctoru|U| Kenneth land (1924 -2010), ale carui forme geometrice precise
erau o mV|tat|e deschisa ca pr|V|toru| sa savureze placerea optica a culorii Fure lLa fel ca
Noland, Brldget R||e (n. 1931)adevemtcunoscutam anii 60. Picturileeralb negru, care
se umﬂa S| contracta creand iluzia rmscarn i-au adus faima ca personahtate mportanta
n valul op art al ace|U| deceniu. Prin Fo|o'5|rea culorii, spat|u|U| si formelor geometmce
proiectate cu o precizie matematica, Rlley stmuleaza ochiul. Culorile ei atent alese Si
formele distilate suprapuse Tntalnesc och|u| SI mintea.
prap



Daca Noland si Riley erau preocupati de forma de dragul formei, Imre Bak (1939-
2022) Si Henryk Stazewski (1894 -1988) ciutau in abstract|a hard ed e un instrument
subversiv. Pentru Bak, careactivain Ungaﬂa si Stazewski, carelocuiain éoloma realismul
socialist domina PGIS(’:\JUl artistic. Era o m|scare curajoasa sa urmeze alta dlrectle cu atat
mai mult s3 realizeze lucriri abstracte intr-un stil occidental. Asadar ar fi |n§e|ator sa
mtelegem p|ctur||e hard edge ale lui Bak Si Stazewski doar in termeni de forma S| culoare;
ele poarta o incarcatura po %tma care nu se regaseste la omologii lor occidentali.

Artistul francez Daniel Buren (n. 1938) elimina aura picturii, incadrandu-si practica
in sfera artei conceptuale. ,Arta in serviciul mintii” , SpuUnea Marcel Duchamp (1887-
1968), intr-un moment care acum pare a fi mceputul artel conceptuale In loc sa creeze
un ob|ect de arta material Tn sine, artistul conceptua| creeaza un limbaj simbolic care
trebuie mterpretat de ceilalti. Buren practica arta conceptuala criticand ideea de plctura
ca obiect si elaborand o estetica in care amplasarea unei lucrari este mai importanta
decat aspectul el formal. El exprlma aceasta critica printr-o formula standard de dung
verticale albe si colorate pe care le picteaza pe diferite suporturi siin locatii diferite, atat
n interior, Cat Si afara. Astfel, standardizarea picturiiii anuleaza ca||tat||e afective.

Vocabularul geometric al Marciei Hafif (1929-2018) reincadreaza pictura hard edge
n sfera sentimentelor si emotiilor. Lucrarea ei, Picturd italiana #40 1964), reprezinta
amintirea unui loc, iar Luming rosie de alizarina (ZOOD pare, de la distanta, umEorma s
golasa insa, privita de aproape, este o tesatura densa de culoare care Freamata La fel
2o i ezl L Gormley, lucrarile lui Hafif cer un alt fel de a privi, cer concentrare totala.
Picturile el ofera o experlenta vizuala, intelectuala si emotionala complexa, specifica
plcturn monocrome — t|p|ca abstractmnn

Al Our Todays” reuneste mai multe picturi monocrome. Pictura monocroma este
definits de folosirea unei sinoure culori si este o tema comuna in randul artistilor moderni
si contemporani, mai ales c%upa ce Kazimir Malevich (1879-1935) a realizat faimosul
Pstrat negru (1915). De I3 dlstanta e usor sa vedem picturile monocrome negre din
aceasta expozitie ca reactualizari a|e lucrsrii lui Malevich. Insa, daca ne uitam mai
mdeaproape devine ||mpede ca aceste plcturl nu sunt doar negre s si nu sunt nici macar
strict monocrome; exista multa varietate in negru. Expuse aici sunt grade diferite de
luciu si stratificare a supraFetelor care vibreaza si se schimba pe masura ce le privesti.



Incercand s3 chestioneze T iNsasi natura plcturn Jannis Kounellis (1936-2017) a juxtapus
doud suprafete diferite: una p|ctata si una revendicata. Sol Le Witt (1928-2007)
mcredlnta formei SI culorii sarcina de a crea sens, crezand ca ,ideea devine masinaria
care produce arta”. Sean Scully (n.1945) se retrage din sfera mlmmahsta Si conceptua|a

entru a aborda o gama larga de emotii provocate de viata cotidiana ca, de exemplu, in
Eazaru| marocan pe care | ment|oneaza adesea ca mﬂuenta pentru |ucrar||e lui. Richard
Serra (1938-2024) testeaza ||m|te|e formeil Si comp02|t|e| prin serii de desene fine in
care negrul este culoarea dominanta. |mpreuna aceste lucrari produc un efect hipnotic,
iar culoarea negru se insinueaza, atrage si respinge ochiul privitorulut.

Daca picturile negre pot fi |nte|ese ca exploram care sfideaza discret mtelepaunea
trad|t|ona|a o alt3 serie de lucrari din expozitie foloseste abstractla intr-un demers mai
curaJos Atat artistul american Mark Tobey (1890 - 1976) cat si francezii Hans Hartung
(1904-1989) si Georges Mathieu (1921~ 2012) S| |nva|U|au p|ctura Tn atmosfera cetoasa
a propriei sub|ect|V|tat| Lucrarile lor,in general gestuale ca forma preluau material direct
din p5|h|cu| s expementa traita a art|stu|U| Cautarea unui sine interior, care marcheaza
expresmmsmul abstract se regaseste sin abstract|a lirica europeana pecareo pract|cau

Hartu ng s Mathieu.

/\/\ostemrea abstractiei gestuale exprlmata n lucrarile lui Mathieu si Hartung are ecouri
siin "formele dinamice din picturile de mari dimensiuni ale Katharinei Grosse. Interesats
mai ales de dimensiunea spatiala a picturii, Grosse 1 isi concepe cea mai mare parte din
lucréri ca interventii site- speaﬁc estompand d|st|nct|a dintre pictura, sculpturd si
arhitecturs. Pictate intr-o varietate |mpreS|onanta de tehmu printre care bait, spray
Si mproscare pe langa maniere mai traditionale, lucrarile ei au prezenta unor ziduri
acopemte de graffiti. Conshenta c3 multe dmtre |ma§|m|e din viata noastra apar pe
suprafete omogene - ecrane pr|ntur| fotografice, telefoane - Grosse atribuie picturii
o calitate materials. , Cred ca imaginile tactile sau multi- stratnclcate ca picturile, ne
ofera un alt fel de cunoastere”, explica ea.
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O concept|e asemanatoare asupra p|ctur|| ca spat|u emanapat de omogenitatea culturii
vizuale contemporane st3 la baza lucrarilor Marthei Jungwirth (n. 1940), care asociaza
oincarcatura personala fiecarei tuse de pensula Calitatea gestuala S d|recta a semnelor
el p|ctate rezulta dintr-o |mp||care fizica in actul creatiei S| dintr-o privire mtrospectwa
ca un jurnal care se desfasoara sub ochii privitorului. Etel Adnan (1925 2021), la fel ca
Junngrth atribuie o calitate afectiva abstract|e| Petele de culoare uniforma din p|ctur||e
sale, mconJurate de contururi valurite sau strabitute de fisuri drepte, provin din amintiri
cu peisaje, atat reale, cat si imaginate. Totodata, Adnan implica privitorul, oferindu-i
ocazia sa-i interpreteze lucrarile conform proprnlor rezonante. Eliberata de sarcina de a
|mpune un sens, Adnan 1 S| face picturile ambigue, o trasatura comund multor lucrari de
arta contemporana

La fel ca Adnan, Olafur Eliasson (n. 1967) 7 isi concepe lucrarile in termeni participativi;
artistul propune ceva, lar pr|V|toru| poate accepta refuza sau implini acel lucru. ,ldeea
mea este sa insist asupra mentinerii unei atitudini critice, cultivand un fel de i mtrosreche
prin care iti simti propriul corp, fiind simultan capabil sa pr|vest| din afara”, explica el
Alici expementa personala si cea comuna se intrepatrund, in favoarea |mp||car|| artistice,
darsi pentru a atrage aten‘ga asupra problemelor precum schimbarile climatice, energia,
m|grat|a darsiarhitectura — toate fiind subiecte pe care Eliasson le abordeaza in lucrarile
sale. Pe |angéJ aceste prob|eme spemﬁce Eliasson se concentreaza mai ales pe ideea de
temporalitate, o preocupareimpartasita side Michelangelo Pistoletto (n.1933), ale carui
Picturi oglmdlte sfideaza stabilitatea. Suprafete|e de oghnda din lucrarile lui P|sto|etto fac
ca prmtorn sa devina ]Earte din reflexie atunci cand privesc, lucrarea. Voit sau nu, acestia
intra intr-o scenogratie care invita atat la contemp|are cat si la partmpare Dupa cum
explica Pistoletto, ,,Aceste [oglinzi] pun |mag|m|e Intr-un perpetuum mobile siaduc mereu
memoria fotografica in dinamica prezentului”. Pentru a reprezenta trecerea tim ulut,
Pistoletto se foloseste de o serie de siluete Fotograﬁce atasate de supraFete|e de oglinds;
aceste cifruri ale V|et||or din trecut implica prmtorn contemporam ntr-un prezent
etern. Desi aceastd schemd nu se aplica neaparat si in Oglindd alba/ Oglinda neagra
(1977 1989) dat fiind c3 aici nu exist3 nicio siluet3 Fotograﬁca atasata pe suprafete,
insasi ideea de reflexie este chestionata. Privitorii se vad pe eifinsisi cand privesc oghnda
a|ba care reflecta oglmda neagra, astfel activandu-se propria lor istorie senzorial3. Alici,
acumularea de experiente se c%eswa si face prezenta si palpabila profunzimea timpuluiin
care traim.



II

Am putea spune ca toata arta a fost candva contemporana deci arta contemporana
este, in sine, un termen lipsit de sens; poate insemna orice sau nimic. Insa, daca arta
creata mcepand cu anii ‘60 este cea pe care o numim contemporana, pentru a exprima
un fel de progres, acest lucru se manifesta in primul rand sub forma constiintei - a
constiintel de ceva care este mereu propmu creatorului si privitorului. Pablo Picasso
(1881-1973) a pictat portretul scriitoarei Gertrude Stein (1874-1946) de nouszeci de
ori inainte sa ia decizia indrazneata sa-i excluda complet capul. Un portret fara fata
este o decizie at|p|ca dar Picasso urma sfatul simplu al lui Stein care |-a ajutat sa iass
dintr-un impas creativ: ,,p|cteaza ce e acolo. Nu ceea ce vezi, ci ceea ce chiar e acolo”.
Arta contemporana ne invata sa vedem, nu doar sa ne uitam, mdemnandu ne mereu sa
privim dincolo de suprafata s Si s3 surprmdem ceea ce e de nesurprins.
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All Our Todays: Flavia Frigeri

Art in the Forever Present

The exhibition “All Our Todays™ argues that contemporary art is not one thing and
therefore no single way of looking is sufficient. One must be prepared to accept and
engage with multiple and divergin%Forms of contemporaneity to understand the present
in its varying forms. In tracing the many facets of contemporary art, this exhibition
acknowledges the widespread perception of art today which should not be limited to
any particular medium or frame of reference. As the historian and philosopher Thierry
de Duve has put it, since the 1950s, many artists have yearned “to produce generic art,
that is, art that severed its ties with the specific crafts and traditions of either painting

rRo > Romana

o)
or sculpture .

On the surface, it may appear that “All Our Todays,” with its focus on painting, runs
counter to de Duve’s predicament, however, the spheres of influence that the exhibition
artists draw upon and speak to, make manifest the desire for painting to be understood
as fluid a form as possible. Integral to this is the recognition that contemporary painting
is conceptual at heart, meaning that an idea often trumps the formal appearance of a
work. In acknowledging the conceptual qualities of much contemporary art, one should
not overlook the engagement with both the maker and the viewer, whose emotions and
experiences inflect the singular interpretation of art.

Bringing together over forty leading international contemporary artists “All Our
Todays” is organized around a series of thematic constellations that take into account
the constant oscillation between abstraction and figuration that characterizes so much
of contemporary art. Of special interest here is how artists negotiate the representation
of reality tﬁrough their own lived experience and imagination.



3

The Human Form

“All Our Todays” takes as a starting point the work of Italian metaphysical painter and
writer Giorgio de Chirico (1888-1978) who is known for his paintings of melancholic
landscapes, mostly piazzas, populated by haunted figures ancfobjects. Through these
compositions and also in his writings, de Chirico invites a different type of viewing; one
which requires greater sensitivity and reveals what the naked eye alone cannot see. In
his words, he wants “to live in the world as in an immense museum of strange things.”
Leaning into the unknown is a pre-requisite for de Chirico’s painting which is rich in
metaphorical meaning. The classical past is actualized in works like Piazza d’ltalia (1960)
where a reclining classical sculpture is surrounded by modernist buildings. De Chirico’s
reclining figure of choice is Ariadne — a character from classical mytho%ogy with whom
he feels a deep kinship. Ariadne, who was abandoned by Theseus, is forced to come
face-to-face with dreaded horror. She perseveres, and in the end, Ariadne triumphs
and becomes, for Nietzsche (and by extension de Chirico who had a deep admiration
for Nietzsche’s writings), a powerful symbol of the individual’s potential for overcoming
the fear of the unknown.

“Everything has two aspects: the actual aspect,
which we almost always see and which ordinary
men see, and the ghostly and metaphysical aspect,
which only rare individuals can see in moments of
clairvoyance and metaphysical abstraction”

Giorgio de Chirico

The unknown, or the enigma, as de Chirico defined it, is something that in varying degrees
allmodern and contemporary artists revel in. The enigma of life and its upswings and perils
has proven a fertile ground for many, especially as they seek to navigate seismic societal
and political shifts. The themes raised by the works included in “All Our Todays” are
far-ranging and show how artists have used art to express and cope with: the aftermath
of the gecond World War; the specter of nuclear war; Europe’s division by the iron
curtain and the Cold War that ensued; violent decolonizing wars across Africa and Asia;
the utopian rationality of technocracy; the tumult of globalization; feminist liberation
movements; and the upsurge in consumerism and the growth of an image culture that
promotes and sustains it.
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The German painter A.R. Penck (1939-2017) believes in the enlightening effect of art
and specifically in its ability “to make something visible using the simplest means and with
the most minimal effort.” This artistic approach results in Penck’s creation of his very
own visual lexicon, a world divided between abstract forms and stick-like figures imbued
with an archaic feel. “The figure, was, and still is, indispensable, because | am concerned
with the human condition,” Penck explains. For him, the human figure (mostly male) is
the determining element of his work, as it conveys the plight of the individual as well as
the complexity of human relations in post-war Germany which he experienced first-
hand. Martin éippenberger (1953-1997) and Markus Lupertz (b. 1941) also use their

work to comment on Germany’s recent history.

Kippenberger’s work hovers on the edge between representation and the enigmatic, in
what Feels%ike a nod to de Chirico’s adoption of the unknown as a framework. In keeping
with the modern myth of the artist, Kippenberger revives the heroic figure whose stunts
serve to enhance the mythical act of creation. His performance of a bohemian lifestyle
informs the art he makes and the life he lives, blurring the boundaries between the two.
Kippenberger’s self-performance, always on the edge of role-play, invokes a directness
that demands an open line of communication between his art and the viewer.

While Kippenberger leans into the role of the rebel, others maintain a more neutral
stance, whilst still embracing the same urge to express something powerful, somethin
great, or at times, something difficult or even inexpressible. For instance, the Chilean-
born, but widely traveled Ro%erto Matta (1911-2002) explores what it means to live in
a world that chases the myth of technology. With a slightly dystopian vision, he brings
to light the dark side of a machine-driven |andscape.gﬂwe Polish sculptor Magdalena
AbaEanowicz (1930-2017) turns her attention to the physical and psychological pain
endured by humanity in the wake of the Second World War with her sculptures of
scarred and mutilated bodies. Abakanowicz’s work is at once specific and universal in its
representation of struggle, loss, and despair.
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Similar to Abakanowicz, the British sculptor Antony Gormley (b. 1950) takes the human
form as a model for individuality and universality. His sculptural practice is rooted in
his own body which is the measure for his entire oeuvre. The recording of his body
doubles up as a recording of time. Space and time are embedded in t%we sculptural
gesture which breaks down the boundaries between inside and outside. Concurrentlk,
by drawing attention to his own body, Gormley heightens the viewers' own bodily
experience and makes them aware of a different type of vision; a more mindful one.
In the age of hyperconnectivity, images are traded and shared in the thousands ever
day, as a result, all of us contemporary denizens have become accustomed to looking
without seeing. Gormley interrogates this condition by making us stop in our tracks and
hold our distracted attention for more than two minutes, or at least that is the hope.
In a similar vein, the Japanese multi-media artist Chiharu Shiota (b. 1972) makes the
“feeling connected to someone or something” visible through the use of red threads
that envelop her artworks. Personal memory and universal emotions are the driving
force of Shiota’s work.

The Abstract Form Alongside de Chirico, this exhibition spotlights the work of another modern artist, Max
Bill (1908-1994). Unlike the metaphysica% painter who indulged in the vagaries of the
unconscious, Bill predicated the integration of geometry and mathematics into his art
practice. He went as far as to suggest that art based on mathematical thinking was not
only possible, but also desirable.%%sually this translated into art that was geometrically

rigorous and chromatically pondered, paving the way for hard-edge abstraction.

Hard-edge painting, alongside op art and color field painting gained traction in the post-
war era. While har§ edge and op art were predicated on neat areas of colors inscribed
within geometrical forms, color field maintained a looser approach to form. The term
hard ef e was initially associated with post-war American painting and specifically with
the vvor% of artist Kenneth Noland (1924-2010) whose neat geometrical forms are an
open invitation to indulge in the opticality of pure color. Similar to Noland, Bridget Riley
(b. 1931) rose to prominence in the 1960s. Her black and white paintings that contract
and expand, creating the illusion of movement, made her a prominent%gure of the op
wave of the 19605.%hrough the use of color, space, and geometrical forms designed
with mathematical precision, Riley aimed at stimulating the eye. Her precisely calibrated
color and distilled form interactions meet the mind’s eye.
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While Noland and Riley are concerned with form for form’s sake, the artists Imre Bak
(1939-2022) and Henryk Stazewski (1894-1988) seek a subversive device in hard-
edge abstraction. For Bak, who worked in Hungary, and Stazewski, who was based in
Po%and, socialist realism dominated their respective artistic landscapes. To break away
from it was a bold move, and even more so to make abstract works reminiscent of a
Western style. Thus, to think of Bak’s and Stazewski’s hard-edge paintings as mere forms
and colors would be misleading; they are imbued with a political charge absent from the
work of their Western counterparts.

The French artist Daniel Buren (b. 1938) divests painting of its aura, aligning his practice
to conceptual art. “Art at the service of the mind” Marcel Duchamp (1887-1968)
stated in what today reads as the starting point for conceptual art. Rather than simply
creating the material art object in and of itself, the conceptual artist creates a language
of symbols that must be interpreted by others. By critiquing the idea of painting as
object and developing an aesthetic that prioritizes the location of a work over its formal
appearance, Buren subscribes to conceptual art. He cements this critique through a
standard formula of alternating white and colored vertical stripes that he paints on various
supports and in a wide range of settin%s, both indoors and outdoors. The standardization
of painting depletes it of its emotional qualities.

The strongly geometrical vocabulary of Marcia Hafif (1929-2018) reinscribes hard-
edge abstraction in the realm of feeling and emotion. Her ltalian painting #40 (1964)
represents the memory of a place, while Alizarin Crimson Light (2001) from a distance
looks uniform and stark; from up close it is a dense mesh of vibrating color. Similar
to Gormley, Hafif's work necessitates a different type of viewing, one that demands
complete absorption. Hafif’s paintings ultimately offer a complex, visual, intellectual, and
emotional experience that is specific to monochrome painting — a staple of abstraction.

“All Our Todays” brings together a group of monochrome paintings. The use of one color,
which defines monocgﬁ»rome painting, has been a common theme amongst modern and
contemporary artists, especially after Kazimir Malevich (1879-1935) made his now-
famous Black Square (1915). From a distance itis easy to perceive the black monochromes
in this exhibition, as updated takes on Malevich. |_oo|<in$ closely though it becomes
apparent how they are not just black and they are not all necessarily monochromes;
there is plenty of variation in blackness. What is on display here are varying degrees of
luscious and layered surface activity, vibrating and shifting the closer you look.
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In an effort to question the very nature of paintin%, Jannis Kounellis (1936-2017)

Jjuxtaposes two distinct surfaces: a painted and a reclaimed one. Sol Le Witt (1928~

2007) charges form and color with the production of meaning in the belief that “the
idea becomes the machine that makes the art.” Sean Scully (b. 1945) retreats from the
minimalistand conceptual realmtoengage witharosterof emotionstriggered by everyday
life, such as the Moroccan bazaar which he often credits as having a significant influence
on his work. Richard Serra (1938 -2024) tests the limits of form and composition in a
series of fine drawings where black is the dominant color. Collectively, these works have
a downri

ht mesmerizing effect, as the color black mingles, pushes, and pulls in the eye
of the beholder.

While the black paintings can be understood as explorations quietly confronting the
received wisdom, a series of works in this show instead engage abstraction on a visibly

bolder footing. The American Mark Tobey (1890-1976), as well as the French Hans
Hartung (1904-1989), and Georges Mathieu (1921-2012) envelop their paintings in
the atmospheric haze of their own subjectivity. Their work, which is largely gestural in
form, draws directly on the individual psyche and the artists” own lived experience. The
search for the inner self, which moves abstract expressionism inflects also European
lyrical abstraction of which Hartung and Mathieu are proponents. The legacy of gestural
abstraction, evinced by Mathieu and Hartung, reverberates in the sweeping forms of
Katharina Grosse’s large-scale paintings. Primarily interested in the spatiafdimension of
painting, Grosse conceives of most of her works as site-specific interventions, blurring
the distinction between painting, sculpture, and architecture. Painted in an impressive
variety of techniques, including staining, spraying, splashing, and more traditional
rendering, these works have the presence of graffiti-covered walls. Conscious that so
much imagery in our lives comes from homogenous surfaces — screens, photographs,
and phones — she empowers painting with a material quality. “| think that tactile images,
or multi-layered images such as painting, provide a different kind of knowledge,” she
explains.
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A similar understanding of painting, as an arena free from the homogeneity of
contemporary visual culture, is key to the work of Martha Jungwirth (b. 1940) who
attaches personal meaning to every brushstroke. The gestural and raw quality of her

ainted marks is the product of a physical engagement with the act of creation and
the result of an introspective view, like a diary un§o|ding before one’s eyes. Etel Adnan
(1925-2021) like Jungwirth consigns an emotive quality to abstraction. The patches
of uniform color, enclosed by wavering contours or divided by straight fissures in her
paintings, bear trace to the memory of landscapes, both real and imagined. At the same
time, Adnan engages viewers t,),j offering them an opportunity to interpret her works

according to their own chords.

reed from the burden of giving meamngf<7 Adnan sets up
her works as open-ended; a trait shared by many contemporary artwor

S.

Olafur Eliasson (b. 1967), like Adnan, conceives of his works in participatory terms. The
artist stakes a claim, the viewer is there to embrace it, reject it, or FuHE\H it. He explains:
“My idea is to insist on maintaining a critical attitude by cu{tivating a kind of introspection,
where you experience your own body while also being capable of seeing your body from a
third person’s point of view.” Individual and shared experiences merge here for the benefit of
artistic engagement, but they also raise awareness of the issues of climate change, energy,
and migration as well as architecture — subjects that Eliasson pursues in his work. Alongside
these topical issues, Eliasson places a special emphasis on the idea of temporality, a concern
shared by Michelangelo Pistoletto (b. 1933) whose Mirror Paintings defy permanence. The
reflective nature of Pistoletto’s works means that in viewing them viewers become part of
the reflection. Whether willingly or unwillingly, they enter into a theatrical set-up that invites
both contemplation and participation. As gpistoletto explains: “These [mirrorsiput images
into perpetual motion while continuously dragging photographic memory into the dynamics
of the present.” To convey the passing of time, Pistoletto relies on a series of photographic
silhouettes attached to hisreflective surfaces. These ciphers of past lives engage contemporary
viewers in a forever present. While this schema may not necessarily apply to Specchio bianco/
Specchionero (1977-1989) in that no photographic silhouettes are imposed on these reflective
surfaces, it is the very notion of reflection that is called into question. While looking at the
white mirror looking at the black mirror viewers catch a glimpse of themselves, and thus,
their own senses-sensual history is activated. The accumu%ation of experience unfolds here
making the depth of time that we live in present and palpable.
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Arguably, all art at some point was contemporary, so contemporary art in itself is an
empty term; it can mean all or nothing. However, if art produced in the 1960s and
onwards — the common definition of contemporary art — represents a kind of pro%ress
whichis essent|a||ym the form of consciousness, then one can say consciousness is always
inherent in the maker and the viewer. Pablo P|casso (1881-1973) famously painted the

ortrait of the writer Gertrude Stein (1874-1946) ninety times before Ke made the
Eold decision to paint her whole head out. A portrait without a face is an uncommon
choice, yet Picasso followed Stein’s simple advice which helped him overcome his
creative impasse: paint what is rea||y there. Not what you can see, but what is really
there.” Learning how to see and not just look is one of the lessons oF contemporary art
which constantly pushes viewers to look beyond the surface and grasp the ungraspable.
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Occirient Express loana luna Serban

Prezenta unorrepere incontestabile la nivel international ale artei contemporane a existat
laMAReincs deladeschidereasain octombr|e2018 cand, alaturide colectiapermanenta
si de expozitia de grup romaneasca ,,Rai din lad” |nteretaJe|e black box ale muzeului au
gazduﬂ: solo-ul lui Jeff Wall, ,,/\/\EN” Au urmat 15 alte astfel de solo-uri dedicate unui
artist strain ce a marcat un sector din ceea ce numim azi arta contemporana Toate
in premiera in Romania. Cum in premiera se decupeaza S| exp02|t|a Al Our Todays.
Contemporary Art from the Museum of Recent Art” care aduce impreuna lucrari din

EN > English

colect|a mternat|ona|a a MARe, printre care se re%asesc si cateva dintre numele expuse

deja la muzeu: Marcia Hafif, Hermann Nitsch, Valie EXPORT Si Arnulf Rainer.

1 Maria Hlavajova si Simon Sheikh (eds.), Former
West: Art and the Contemporary After 1989,
Londra, The MIT Press, 2016.

Expresuca N premiera S|,,scena|ntemat|ona|a nuauaicirolde marketmgsenzahonahst
ci un rol critic de examinare i mtelegere a unor fenomene legate de scena artistica,
sociala si po||t|ca romaneasca. Inurma cu 35 de aniseincheiao |unga etapadeclaustrarea
Romanieiintr-o zon3in care dialogul cultural era tinut din scurt, iar accesul la manifestari
artistice din Vest era limitat cand nu de-a dreptu| oprlt/sanctlonat 35 de ani mai tarziu,
spatiul romanesc - depasmd tranzitia destul de dura a anilor '90 - se ncadreaza in
|og|ca globahsta care intr-un fel face redundant3 expresia ,,in prermera — cand putem
spune ca e vorba doar de un decalaj temporarintre diverse spatii geografice - si expresia
,scena internationala” (cu accent de contrast cu cea locala) - cand aceasta e practic
pretutindeni.

Dar, decat eticheta de carton a globalismului, mai curand ceea ce se observa pe plan
cu|tura| intre culturi si spatii diferite, este formarea unor retele de comunicare si schimb
n relat|e cu mternahzarea unNor ecouri care intre t|mp poate nu Mal apartm nicl \/estu|U|
nici Estului cu totul. Cartea din 2016 Former West: Art and the Contem orary After
1989 reuneste eseuri ce pornesc tocmai de la teza ca dupa caderea blocului comunist
e dinamitat3 si aceasta |mpartlre anterioara a lumii‘in Est si Vest si sunt deconstruite si
|mag|m|e atasate fiecarel arii geopo|lt|ce Estul intarziat SI sa|bat|C|t Vestul evoluat —
intarziat fata de ce, evoluat fata de ce?, putem intreba.
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In expozitia de fatd, aceste fenomene — departe de-afio expreS|e a globahsmulul altfel
decat conJunctural —~ sugereaza chiar acele retele de comunicare intre spatii culturale
diferite: curente, miscari, tendinte, teme care traverseazd spatn S| tempora||tat| care
contamineaza si totodata devm contaminate. Al Our Todays” este spuma zilelor de azi
de pe harta unei contempcraneltat| pe care o accesam din diverse ipostaze. Desi acest azi
nu a fost raspandit in mod egal, cu aceleasi conditii, Fretutmdem In arta romaneascs din
timpul comunismului a intervenit un deca|aJ semnificativ fata de curentele, tendintele,
libertatile artei vestice (si uneori chiar si fata de cele din arta altor state comuniste dm
Jur: |ugos|aV|a Polonia, Ceh|a Ungarla) Au mai circulat reviste si albume, au fost si
artisti care au circulat si chiar s-au stabilit in Europa vestica unde si-au facut si o cariera:
un exemp|u marcant in acest sens e Paul Neagu, em|grat in Marea Britanie, care a fost
Erofesorul lui Antony Gormley (prezent cu o sculptura in ,,All Our Todays ) si lui Anish
apoor. Un alt exemplu este Andrei Cadere — asimilat pe numita scena mtemat|ona|a
ca André Cadere — artist care si-a schimbat la 180 de grade abordarea odata em|grat
in Frantain 1968, unde, pornmcj de la Coloana infinitului a lui Brancusi, realizeaza barele
rotunde de lemn, a|catU|te din cilindrii colorati, pe care le intitula p|ctur| infinite”.

Abstractionismul — ca piatra de fundament pentru ramificatii ulterioare |egate de
conceptuahsm minimalism, postrmmmahsm Siin fond de modificare a viziunii despre
arts — s-a instalat relativ tarziu in arta romaneasca. In spatiul iugoslav, filonul op art
si neo-constructivist exista din anii ‘50, in Romania abia E ﬁna%ul amlor 60 grupul
t|m|sorean 1-1-1, Compus ¢ din Stefan Bertalan Roman Cotosman si Constantin Flondor,
aduce prob|ematlca pUS3 de Victor \/asare|y, de Bauhaus. De la finalul anilor '60 si
mceputul anilor /0 incepe sa se dezvolte asumat la noi arta abstracta venita pe filiers
matematicd, stiintifica, obiectiva, simultan cu abstractionismul liric si expresmmsmul
abstract — pentru care baza e opera lui lon Tuculescu din anii '50 pana la moartea sa
n 1962 -, simultan cu manifestari msta|at|omste land art, video art, performance si arta
conceptua|a toate acestea venind clar dintr-o zon3 de mﬂuenta vestica.
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Acest programahc Go West nu se regasea nsa uniform distribuit, cand cea care era
favorizata si mai mult decat incurajata era arta proE %and|st|ca legata de regim si
conducator larinresttoleratecaorecrudescentaainter cu|U|erauexpresnmodermste
mai cuminti si sentimentale. Artistii romani care se dedulceau cu tendintele vestice en
vogue — prin contact direct prin calatori Si exE uneri (la Bienala Constructivistd de la
Nurnberg ca Diet Say|er sau la Galeria Richard Demarco din Edinburgh ca Pavel llie sau
Decebal cr|ba) sau prin intermedierea artei din |ugos|aV|a Polonia, Cehia — nu erau
artistii vremii in Romama ci artisti ce incercau sa se rupa de directiile oF|C|a|e

Cand vorbim despre acesti artisti contextualizarea impune un racursi catre arta vestica.
Cand trasam mﬂuerﬂ;ele S d|a|ogur||e latente din lucrarile lor i invocam pe multi dintre
artistii care se regasesc in ,,All Our Todays”, plus repere ale acestora: Josef Albers, Paul
K|ee Marcel Duchamp Dar acest lucru e va|ab|| si pentru artisti a caror activitate nu
s-aintins atat de mult in timpul comunismului ci mai cu seams3 dupa S pana in prezent:
zona de neo- expresmmsm neo- avangarda si post-conceptualism sunt si ele marcate
pe filiera germana si austriaca. Acea tensiune Est-Vest nu este ins3 ap||cab||a doar
intre selectia exp02|t|e| (reluata aiciin catalog) si artistii romani din colectia MARe — in
fond, §| n cadrul se|ect|e| sunt nume stindard’ pentru blocul est- european comunist,
care inca din timpul si din mﬂocul reg|mu|U| totalitar au reusit sa stabdeasca/mentma/
reia contacte cu Europa vestica si sa-si faca arta sa circule: /\/\agdalena Abakanowicz,
Henryk Stazewski, Imre Bak si Rasa TOClOSJe\/IC

In ,All Our Todays nu vorbim 1nsa despre 0 generape si nici exclusiv despre arta

contemporana al carei start e conventional p|asat in anii '60 dupa calendarul vestic.
De fapt, ,All Our Todays” este o mterogatle despre modul in care ia forma arta
contemporana din tendinte speuﬁc moderniste, despre cum anumite expresn mizeaza
pe teme si mﬂoace de ultim3 or3 de acum sau de la un moment dat ale societatii despre
cum viziunea se intoarce asupra unor limbaje stravechi, externe civilizatiei eurocentriste,
despre cume adoptat si contestat un cod aproape auto-referential al contemporane|tat||
ca arta prezentata in |nst|tut||
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Cateva trasaturi comune dupa care pot fi grupau n categorn art|st|| din select|e ar oferi
urmatoarele portrete robot:

. Tlineri ter|b|||st| razvrat|t| |mpotr|va sistemulul sau pur s SI S|mp|u nea||mat| acestula —
de la art|st|| nemt| febrili S| rebeli ca Martin K|ppenberger si Markus Lupertz E art|st||
est- europem ment,:lona’gl antemor

. Persona||tat| polimate: prolifici de la domeniul care i-a consacrat pana la arhitectura Si
design de interior (Max Bill Henryk Stazewski, Georges Mathieu), moda vestimentars
(Huguette Caland), muzica (jazz: A. R. Penck Markus Lupertz punk: Martin
Kippenberger; e|ectromca Gerwald Rockenschaub) poezie (Etel Adnan)

. Activi ca proFesorl in domeniul academic, mu|t| dintre el predand la un moment dat
la faimoasa Kunstakademie Dusseldorf; activi ca teoretmen|/cr|t|C|/ese|st| (Georges

Mathieu, Rasa Todosijevic, Etel Adnan)

. Formati prin relocare si contact cu alta cultura decat cea in care s-au nascut: in cazul
multoradintre artistii europem darsiin cazul artistelorlibaneze Etel Adnan siHuguette
Caland, sial uruguayanu|w Marco Ma gi, calatoria sistabilireain S.U.A. sunt definitorii

entru arta lor: in cazul americanilor émhard Serra si Mark Tobey, semnificative sunt
calatorile in Europa dar siin Orientul Aprop|at siin Extremul Orient, care pr|mu|U| 1
modeleaza viziunea despre spatiu iar celui de-al doilea integrarea ca||graﬂe| in pictura

. Art|st| critici la adresa totalitarismelor din secolul XX (pe intreaga gama fascism-
comunism) Si a efectelor lor asupra con§t|m‘ge| colective: in opera multora dintre e,
chiar fars s3 existe un apel direct la istoria masacrelor, a celor doua Razboaie /\/\ondlale
— si poate chiar mai mult atunci cand lucrarile se aﬂa sub pavaza abstractului — se
intrevede o crizs a |mag|m| a mJ|oace|or a cadrului pe care artistul il poate invoca in
arta, o nevoie urgenta de revenire la un punct zero care sa regrupeze constun‘ga Sl sa
e||m|ne ﬁctlonahzarea bombastica facuta de orice tip de ropaganda Chiar S| cand
artisti conceptua||st| precum Martin K|ppenberger Erwin \/@urm si Rasa TOdOSJeVIC se
folosesc de superﬁchonahzare tocmai pentru a arata ca regu|||e soaetatu — puse sub
unghiul propice - conduc singure la Fabulatn acest lucru se inscrie tot in falimentul
demersurilor cu care omul poate opera pentru a Tnlatura straturile de neadevar (de
unde era iscata si propaganda; de unde mai nou sunt iscate orice fake news).



24

Cele cinci puncte la care rezum portretul robot al artistilor din selectie sunt menite s3
anuleze aura intelectualista prin care tindem sa privim istoria artei. Legat de cei mai multi
dintre cei prezenti in selectie sunt atasate denumiri de curente si concepte infailibile
artei contemporane. Portretul robot indici tocmai o p|amad|re a tesutulw de tendinte/
abordari/curente care adesea zboara pe sub radarul ,artei contemporane ca ﬁctlune—
matca.

Abstractionismul este extrem de prezent in aceasta selectie — de altfel preponderent
n sect|unea internationala a colectiei MARe ~ adesea depus in lucrari FEra titlu, ceea
ce p|aseaza o cenzurs a transparente| si a evidentei fara suEUtrare legat de semn|ﬂcat|a
acestora. Dar portretul robot de mai sus ne indeamns s3 intelegem o raportare visceral3
la fenomenele de schimbare din cadrul artei, indiferent de un evolutionism al curentelor
sau al mediilor. Problemele artistice puse aici se pot decripta din 0) dorinta de libertate
pe care s-o ofere mjloace|e artistice si 2) din dorinta de intelegere Tntotdeauna mai
corectd a ceea ce inseamna actul artistic si un anumit instrumentar predllect al artel.
Caracteristica de rebeliune coroborata cu expansmnea pe diferite domenii si medii, cu
punctarea dlagnostlca|a a unei crize a eurocentrismului (iar nu a unei culmi ale sale)
si cu nevoia de formare prin calatorie (din interes personal, p|r|tua| educational) se
ihcadreazs in proFesarea libertatii individuale care e pre|ucrata in libertatea — sau in
castigarea unui nou grad de libertate — din abordarile artistice. Intr-un fel, pe aceasta
||me putem considera ca parcursul artei in secolul XX este o istorie de-a indeparta
stratumle — de culoare dar si de perceptie — ce umplu si acopera suportul pe care e
realizatd arta si ap0| n etape — de-3 mdeparta suportul, Fanza ecranul, peretele, chiar
Si |nst|tut|a de arta, conventia de orice tip care desparte o lume de alta si ne impiedica sa
vedem c& arta poate fi prezenta in absolut orice, de la planul material B planul relational.
(E o renuntare treptata la arta axata pe continut ca atribut pr|V||eg|at al unei mici Fact|um
Si democratizarea continutului in mana tuturor — de la momentul in care Joseph Beuys
oferea d|p|ome de artist trecitorilor obisnuiti pana la functia pe care oricare dintre noi o
poate avea azi drept content creator.)
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lar profesiunea ||bertat|| In arta se conJuga cu proFesmnea mai bunel mte|eger| o astfel
de mentalitate e intalnita indeosebiin re||g|e S| po||t|ca cand pe |anga litera |eg|| (religioase
sau politice) apare mereu cineva care sa sustma ca cei ce aplicau pana atunci acea litera
a legii o faceau gre5|t si c5 e nevoie de o revenire asupra semnificatiei textuale, ceea ce
conduce catre reinnoire dar si radicalizare cu riscuri mai mici sau mai mari. In domemul
artistic acest gen de radicalizare este unul bemgn in mod paradoxal adesea nici nu apare
din sentimentul de contestare/rebeliune ci dintr-o poate prea mare fidelitate Fata de
o abordare, dintr-un soi de mimetism deviat care nu reproduce ‘ntocmai ci reface un
parcurs astFe| insusindu-| pana ii decripteaza mecanismul si creeaza ,noul”.

Abstracnomsmul din se|ect|e venit pe cale Bauhaus cladeste din aproape n aproape
o mai clars percept|e obiectivi a artei, complet detasata de emotii, redusa la o trusa
elementarasilao geometme pura. Pe panta cealalts, abstract|on|smu| liric se dez|antU|e
tocmai pe pranu| eminamente subiectiv, ecstatic, unde reperu| e expementa duss catre
transa. Aceste tendmte ~ simptome ale modermsmulw — cunosc o cotitura in momentul
cand pop culture-ul prmde forma dupa cel de-al Doilea Razboi Mondial. Societatea
careia Humbert Humbert T teoretiza kitschificarea in Lolita se declina intr-un parad|s
de benzinarie a marfurilor si deliciilor scurte, usor de obtinut, iar acest lucru ajunge sa
interfereze cu Si sa se insinueze in tendmtele abstracte. Emsta o asimilare a pop art-ului
—~ poate’in select|a de aici cel mai clar vizibils e la Gerwald Rockenschaub Si FEeter Halley
~ 0 acceptare a pnmatulw pop caxarte a sometatu de consum. Lucru care rizbate sidin
pictura conceptuala prezenta n Al Our Todays p|ctura care a depasit credmta ntr-o
realitate a p|ctur|| In care sa se mai poata arhca un curent sicare - postmodermst vorbind
— trateaza p|ctura||tatea ca obiect si implicarea gestu|U| ca performance. Reversul vine
din p|ctura care crede intr-o relmpamantemre n p|ctura| neo- expre5|omsmu| german
— acesta paraseste abstractul pentru a se dedica unui figurativ ce permite narativitate si/
sau confruntare cu realitatile psihice si schismele identitare ale omului. La randu-i acest
parcurs e convertit catre predommanta pop culture daca luam ca exemplu pictura lui
André Butzer si al sau auto-intitulat expresionism science fiction care e permeabil Fata
de magmarul de? imprumut din fericita lume nefericita a desenelor 5| a reclamelor. Fata
de aceasta zona, mai recent se instaureaza o lectura mai punﬁcata si detasata asupra
societatii In coab|tare cu natura — un astfel de reperin ,All Our Todays este p|ctura lui
Harold Ancart infuzata de o tendinta ce aminteste de virtutea design-ului de interior
osciland intre abstract Si figurativ, ntre decorativ - Si Funct|ona| intre sablon si urma.
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Acesta ar fi un posibil rezumat al aventurii picturii in selectia ,,All Our Todays ~ desinu
e smgurul mediu prezent in expozitie, p|ctura ca mediul preponderent de aici, pune cel
mai acut intrebari despre natura lucrarilor si a variatiilor pe frecventa abstract- ﬁguratw—
conceptual.

In arta romaneasca din anii ‘60 panain prezent traseul acesta s-a infiltrat aproape
fidelsiacunoscutinrauriri — racordatevidentsila conJuncturl/temehnﬂuente|oca|e Ceea
ce — poate contextual — a fost mai putin vizibil3 si oricum deturnata Fata de momentul
aparitiei sale in Vest a fost cultura pop de consum, aceasta revenind mai flamboaiant cu
|sp|te|e sale odata cu pemoada tranzitiei si a absorblrn pe piata romaneasca de marfuri
straine. De asemenea, nici p|ctura mte|easa in grila conceptuahsta nu s-a mufat pe
urgentele artei romanesti din anii ‘80 care fie pmveau pictura ca expresie intransigenta,
ultim&, fie o abandonau pentru ceea ce inseamna arta alcatuita din obiecte si practici.
Totusi, in ultimii10-15 ani diferentele dintre scena artistica romaneasca si cea din Europa
de \/est s-au nivelat, smgura dncerenta valida ramanand poate mai mde|ungata Istorie a
unor pract|C| prlvate sI comunitare |n cazul strainilor. Cl;ncum ceea ce s-a estompat
mult este pozitia Vestului ca surs3 a |nﬂuentelor/menta||tat||or/tehno|og|||or \ar ceea ce
s-a intensificat este diversificarea tipurilor de Est si Vest care exista intr-un anume loc

geografic.

Este si ceea ce se |ntamp|a prin faptul ca o exp02|t|e ca ,,All Our Todays” are loc in
All Our Todays e genu| de expOZ|t|e care ar fi ajuns in
Bucurestl ca parte a unui pr0|ecte X02|t|ona| itinerant ce prezinta EEG-ul artei secolului
dics ar fi aJuns ca produs complet strain impachetat

promete|c Fentru a fi consumat si‘in spatii mai wtrege Astfel Tnsa exp02|t|a e realizata
ucrari din colectia unui Muzeu pmvat creat in Romama si concentrat mJurul

artei romanesti si al scenei artistice romanest| si care mentine vie relat|a cu arta straina.
In aceasta constd schimbarea de parad|gma d|spomb|||tatea unui raspuns in-house la
prob|emat|C| ale artei care exista in prezent raspand|te pe tot globul. Inscris in all our
todays este in fond si acest azi in care expozitia se intampla in Bucuresti, ca o piesa de

Bucurestl acum — In Foncl, ’

XX SI cateva dintre ale sale staruri.

de Fapt cu

puzzle asezata n locul potrivit.
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Occirient Express

loana luna §erban ro > Romani

MARe has exhibited international contemporary art since its opening in October 2018,
when, alongside the permanent collection and the Romanian group show "Hell's Heaven,’
the black box spaces between the museum'’s floors hosted Jeff Wall's solo show "MEN."
Fifteen solo presentations of the same caliber followed, each dedicated to a foreign
artist who made their mark on some aspect of what we now call contemporary art. For
all of them, it was their first time exhibiting in Romania. The exhibition "All Our Todays"
also stands as a first, bringing together works from MARes international collection, and
other artists who have previously shown in the museum such as Marcia Hafif, Hermann

Nitsch, Valie EXPORT, and Arnulf Rainer.

1 Maria Hlavajova and Simon Sheikh (eds.),
Former West: Art and the Contemporary After
1989, London, The MIT Press, 2016.

Expressions like "for the first time™ and "international scene” don't play a sensationalist
marketingrole here, butacritical oneinexaminingand understanding phenomenaspecific
to the Romanian artistic, social, and political scenes. Thirty-five years ago, Romania saw
the end of a long period of isolation during which cultural dialogue was tightly controlled
and access to Western artistic activity was limited, if not outright prohibited or punished.
Thirty-five years later, Romania — after overcoming a rough transition in the 1990s —
aligns itself with a globalist logic that renders redundant expressions like, "for the first
time, since, we can simply speak of a momentary lag between different geographic
areas. By a similar account, the contrast between the "international” and "local” scenes
should be avoided, as every place has a scene of its own, and they should all be granted
equal treatment.

The superficial label of globalism now also feels redundant, as what can be observed
across different cultures and spaces is the development of communication and exchange
networks, along with the internalization of certain echoes that, have ceased to Fuﬁ
belong to either the West or the East. The collection of essays Former West: Art and the
Contemporary after 1989' (2016) suggests that, after the fall of the communist bloc, the
division of the world between East and West was dissolved, and the images associated
with each of these geopolitical areas began to come apart: the archaic and brutish East
vs. the developed West — archaic compared to what? Developed by what standards?
one might ask. Unfortunately, with the start of the Ukraine War in 2022, these tensions
are resurfacing in the wake of a new impulse which seeks to reinstate the old division.
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In this exhibition, these phenomena — far from an expression of globalism except
incidentally — highlight the networks between different cultural spaces: trencfs,
movements, fads, and themes that cut across space and temporality, contaminatin
and being contaminated at the same time. "All Our Todays" is the froth of todays
against a%ackground of a contemporaneity that we access from multiple and diverging
standpoints. The idea of a "today" as a singular entity, equally distributed, and operating
under the same conditions everywhere is a fiction. During communism, there was a
significant lag between Romanian art and the trends, movements, and freedoms of
V&estem art (sometimes even compared to the art in neighboring communist states such
as Yugoslavia, Poland, the Czech Republic, and Hungary). There were some magazines
and albums in circulation as well as artists who traveled and even settled in Western
Europe, carving out a career for themselves. One significant example, in this regard, is
Paul Neagu, who emigrated to the UK and taught Antony Gormley (whose work Feeling
Material XVl is featured in this exhibition) and Anish Kapoor. Another example is Andrei
Cadere, — assimilated on the so-called international scene as André Cadere — an artist
who completely overhauled his approach after emigrating to France in 1968. Inspired
by Brancusi's E>I/1dless Column, he made round wooden rods constructed from colorful
cylinders, which he referred to as "endless paintings.”

Abstraction traditionally associated with modern art, — and later a cornerstone of
conceptualism, minimalism, and post-minimalism — established itself relatively late in
Romanianart. While in Yugoslavia, op art and neo-constructivist approaches were already
present in the 1950s, it was not until the late 1960s that the 1-1-1 group from Timisoara
(formed by Stefan Bertalan, Roman Cotosman, and Constantin Flondor) turned its
attention to the op experiments of Victor Vasarely and the German Bauhaus teachings.
In the late 1960s and early 197/0s, abstract art began to develop self-consciously in
Romania starting from the work of lon Tuculescu from the 1950s until his death in 1962.
The movement drew on the mathematical, scientific, and objective currents, as well as
lyrical abstractionism and abstract expressionism, in addition to installations, land art,
video art, performance, and conceptual art, all clearly derived from Western influences.
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This programmatic move toward Western influences was not evenly adopted.
Propagandistic art tied to the regime and its leader was still the preferred mode and
artists were encouraged to embrace it. Nonetheless, modernist expressions of a tame
and sentimental nature, mostly reminiscent of the inter-war period, were tolerated.
The Romanian artists who deliberately chose to follow Western trends were often kept
on the margins as they tried to break with official mandates. These artists had direct
experience with Western modes of expression through travel, such as the Constructivist
Biennial in Nuremberg, visited by Diet Sayler, Pavel llie, and Decebal Scriba, who took
part in an exhibition at Richard Demarco Gallery in Edinburgh, while other artists relied
on the mediation of Yugoslav, Polish, or Czech artists.

When we talk about the Romanian artists who broke with the perfunctory propagandist
art, contextualizing them requires that we turn to Western art. When we trace the latent
influences and dia%ogues in their works, we invoke many of the artists featured in "All
Our Todays," along with their own references such as Josef Albers, Paul Klee, and Marcel
Duchamp. However, this also applies to the artists who did not work as much under
communism as after it, and up to today: the neo-expressionist, neo-avant-garde, and

ost-conceptualistapproaches are also marked by German and Austrian influences. That
East—V\/est tension doesn't manifest only between the exhibition selections (presented
in this catalog) and the Romanian artists in the MARe collection. After all, the selection
includes artists from the Eastern European communist bloc who managed to establish,
maintain, and rekindle contact with Western Europe while presenting their art even
under totalitarian regimes, including Magdalena Abakanowicz, Henryk Stazewski, Imre

Bak, and Rasa Todosijevic.

"All Our Todays" does not focus on a generation or a movement, nor is it concerned
exclusively with contemporary art, the conventional starting point of which is set
in the 1960s according to the West. In fact, "All Our Todays" is an interrogation of
the way contemporary art reframes modernist legacies and how certain expressions
employ cutting-edge themes and techniques for the time or the present moment. This
is in addition to examining the way the gaze turns back to archaic forms of expression
external to Eurocentric civilization and how there is an almost self-referential code of
contemporaneity as the art exhibited in institutions becomes adopted and contested.
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Some of the shared traits by which we could classify the selected artists into categories

are the following:

. Defiant and non-conformist, like German artists Martin Kippenberger and Markus
Lipertz and their Eastern European peers;

. Polymaths: whose experiments extended beyond art to encompass: architecture
ancf/interior design (Max Bill, Henryk Stazewski, Georges Mathieu), fashion design
(Huguette Caland), music (jazz: A. R. Penck, Markus Lupertz; punk: Martin
Kippenberger; electronic: Gerwald Rockenschaub), poetry (Etel Adnan).

. Artists who combined their practice with teaching, holding posts for example at the
renowned Kunstakademie Dusseldorf; as well as those who expressed their ideas in

writing (Georges Mathieu, Rasa Todosijevic, Etel Adnan).

. Those shaped by displacement and contact with different cultures. In the case of man
artists, the American experience shapes the work of Lebanese artists Etel Adnan and
Huguette Caland and the Uruguayan Marco Maggi, while American artists Richard
Serra and Mark Tobey, benefitted from traveling to Europe, as well as the Near and
Far East. These experiences had a significant impact on Serra’s understanding of
space and inspired Tobey’s inclusion ofgcalligraphy In painting.

. Artists who were critical of twentieth-century totalitarian regimes (across the fascist -
communist spectrum) and their effects on collective consciousness. In many of these
artists work, we witness a crisis of the image, of the means, and the framework at an
artist's disposal. There was an urgent need to start again from scratch in order to
reconstruct consciousness and e%minate the sensationalist fictionalization enacted
by propaganda, even when the history of massacres of the world wars is not directly
invoked — and perhaps even more so when the works reside in an area of abstraction.
Even when conceptual artists like Martin Kippenberger, Erwin Wurm, and Rasa
Todosijevic employ hyperfictionalization, hi%hhghting the fact that society's rules -
viewed from a certain angle — lead to fabulation, they still express the bankruEtC\/
of the means that should allow people to see through deception (similar to where
propaganda stems from and, more recently, fake news).
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The five areas that | outlined above are meant to eliminate the hierarchies that so often
underpin art and its histories. While in most cases the artists included in this exhibition
have been closely linkedto movements such as minimalism or conceptualism we endeavor
to break away from these restrictive categories, to unravel the idea of "contemporary
art’ as a framework-fiction.

Abstraction is very prominent in this selection — also a core feature of MARe’s
international collection — often present in untitled works that conceal the transparency
and unmediated clarity of their meaning. However, the profiles outlined above
encourage us to tap into a visceral way of relating to the phenomena of change within
art, independent of any concept of the evolution of movements or techniques. The
artistic problems at play here can be deduced from 1) the desire for the freedom various
artistic means can offer and 2) the desire for an always-more-accurate understanding
of the artistic act and the instruments it relies on. The trademark rebellion, along with
the expansion to different domains and mediums, as well as the pointed diagnosis of the
crisis of Eurocentrism (stemming from personal, spiritual, ancFeducationa| concerns)
are part of an impetus to profess individual freedom, refined through artistic approaches
— or to achieve a new level of freedom. In a way, following this view, we can see the
changing face of art in the twentieth century as a history of eliminating layers — of
color, as well as perception — that fill and cover the support on which art is made and
then, step by step, setting aside the support itself, the canvas, screen, wall, even the art
institution, any convention that separates one world from another and prevents us from
seeing that art can be present anywhere, from the material to the relational spheres.
This is a gradual disavowal of art focused on content as the privilege of a small faction
to the democratization of content that places it in anyone's hands — from the moment
Joseph Beuys offered artist diplomas to passers-by to the function of content creator
that any one of us can claim today.
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Professing freedom in art goes hand in hand with professing a "better understanding":
a kind of mentality often é}und in religion and poﬁtics when, apart from the letter of
the law (religious or political), someone comes and claims that those who applied the
law before did it wrong. Therefore, a new questioning of textual meaning is in order,
leading to an upheaval, as well as a radicalization that carries greater or smaller risks. In
art, this kind owfradicalization is benign: paradoxically, it often doesn't even derive from
a rebellious objecting spirit, but rather from a profound loyalty to a particular approach,
a kind of deviant mimesis that doesn't reproduce, but reworks the process, claiming it
until its mechanism is decrypted and something "new" is produced.

TheBauhaus-derivedabstractioninthisselectiongraduallybuildsaclearer,more objective
view of art, completely detached from emotion, stripped down to its basic building
blocks and pure geometry. On the other end of the spectrum, lyrical abstractionism is
unleashed in the supremely subjective, ecstatic dimension, where the point of reference
is experience leading to trance. These tendencies — symptoms of modernism — change
direction once pop culture takes shape after the Second World War. The increasingly
kitsch society Humbert Humbert theorized in Lolita becomes a gas station paradise
of commodities and short-term, easily accessible pleasures, also interfering with and
insinuating itself in abstract art. What follows is an assimilation of pop art, — perhaps
most clearly visible in this selection in the works of Gerwald Rockenschaub and Peter
Halley — an acceptance of the primacy of pop culture within consumer society. All
of this also comes across in the conceptual paintings featured in "All Our Todays'":
Eaintings that transcend a belief in the reality of painting where movements could still

e applicable — in postmodernist terms — and that treat painting as an object and the
invo(\)/ement of gesture as a performance. The flip-side comes from the kind of painting
that believes in a re-grounding: German neo-expressionism — which leaves behind the
abstract in favor of a type of {%guration that allows for narrativity and/or confrontation
of psychic realities and conflicts of identity. In turn, this approach shifts its attention to
pop culture domination, which we can see in the work of André Butzer and his so-called
science-fiction expressionism, permeated by the happy-miserable world of cartoons
and commercials. Fn contrast to this direction, what emerged more recently is a more

urified and detached reading of society's relationship with nature. In the exhibition, a
E’:mdmark of this approach is Harold Ancart, whose work is infused with a tendency that
invokes the virtues of interior design, oscillating between the abstract and the figurative,
between decoration and function, between model and mark.
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This could serve as a summary of the journey of painting presented in "All Our Todays."
Although it's not the only medium in the exhibition, painting is the dominant medium,
asking the most pointeJquestions about the nature of artworks and their variations
across the abstract-figurative-conceptual framework.

This journey infiltrated Romanian art in the 1960s and even saw an intensification which
was naturally re-framed according to local contexts, themes, and influences. By the
same token,ﬁerhaps contextually, it has been less visible and, in any case, deviated its
appearance from Western pop culture consumerism. Later it reemerged even more
extravagantly with all its temptations in the transition period and with the absorption
of foreign products into the Romanian market. Also, painting understood according
to a conceptualist framework did not match the pressing concerns of Romanian art in
the 1980s, when it was seen either as an uncompromising, final expression, or else was
abandoned in favor of art made of objects and practices. Nevertheless, in the last ten
to fifteen vears, the differences between the Romanian artistic scene and the one in
Western Eyurope have leveled off, the only remaining valid difference being the more
extensive history of certain private and community practices abroad. In any case, the
view of the West as a source of influence, attitudes, and technologies has Fac?ed and the
diversification of the types of East and West within each geographic area has intensified.

This is also at play in the fact that an exhibition like "All Our Todays" is taking place in
Bucharest now — after all, "All Our Todays" is the kind of exhibition that otherwise would
have reached Bucharest as part of an itinerant project presenting an EEG of twentieth-
century art and several of its stars. In short, it would have been a completely foreign
project in a Promethean pac|<a§e, to be consumed in less "favorable” places. This is the
paradigm shift: the existence of an in-house reaction to issues of art that concern the
whole globe. Between the lines, "All Our Todays" also spells out the today in which the
exhibition takes place, in Bucharest, like a puzzle piece in its right place.
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MAllOur Todays

RO

,Ne-am putea concepe corpumle mai mult ca locuri decat ca
oblecte7 Ce inseamna un spatiu uman in spatlu si — daca ne
concepem pe Noi ca ocupand un corp in spatiu — care este
contextul nostru?” — cu aceste intrebari, Antony Gormley
|ncuraJeaza pr|V|tor|| sa reflecteze asupra re|a’§|e| Corpulw uman
cu mediul sau inconjurator. Desi Gorm|ey si-a folosit mereu
propr|u| corp capunctde reperin lucrarile sale elinvita pr|V|tor||
sa se gandeasca la propriile expemente corpora|e Intr-o epoca
h|per vizuala si h|per conectata In care oamenii sunt obisnuiti
sa consume contmut pe banda rulanta, Gormley ne cere sa
ne opmm si s3 fim atenti la ceea ce numeste ,momentul trait
intimp”. Asadar gestul sculptura| FuncUoneaza cainregistrare
a t|mpu|U| si ca dovada aunel expenente traite, a lui Gormley
precum si a noastra. In Slmtlndu te material XVII (2005),
corpul lui este prinsin mjlocul unel explozn haotice de linii care
ne arata ce inseamna sa lasi o urma umana in spatiu.

Antony Gormley

1950 (Londra, Marea Britanie/ London, Great Britain)

' Vezi lucrarea * See the work

EN

“Can we think of our bodies less as objects and more as places?
What is a human space in space, and — if we think of ourselves
as mhabltmg a body in space — what is our context?” with these
quest|ons Antony Gorm|ey encourages the viewer to reflect
upon the relationship of a human body to its environment.
While Gormley has alvvays used his own body as the measure
for his work, he invites viewers to consider their own bodily
experiences. In a hyper-visual and hyper-connected era when
peopleareaccustomed to consumln%content rapldly,Gormley
asks NE to take the time to stop and look at a “lived moment in
time,” as he describes it. Thus, the sculptural gesture acts as a
recordmg of time, and as rooFoFa lived experience, Gormley’s
own as much as ours. In I-lzel/ng Material XVII (2005), his body
IS entang|ed In a chaotic exp|05|on of lines, making us aware of
what it means to leave a human imprint in space.
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Etaj 1
First Floor

Incertitudineade a f Privind lumea

The Uncertainty of Being Seeing the World
Magdalena Abakanowicz Georges Mathieu Max Bill
Karel Appel Roberto Matta Giorgio de Chirico
André Butzer A.R. Penck Olafur Eliasson
Martin Kippenberger Franciszka Themerson
Markus Lupertz Mark Tobey

Pictura hard edge, reinterpretata

Hard Edge Painting with a Twist

Tomma Abts Peter Halley

Imre Bak Kenneth Noland
Daniel Buren Fiona Rae

Helmut Federle Bridget Riley

Bernard Frize Gerwald Rockenschaub

Marcia Haff Henryk Stazewski
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Seeing the World
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Artistul si designerul elvetian Max Bill era ,de parere ca e
posibila elaborarea unei arte bazate in mare parte pe gandirea
matematica’. Aceastd notiune i-a determinat abordarea in
arta, arhitectura si design sil-a facut un personaj important in
miscarea artei concrete. Fost student al lui \/assi|r Kandinsky si
PaulKleelaBauhausinDessau, Billainceputsarealizeze picturisi
sculpturica ,piese de laborator”, partial experimentale si partial
functionale. Bractica lui, bazata pe geometrie si matematica,
era in sine permeabila, Bill fiind activ in mai multe domenii,
de la arta la design, prin arhitectura. Dupa cel de-al Doilea
Razboi Mondial, s-a implicat din ce in ce mai mult in domeniul
artei aplicate si a implementat ideea de ,forma adecvata”
la numeroase produse pe care le-a proiectat pentru firme
cunoscute precum Braun, dar si in designuri independente.
Si-a sustinut ideile in scris, pub]icénd multe eseuri teoretice
si popularizandu-le prin activitatea sa didactica la Hochschule
fur CEestaJtung din Ulm, fiind si membru fondator al acestei
institutii. In 4-Farbige spur im Weiss (4 dungi colorate pe alb,
1969), echilibrul armonios al culorii si formei este creat prin
implementarea unui sistem matematic precis care determina
structura lucrarii.

Max Bill

1908 (Winterthur, Elvetia/ Switzerland)
11994 (Berlin, Germania/ Germany)

" Vezi lucrarea * See the work

EN

The Swiss artist and designer Max Bill was of “the opinion
that it is possible to develop an artwork largely on the basis of
mathematical thinking.” This notion informed his approach to
art, architecture, and design, and made him a leading figure of
the concrete art movement. A student of Vassily %andinsky
and Paul Klee at the Bauhaus in Dessau, Bill first made
paintings and sculptures intended as “laboratory pieces” in a
combination of experimentation and functionality. His practice
premised on geometry and mathematics was intrinsically
porous, as Bill was active in mu|ti£|e fields, from art to design,
ﬁassing through architecture. After the Second World War,

e became increasingly involved in the field of applied art
and implemented the idea of “good form™ across a range of
products that he designed for mainstream brands like Braun,
as well as for his independent designs. He cemented his ideas in
writing, penning many theoretica% essays, as well as extending
their reach through teaching at the Hochschule fur Gestaltung
in Ulm, which he helped establish. In 4-Fabrige spur im Weiss
(4-Color Track in White, 1969) the harmonious balancing
of color and form is instigated by the implementation of a
precise mathematical system that determines the structure
of the work.
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4 dungi colorate pe alb

4 Colored Stripes on White
1969

ulei pe panza
oil on canvas

62 x 62.5 cm

Colec;ia MARe/ Muzeul de Arta Recenta
MARe/ Museum of Recent Art collection
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In 1910, Giorgio de Chirico picta panzele care aveau sa-i
defineasca inceputul carierei, anume seria Enigme. Lucrarile
reprezinta patrate goale in afara unor ocazionale personaje
sculpturale de inspiratie clasica, figuri mascate sau in cuplu.
Aceste lucrarimarcheazadinceputul perioadei metafizice aluide
Chirico, in care absenta este protagonistul — atatin sens literal,
cat si metaforic. Efectele de alienare create prin includerea
unor obiecte nelalocul lor, precum anghinare sau banane,
contribuie la sentimentul de singuratate enigmatica prezenta
in mai toate lucrarile lui de Chirico. Acesta este prezent si
n seria Piazza d’ltalia — un motiv la care avea sa se Intoarca
de-a lungul carierei. Timp de cinci decenii, el a reconfigurat
instanta picturala din Piazza d’ltalia (1960), in care o sculptura
cu Ariadna intinsa este inconjurata de coloane. Tema Ariadnei
abandonate, tradata de iubitul ei si lasata singura intr-un loc
strain, este incarcata de semnificatii metaforice pentru de
Chirico, care a facut din ea un simbol al singuratatii, misterului
si melancolier.

Giorgio de Chirico

1888 (Volos, Grecia/ Greece)
11978 (Roma, Italia/ Rome, Italy)

' Vezi lucrarea * See the work

EN

In 1910, Giorgio de Chirico painted canvases that marked the
beginning oF%is career, the series Enigmas. The works depict
empty squares, excegt for the occasional masked, conversing
couple or sculptural gure of classical derivation. These works
inaugurate de Chirico's metaphysical phase in which absence
is the protagonist — both in literal and metaphorical terms. The
estranging effects prompted by the inclusion of incongruous
objects such as artichokes and bananas, contribute to the
sense of enigmatic loneliness that pervades de Chirico’s works.
This is carried into his Piazza d’ltalia paintings — a motif that
he would repeatedly come back to over the ﬁecades. For fifty
years, he reconfigured the pictorial possibilities of the empty
square, often occupied by a lonesome statue at its center, as
is the case of Piazza d’ltalia (1960) where a reclining sculpture
of Ariadne is surrounded by colonnades. The theme of the
abandoned Ariadne, betrayed by her lover and left alone in a
foreign place, is rich in metaphorical meaning for de Chirico
who made it a personal symbol of loneliness, mystery, and
melancholy.
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Piazza d’Italia
1960

ulei pe panza
oil on canvas

40 x50 cm
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Privind Lumea

Seeing the World

RO

Olafur Eliasson este un artist care lucreaza intr-o varietate de
medii, printre care instalatii, plctura sculptura, fotografie si
film. Avand un angajament putermc Fata de probleme sociale SI
eco|og|ce Eliasson concepe artacaun construct social productw
care poate face Fe oameni mal con§t|ent| de propr|||e S|mtur| S|
de lumea deuru lor. Adesea, el atrage pr|V|toru| citre lucrarile
lui prm experimente optice, Fo|osmdu se de culoare, reflectii si
Jocuride umbre. Astfel , experienta privitorului devme esent|a|a
pentru sensul si activarea lucrarii, indemnand la o mteractmne
activainlocul uneia pasive. Pasa Jﬁrm z2id (2005) tine de aceasts
maniera extinsa de a face arta. Lucrarea invita prlwtorul sa se
uite la propria reflexie in oglinda si sa reactioneze la efectele
senzoriale create de cele doua supraFete de sticla cu cercuri
concentrice de oglmda Practica lui Eliasson trece dincolo de
expenmente optice si se extinde catre arhitectura, pedagogie,
cercetare5|antreprenonat n2012 acestaamﬁmtatcompama
Little Sun, care vinde |amp| in Forma de sori pe baza de energje
solara, a5|gurand energie accesibilda pentru comunitati care
duc ||psa de electricitate.

Olafur Eliasson

1967 (Copenhaga, Danemarca/ Copenhagen, Denmark)

" Vezi lucrarea * See the work
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Olafur Eliasson is an artist who works in a wide range of media,
including installation, painting, sculpture, photography, A
film. With a strong commitment to social and environmental
issues, Eliasson conceives of art as a productive social construct
that can make people aware of their own senses, as well as
the world around them. Frequent|y, he draws the viewer into
the work through optical experlments that include color,
reflection, and shadow play. In these instances, the observer’s
exper|ence is critical to the work’s meaning and activation,
mwtmian active engagement rather than a passive one. Wal/<
through wall (2005 % belongs to this expanded form of art-
makmg This work invites the viewer to look at their reflection
in the mirror and, in doing so, they have to respond to the
sensory effects created by the two glass panes with concentric
mirrored rings. Eliasson’s practice extends beyond optical
e><per|ments to encompass arch|tecture educat|on research
and entrepreneurship. In 2012, he Founded the company |_|tt|e
Sun which sells solar- povvered lamps in the form of suns that
prowde affordable energy to communities in which electricity
IS scarce or non-existent.
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Pasaj prin zid
Walk through wall
2005

sticla §i oglindé in rama artistului
glass and mirror in the artist’s frame

283 x 168 cm
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Tomma Abts este cunoscuta pentru picturile si desenele
sale comp|exe Si preC|se EFa nu mcepe cu nicio notiune
preconceputa a comp02|t|e| finale, ci se lasa condusa de
proprla |ntU|t|e astemand magmea pe masura ce | se formeaza
n minte. Este un proces comp|et deschis care incepe de la
zero, ||p5|t de fiecare data de garantia unui rezultat. Nu pract|c
0 p|ctura procesuala procesul este mereu onentat catre
imaginea finala si catre definirea precisa a acesteia”, explica
Abts. Fragmentarea si iluzia adancimii, alaturi de efectele de
lumina si umbra create meticulos stau la baza limbajului sau
vizual, care sfideaza ideea unui singur punct de vedere sau a
unei singure surse de lumina. Picturile lui Abts nu sunt doar
marcante vizual, ci stabilesc si o relatie intre culoare, forma Si
baza care ﬂuctueaza constant in ochii privitorului. Cu foarte
rare exceptii, Abts Fo|oseste acelasi format de 48 x 38 cm
pentru p|ctur||e ei. Lucru care ar putea fi vazut ca limitare
autompusa nsa este, de Fapt exact opusul, ca element care
sustine procesul spontan si experimentarea permanenta aflate
la baza lucrarilor ei.

Tomma Abts

1967 (Kiel, Germania/ Germany)

' Vezi lucrarea * See the work
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Tomma Abts is known for her intricate and exacting pamtmgs
and drawings. Begmmn with no preconcewed notion of
the final composmon Abts is guided by her intuition, |aymg
down an image as it gradually unfolds in her mind. “It is a
Completely open process, startmg from a pomt of nothlng,
with no guaranteed outcome, every single time. | am not
makmg process painting; the process is alvvays directed at the
final image, and the precise definition of it,” Abts explains.
Fragmentation and the illusion of depth combined with
carefully crafted highlights and shadow effects are central to
hervisual vocabulary, which defies the idea of a smglewevvpomt
or source of light. Optically compelling, her paintings establish
a re|at|onsh|p%etween color, form, and ground that is in flux in
the eye of the beholder. Except For rare except|ons Abts uses
the same 48 x 38-centimeter format for her pamtmgs What
could be construed as a self- |mposed limitation is, in fact,
qwte the opp05|te supportmg her in the spontaneous process
and endless experimentation on which her work thrives.
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Fara titlu #17
Untitled #17
2005

grafit, creioane colorate pe hartie
black lead, crayons on paper

83 x59cm
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In opera lui Imre Bak, concretismul intalneste extravaganta.
Artistul maghiar este emblematic pentru trecerea de la
modermsmﬁ ungar si abstractiunea tip Moholy Nagy la arta
conceptuala, o trecere care a marcat arta din a douajumatate
a secolului XX. Tn tinerete, Imre Bak activa in doua grupuri
artistice neo- avangard|ste Iparterv si Budapest: muhe? Anii
60 au fost definitorii pentru dezvoltarea carierei lui Si st||u|U|
sau votiv: o vizita la Moscova si Sankt Petersburg |-a expus E
modernism, iar intr-o vizita la Bienala de la Venetia din 1964
|-a descoperltBe Rauschenberg si pe artistii pop art. Rezultatul
a fost seria de ungi si Benzi pe care a elaborat-o spre sFarS|tu|
acelui deceniu, capatand recunoastere s si distributie in marile
colectii din intreaga lume, chiar si'in afara blocului comunist,
|nﬂuente|e din arta sa ﬁguratwa vin din concretismul german
decompmmat prin arta pop americana — prin aceste m%uente
Imre Bak si-a creat proprla maniera memorabila, adesea
transformand forma panzei intr-un obiect, ca si cum ar face
din abstractiune un personaj.

Imre Bak

1939 (Budapesta, Ungaria/ Budapest, Hungary)
1 2022 (Budapesta, Ungaria/ Budapest, Hungary)

' Vezi lucrarea * See the work
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Concretism meets flamboyance in the works of Imre Bak.
The Hungarian artist was emblematic of the move from
Hungarian modernism and the abstraction of Moholy Nagy
toward conceptual art, a shift that marked art after the m|§

twentieth century. In h|s youth, Imre Bak was active in two
neo-avantgarde artistic groups, lparterv and Budapesti muhely
The 1960s were decisive in shaping his career and votive
style: a visit to Moscow and St. E)etersburg acquainted him
with modernism, and a visit to the 1964 Venice Biennale
introduced him to Rauschenberg and pop art. The result was
the series of Str:pes and Lanes he developed toward the end of
the decade, also gaining recognition and distribution in major
collections vvorldede even outside the communist bloc. The
undertones of his non-figurative art stemmed from German
concretism decompressed with American pop art - through
these influences, Imre Bak created his own striking manner,
often transformmg the shape of the canvas into an object, as
if turmng abstraction into a character.
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Dungi 111
Stripes 111
1968

acrilic pe pénzé

acrylic on canvas

50 x130 cm

Coleci’:ia MARe/ Muzeul de Arta Recenta
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Pasaje 1

Lanes |
1967

acrilic pe p8n15

acrylic on canvas

150 x 189.5 cm
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In anii 60, pictorul si artistul conceptua| francez Daniel Buren
a criticat |deea de p|ctura ca obiect si a elaborat o estetica
axata pe amrﬂasamentul lucrarii mai degraba decat pe aspectu|
el formal. E si-a sprijinit aceasta critica prin dezvoltarea unei
formule standard de dung| verticale care alterneaza intre alb
si culori, pe care le p|cteaza pe suportun diferite, In contexte
dncemte atat interioare, cat si exterioare. Conceputa pentru
expunerea n interior, D:ptlc (1970-2006) este o lucrare care
ocupa coltul unei camere - un spat|u adesea trecut cu vederea.
Prin Faptul ca atrage privitorii aco|o Buren sfideaza p|ctura
contopind-o cu arhitectura Zfat|u|w N care este expusa.
Motivul familiar al artistului, dunga de 8,7 cm, delimiteaza
dipticul lui Buren, pe masura ce acesta isi continua efortul de
a prob|emat|za status quo-ul. Prin eliminarea aurei picturii si
separarea ei de Functla reprezentat|ona|a si emotionala, Buren
pune sub semnul Tntrebarii |ntregu1 ecosistem al artei.

Daniel Buren
1938 (Boulogne-Billancourt, Franta/ France)

" Vezi lucrarea * See the work -
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In the 1960s, the French pamter and conceptual artist, Daniel
Buren cr|t|qued the idea of painting as object and developed
an aesthetic that prioritizes the location of a work over its
formal appearance. He cemented this critique by developin
a standard formula of a|ternatmg white and colored vertlca%
stripes that he paints on various supports and in a wide range
of settings, both indoors and outdoors. Conceived for indoor
display, %IPUC (1970-2006) is a piece that occupies the
corner of a room — a space that often goes unnoticed. By
dravvmg viewers to it, Buren makes an awcgront to pamtmg, as
it merges with the archltectura| fabric of the space wnhere
it is displayed. The artist’s familiar motif, the 8./ cm stripe
demarcates Buren’s diptych, as he carries on with his effort to
ﬂuestmn the status quo. By stnppmg pamtmg of its aura and

ep|etmg it of its representatlona| and emotional function,
Buren mterrogates the entire ecosystem of art.
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Diptic
Diptych
1970-2006

acrilic alb pe p5nz§ cu dungi maro
white acrylic on canvas with brown stripes

489 x199.4 cm
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Inlucrarile sale, Helmut Federle demonstreaza un mod strict si
holistic de a pnw p|ctura fara insa sa se predea formalismulul.
Pictorul elvetianisiincepe studiile de arta la Basel si le continua
in SUA. unde c[moaste limbajul abstract al lui Rothko i al
lui Agnes Martin. In a doua parte a vietii devine si proFesor
la ce%ebra Kunstakademie Disseldorf. Recognoscibile sunt
lucrarile lui Federle ce cont|n un H Tntors la éO de grade 0
forma caretotodata seamans cu un axis mund:, pecetea oricarel
compomtu In unelelucrari, aceste H- urnntoarsewreazams%pre
svastici partlal descompuse Tenta lisa si insemnele confera
lucrarilor un aspect de stea L§LJr| — ceea ce Jasper Johns crea
prin reiterarea steagului S. pe fundal verde ca simbol al
cap|ta||smu|u| Federle realizeaza, tot Intr-o cromatica verzuie,
prin aceste pseudo-steaguri ce auin vizor totalitarismul Fasmst

Helmut Federle

1944 (Solothurn, Elvetia/ Switzerland)

" Vezi lucrarea * See the work -
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In his works, Helmut Federle exhibits a strict and holistic
Concept|on oF painting without surrendenng to formalism. The
Swiss painter began his art studies in Basel and continued them
in the U.S., where he got to know the abstract language of
Mark F\’othko and Agnes Martin. In the second part of his life,
he also taught at the renowned Kunstakademie Dusse|donC
Federle’s most recognizable works depict an H turned at a
90-degree angle, a shape that also resembles an axis mundi,
the foundation of any composition. In some paintings, tnese
toppled H's almost invoke partially decomposed swastikas.
However, the tendency toward flatness and his use of
signs make the paintings look like flags — in line with what
Jasper Johns created by reiterating the U.S. flag on a green
background as a symbol of capitalism, Federle creates, also
in a greenish hue, through these pseudo-flags that address
fascist totahtananlsm
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Principii de baza in compozitie VI
Basics on Composition VI
2011

ulei pe panza
oil on canvas

40 x50 cm
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Picturile lui Bernard Frize sunt eminamente despre pictura,
despre actul picturii si despre materialele folosite. Baca |a
Georges Mathieu, plctura Inseamna extaz, traire mistica,
exprimare a sub|ect|V|tat|| mai presus de orice, la Frize aceste
lucruri sunt retrase din circulatie, reduse la tacere, pentru
a face loc unei versiuni ob|ect|ve venita adesea c||n calcule
matematice. Culoarea, pensu|a urma culorii atat cat este
absorbita de pensula si c|e tractiunea pe panza sunt elementele
diriguitoare, lasate sa expmme plctura dincolo de vointa sau
starea artistului. Formatin Frantain anii'60, Frize se detaseaza
o perloada de propma cariera artistica pentru a activa, in
anii /0, ca asistent in atelierele altor artisti. Calatoriile prin
Europa si intalnirea cu arta americana si Fluxus 1l aprople de
conceptuahsm De aici se poate spune ca rezults pictura sa ca
deconstructie a acestei arte, desin cazul sau e si o reconstruire
si reconstituire a picturii ca gest In timp ce la Jackson Pollock
gestu|eexuberant silarg, pentru Fr|zegestu|esuccmt racordat
lasi cumpatat de pensula si de cantitatea de vopsea pe care o
ontme la un moment dat, aproape ca parte a unui program.

Bernard Frize
1949 (Saint-Mande, Franta/ France)

" Vezi lucrarea * See the work
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The pamtmgs of Bernard Frize are first and foremost about
painting, about the act of painting, and the materials employed
therein. If Georges Mathieu associated painting with ecstasy,
mystical experience, and the expression of subJect|V|ty above
all else, Frize turns away from all these elements, settmg them
aside in order to make room for an obJectwe vision, often
derived from mathematical calculations. Paint, brushes the
traces of color created by the absorpt|on of the brush, and
friction agamst the canvas are the pmmary pomts of Focus
expressmg painting beyond the artist's will or mood. Educated
in France in the 1960s, Frize put his own artistic career on
hold in order to work In other artists studios in the 19/0s. His
Journeys throughout Europe and his encounters with American
art and the Fluxus group drew him closer to conceptualism. It
could be said that his pamtmg stems from a deconstruction of
art, although, in his case, it is also a reconstruction and a re-
construa| of painting as gesture. While gestures are exuberant
and loose in Jackson Pollock's work, Frize's gestures are
controlled and balanced in accordance vv|th the brush and the
quant|ty of pamt it carries at any gwen moment, as if part of a
set plan.
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L|mbaJu| vizual restrans din lucrarile Marciei Hafif a fost
asociat cu minimalismul SI cu arta monocroma. Ins3 o
asemenea categonswe restrictiva nu face dreptate exper|ente|
meditative si cuprmzatoare pe care o provoaca lucrarile lui
Hafif. Estetica austers a unei picturi precum Lumina ros:e de
alizarina (2001) tradeaza o intelegere extraordinara a culorii
stratificate si expansive. Fste necesars o apreaere atenta
din partea pr|V|toru|U| pentru a percepe bogatia si varietatea
picturilor monocrome ale lui Hafif, deoarece panze|e el nu
sunt acopemte Cu 0 singura nuanta, ci cu nenumarate nuante.
Maniera premsa de lucru care caracterizeaza Lumind ros:e de
alizarind se regaseste si in Pictura italiana #40 (1964) care
face parte dintr-o serie de lucrari realizate de Hafif in t|mpu|
sederii sale in Italia intre 1961 Si 1968. Aceste picturi bicolore
geometmce trimit la ceva dincolo de forma de dra%ﬂ former;
ele exp|oreaza relatia dintre forma si perceptie. Un proces
asemanator este si miza Fotograﬁdor desenelor sculptunlor
lucrarilor cu text, scrierilor creative, filmelor experlmentale S
instalatiilor lui HaﬁF Unificarea acestor medii diverse are in
spate o tendmga conceptuala pronuntata, alaturi de o calitate
meditativa si sensibila.

Marcia Haff

1929 (Pomona, S.U.A/ U.S.A)
12018 (S.UA/US.A)

" Vezi lucrarea * See the work
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The pared-down visual language of Marcia Hafif’s work has
been linked to minimalism and monochromeart. Such stringent
classifications, however, fail to acknowledge the meditative and
enve|opmgexper|encechanneledb Hafif’s works. The austere
aesthetic of a painting like Alizarin grlmson Light (2001) belies
an extraordmary understanding of color as multl |ayered and
expansive. Careful consideration from the viewer is needed to
apprehend the richness and variety of Hafif’s monochromatic
paintings, because there is no one shade on the surface
of her work but many. The precise handhng of paint which
characterizes Alizarin Crimson Light is also a defining trait of
Italian painting #40 (1964) — one of a series of vvor%<s made
by Hawﬁf durmg her time in ltaly from 1961 to 1968. Strongly
eometrical, these two-colored paintings allude to somethin
other thanjust form for form’s sake; they test the relatlonsh|p
between form and perception. A S|m||ar process is at stake in
Haff’s photographs drawings, sculptures, text-based works,
creative writing, expemmental films, and installations. Umfymg
these different media is a strong conceptual bent married with
a meditative and sensitive quality.
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Pictura italiana #4o0
Italian Painting #40
1964

acril pe panza (|enjerie)
acrylic on canvas (sheet)

140 x 140 cm

Colec’gia MARe/ Muzeul de Arta Recenta
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Lumina rosie de alizarina

Alizarin Crimson Light
2001

ulei pe panza
oil on canvas

148 x 126 cm
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Peter Halley Fo|oseste pictura non- ﬁguratlva Intr-o maniera
conceptualista: astFe| lucrarile sale par sa desacralizeze arta
abstracta din zona mistica sau absolutista in care fusese adesea
plasata in prima jumatate a secolului XX. La Halley, formele

eometrice sunt folosite ca atare, ca mijloc ce se multiplica
Jgractahc Si codifica societatea cap|ta||sta Dreptunghmrde
p|ctate n culori stridente din lucrarile lui potﬁ interpretate sica
sisteme inchise ce comunica prin m|scar| repet|t|ve S| absurde
Si Ca grafice ce se genereaza la infinit din nou si din’ nou, si ca
ecrane oarbe, zalog al imperiului mass-media, lentila suprema
prin care este redata lumea. Aceasta tenta eseistica si critica a
sa este compensata de explozia culorilor suprasaturate

Peter Halley

1953 (New York, S.U.A./ US.A)

" Vezi lucrarea * See the work -
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Peter Halley uses non- ﬁguratwe painting in a conceptualist
manner: thus, his paintings seem to desanctncy abstract art
away from the mystical or absolutist spheres it often inhabited
in the first half of the twentieth century. For Halley, geometric
shapes are used as such, as a medium that muh/uphes like a
fractal and codifies capltallst society. His connected rectangles
painted in brlght colors can be mterpreted as closed systems
that communicate through repetitive and absurd gestures, as
well as schemes that generate themselves infinitely, again and
again, like blind screens, a mark of the mass-media empire,
the ultimate lens through which the world is rendered. This
essayistic and critical bent is balanced by the explosion of
oversaturated colors.
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Aport optimizat
Optimized Input
2000

acrilic, acrilic fluorescent, Roll-a-Tex pe panza
acrylic, fluorescent acrylic, Roll-a-Tex on canvas

213.5x178 cm
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Daca anumiti artisti europem din acest catalog au fost
influentati de arta amemcana Kenneth Noland a fost un artist
american mﬂuentat de arta europeana de neop|ast|C|smu| lui
Mondrian, de Josef Albers si de Bauhaus. Dupa doua prime
etape marcate de expresmmsmul abstract si de minimalism,
a ajuns n anii ‘60 sa dezvolte curentul color ﬁeld curent care
s-a si impus odata cu expozitia ,,Post-Painterly Abstraction”
(curatoriats de Clement Greenberg, 1964) din care si Noland
a facut parte Exp02|t|a respectwa surprmdea un nou mceput
entru arta americana. Tot in 1964, Noland a participat la
E|ena|a de la Venetia, ocupandJumatate din pavilionul 5
Pictura lui poate fi cata|ogata in patru tipuri: lucrarile cu cercuri
sau tinte, formele de chevron, lucrarile cu linii/dungi si panzele
in forme aleatorn Limbajul sau - structurat cu totu de culoare
— pare reconstituirea a aceea ce Baudelaire numea ,,paradisuri
artificiale” (determinate de substante halucinogene).

Kenneth Noland

1924 (Asheville, S.U.A/ US.A)
+ 2010 (Port Clyde, S.U.A./ US.A)

" Vezi lucrarea * See the work -
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While some of the European artists in this catalog were
influenced by American art, Kenneth Noland was an American
artist influenced by European art, specifically by Mondrian's
neoplasticism, by Josef Albers, and the Bauhaus. Fo||ovvmg
two initial stages marked by abstract expressionism and
minimalism, he ended up deveroplng the color field movement
in the 19605 a movement that asserted itself with the
exhibition Post Painterly Abstraction” (curated by Clement
Greenberg, 1964), which Noland was part of. This exhibition
captured a new begmmng for American art. Also in 1964,
Noland took part in the Venice Biennale, occupylng hahcofthe
U.S. paV|||on His paintings can be C|a55|ﬁed into four types:

aintings of circles or targets, chevron shapes, works with
Fnes/strlpes and canvases in random shapes. His |anguage —~
completely structured by color — seems to reconstitute what
Charles Baudelaire called "artificial paradises’ (induced by
hallucinogenic substances).
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De douazeci de ori

Twenty Times
1969

acril pe p5nz§
acrylic on canvas

15 x 244 cm
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O pierdere voita a controlului caracterizeaza pictura Fionei
Rae. Activitateaartistica alui Raeincepe alaturide Young British
Artists, faimosul grup londonez ce marcheaza arta nouazecista
prin abordarea rebela si |eJera in care trateaza mosteniri
ale artei abstracte si ale artei conceptuale La Rae, temele
majore sunt decantate si concentrate in biografie, pe care o
esentializeaza detasat in p|ctur| ce variaza un set de hleroghfe
p|ctura|e obtinute din pete si linii. Exista Tn aceste picturi un
minim gestuahsm inerent dar care este mult mai estompat
decat gestuahsmul caci gradeaza o |ntent|e confesiva, parca
mereu prezentata Si mereu stearsa. Lucrarile Fionei Rae nu
pot fi cata|ogate nici ca ﬁguratwe nici ca abstracte intru totul
— ele prezinta mai curand un zgomot de fond al fiecarei zile
creat de o Frecventa post-ornamentala.

Fiona Rae
1963 (Hong Kong)

' Vezi lucrarea * See the work
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A vv||||ng loss of control i1s what characterizes Fiona Rae's
painting. Raes artistic activity be%ns alongside the Young
British Artists, the famous London-based group that defined
1990s art through their rebellious and casual approach to
the traditions of abstract and conceptual art. In Raes work,
big themes get distilled and concentrated into blography,
which she co %dly essentializes into paintings that modulate a
series of pictorial hieroglyphs made of spots and lines. There
is an inherent minimal gesturalism in these pamtmgs but far
more tame than gesturahsm itself, given that it expresses a
confessional intention which seems to be always present and
muted. Rae's works can't be labeled as either FU|F ﬁguratwe
or abstract — they are closer to a background noise of the
everyday, created by a post-ornamental wgrequency
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Vapaie
Flare
1998

u!el i acr|||c' pe panza
oil and acryllc on canvas

153 x127.5cm
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Bmdget R||eyac|evemtcunoscutamanu 60 mu|tum|taunorp|ctur|
n alb- ne%ru care par ca se dilata si se contracta, creand iluzia
miscari ompOZ|t|||e sale geometnce includ Forme repet|t|ve
prmectate cu o precizie matematica. Folosindu-se de patrate,
cercuri, ovale si dungi, fiecare dintre lucrarile ei este planificata
met|cu|os dinainte pentru ca efectul dorit sa fie realizat cu
precme maxima. Lucrarile lui Riley sunt adesea descrise cafiind
optice, facandu-se referire la efectele perceptua|e provocate
de combinatiile sale unice de linii, forme, culori si tonuri. Dupa
Riley, ,,Placemle privirii au o trasatura in comun - te iau prin
surprindere”. In 1967, d|vagand de la paleta austera de alb si
negru pe care o Fo|osea in tinerete, R||ey incepe sa foloseascs
culori in lucrarile sale, iar in anii 80 S| reformuleaza din nou
||mbaJu| prin incorporarea formelor romboidale care i permit
sa testeze idel despre spatiu si perceptie. Opera comp|exa a
lui Riley, creata de-a |ungu| a peste sapte decenii, provoaca si
acum reactii fiziologice si p5|ho|og|ce

Bridget Riley

1931 (Londra, Marea Britanie/ London, Great Britain)

' Vezi lucrarea * See the work
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Bridget Riley rose to prominence in the 1960s with black-
and-white paintings that contracted and expanded, creatmg
the illusion of movement. Her striking geometric comp05|t|ons
use repeated forms designed with a mathematical precision.
Featurmg squares, circles, ovals, and stripes, each of her
paintings is met|cu|ous|y p|armed beForehand to ensure that
the desired effect is achieved with the utmost precision. Riley’s
work is often described as optlcal iIn a nod to the perceptual
effects triggered by her unique: combination of F gg)rm
color, and tone. In gﬂeys words, “The pleasures of S|ght have
one characteﬂstlc in common — they take you by surprise.’
In 1967, diverging from the austere black-and-white palette
of her ear|y period, Riley introduced color into her work, and
in the 1980s she reviewed her visual language Further by
introducing rhomboid shapes which allowed her to test ideas
of space and perception. Spannmg almost seven decades,
Riley’s complex body of work continues to elicit phyS|o|og|ca|
and psychological responses.



Al Our Todays

Fermata (albastru)

Fermata (blue)
2014

ulei pe p5n15
oil on canvas

178 x 337,5 cm

Coleci’:ia MARe/ Muzeul de Arta Recenta
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,Call me Minimalist but please call me Funky Minimalist”
dec|ara intr-un interviu Gerwald Rockenschaub, artist V|zua|
si DJ de muzica electronica. Stilul pictural al lui Rockenschaub
se Tncadreaza in miscarea Neo-geo, care reprezinta o versiune
a postmodermsmu|U| de a aborda limbajul cu o constientizare
a reFermtelor sale. Ironic si ludic, Rockenschaub’ reuneste
minimalismul american — ca etapa purificatad a artei - cu
simboluri consumeriste - intruchiparea decaderii artei, dintr-
un punct de vedere elitist. Intre aceste extreme, artlstu|
austrlaC|S|d|spune|e><|cu|comp|exm|ucrar|a|caroraspecteste
intotdeauna intentionat seducator. Chiar si abordarea tehmca
a lui Rockenschaub tine de postmodermsm el ,citeaza” Si
revitalizeazs tehnici clasice de-a crea modele Si re||e1cur| dar o
face prin aplicarea lor in tehno|og|a contemporana si cu medil
actuale: plexiglas, aluminiu, si culori neon.

Gerwald Rockenschaub

1952 (Linz, Austria)

" Vezi lucrarea * See the work -

"Call me Minimalist but please call me Funky Minimalist,"
declares the visual artist and electronic music DJ Gervvald
Rockenschaub in an interview. Rockenschaubs painting style
IS part. of the neo-geo movement, which basmaﬁy represents
a version of postmodermsm bg/ approaching |an§uage in
a way that acknowledges its references. Ironic and playful,
Rockenschaub brings together American minimalism -~
as a purified form o% art — and consumerist symbols — the
embodiment of art's decadence from an elitist point of view.
Between these two extremes, the Austrian artist lays out his
complex lexicon in paintings that always seek to seduce. Even
Rockenschaub's technical approach draws on postmodernism:
he ‘cites” and revitalizes classical techniques ochreatmg models
and reliefs, but does so by applying them to contemporary
technologes and current mediums: plexiglass, aluminium, and
neon colors.
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Fara titlu
Untitled
2002

folie colorata pe alucore, cadru din aluminiu
colored film on alucore, aluminium frame

190 x 150 cm

Colec’gia MARe/ Muzeul de Arta Recenta
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Figura marcanta a artei abstracte din Europa Centrala si de
Est, Henryk Stazewski s-a facut cunoscut pe scena artistic3
nca din perloada interbelica, cand a co-fondat grupurile Blok,
Praesens si a.r. group, reprezentand constructivismul polonez
In 1931 se maugureaza in todz primul muzeu european cu o
colectie de arta moderna, pentru deschiderea caruia se implica
Stazewski. Efervescenta culturala si creativa i-a fost temporar
stavilits de instaurarea comunismuluiin Polonia. Dupa o scurta

erioadain care a recurs la realismul socialist pentru a fi tolerat
de regm din 1956 a inceput o serie de sculpturi abstracte si
seria picturilor in relief cu materiale inedite pe atunci: p|acaJ,
plexiglas, cupru. In 1970, in Wroctaw, creeaza o compozitie
verticala de lumini — un raspuns la Turnul de lumind al lui
Nicolas Schoffer. Pe linia constructivismului, arta inseamna
pentru Stazewski urmarea unui traseu ob|ect|v debarasat de
intuitie si talent. Nota proeminenta a lucrarilor sa|e abstracte
este folosirea cu spirit ludic a unor culori stridente si depasirea
b|d|men5|onal|tatn

Henryk Stazewski

1894 (Varsowa Polonia/ Warsaw, Poland)
11988 (Varsowa Polonia/ Warsaw Poland)

' Vezi lucrarea * See the work
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A prominent figure in Central and Eastern Europe, Henryk
Stazewski burst onto the art scene in the inter-war period,
co-founding the groups Blok, Praesens and a.r. group, which
represented Polish constructivism. In 1932, the first uropean
museum with a modern art collection was inaugurated in Lodz
and Stazewski was involved in the opening. &is cultural and
creative effervescence was temporarily halted by the rise of
communism in Poland. After a short period of vvor|<|ng within
socialist realism in order to be tolerated by the regime, in 1956
he started working on a series of abstract sculptures and on
his series of relief paintings using novel materials for the time:
plywood, plexiglass and copper. In1970, in Wroctaw, he created
a vertical light composition - a response to N|Co|as Schoffer’s
Light Tower. In line with constructivism, art for Stazewski
|nvo|ved following an obJectwe path, dev0|d of intuition and
talent. The most promlnent feature of his abstract work is the
playful use of certain flashy colors and the transcendence of
two-dimensionality.
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Relief nr. 3

Relief no. 3
1980

acrilic pe placaj
acrylic on board

63 x 63 cm
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In anii 60, cand artista poloneza Magdalena Abakanowicz
aJungea la maturitate, fibrele erau considerate un material
potrivit pentru artizanat, dar nu pentru arta. Abakanowicz a
shidat aceasta idee prin |ucrar||e sale textileindraznete. Textilele
sale tridimensionale numite ,abakans” au rescris regulile
scu|ptur|| contemporane, aducand arta textila in centrul
atentiei. Insa, dupa o perioada de e><p|orare febrila a formelor
abstracte Abakanovwcz s-a reorientat in anii /0 si a inceput
sa abordeze direct corpul uman. La acea vreme, corpul uman
se afirmase ca motiv cFommant N scu|ptura po|oneza Art|st||
ramasesera marcati de trecutul violent si erau preocupati de
dlﬁcu|tat||e po||t|ce ulterioare. Asadar corpul uman a devenit
0 metatora a sacrificiilor si ororilor ce|U| de-al Doilea Razboi
Mondial. Tn acest context Si Abakanowicz si-a indreptat
atentia asupra corpulw ins3 a insistat c3 acest lucru venea ca
react|e la o lunga istorie a suter|nte| umane, mclependent de
alte repere sculpturale. Mutilate, secituite Si p||ne de cicatric,
corpurile lui Abakanowicz dau impresia unei dureri fizice Si
psihice. Pozitiile frontale si rigide reprezmta lipsa unui corp
complet, dupa cum putem vedea n Trei personaje (1999-
2009) - o familie amputata care paseste inainte, catre un
viitor incert. Dupa cum explica Abakanowicz, ,,Personaje|e din
lucrarile mele vorbesc metaforic... despre per|co|u| maselor
fara minte care se inchina la comanda sau urasc la comanda,
despre singuratate intr-o multime”.

Magdalena Abakanowicz

1930 (Falenty, Polonia/ Poland)
12017 (Varsowa Polonia/ Warsaw, Poland)

' Vezi lucrarea * See the work
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In the 1960s, when the Polish artist Magdalena Abakanowicz
came of age, ﬁber was considered a good fit for craft, but not
for art. With her bold textile works, Abakanowicz chan ed this
perception. Her three- d|mens|ona|te><t||es knownas “ a%akans
rewrote the rules of contemporary sculpture placing fiber art
at its center. However, after a per|od of intense explorat|on of
abstract woven forms, Abakanovwcz sfocus changed andin the
1970s, she began to address the human body more directly. By
that point, the human body had emerged as a dominant motif
in Polish sculpture. Artists were scarred by the war-torn past
and concerned by the political turmoil that lay ahead of them.
The human body, thus, became a metaphor for the losses and
horrors perpetrated durmg and after the Second World War. It
s in this context that Abakanowicz turned her attention to the
body, however, she insisted that hers was a personal response
to a long h|story of human suffering independent from other
sculptural examples Scarred, mutilated, and impoverished,
Abakanowicz’s bodies are |mbued with a sense of physical
and psychological pain. The frontal, rigid postures represent
the absence of a complete body, as evinced by Three Figures
(1999-2009), an amputated am||y unit stndmg toward an
uncertain Future As Abakanowicz explained: “The figures in
my work speak metaphorically... about the danger of brainless
masses worsh|ppmg on command or hating on command, and
about solitude in multitude.”
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Trei personaje

Three Figures
1999-2009

otel inoxidabil, piesa unica in trei parti
stainless steel, unique piece in three parts

187 x 54 x 44 cm, 145 x 34 x 28 cm, 110 x 28 x 25 cm
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LEunu p|ctez eu lovesc”, spunea artistul olandez Karel Appel
despre proFHa arta. |nﬂuentate de Henri Matisse si Jean
Dubuffet, lucrarile lui Ap el sunt caracterizate de culori
putermce si tuse viguroase. Be obicel p|ctur||e|U|Ap el contin
Fersonaje cu aspect de copil si ammale imaginare. morul S
imbajul vizual colorat contribuie la reprezentanle lui Appel. In
1948, acesta s-a alaturat altor artisti, lansand miscarea oBrA.
Numele grupulw face referire la orasele din care proveneau
membrii acestuia: Copenhaga Bruxelles si Amsterdam. La
fel ca Appel, maJorH:atea membrilor CoBrA erau inspirati de
exuberanta si spontaneitatea copilariei, lucru care le gh|da
abordarea colectiva asupra reprezentarii vizuale. Grupul
CoBrA s-a dizolvat in 1951, dar pre| a continuat sa lucreze
in aceeasi maniera. In anii 60 lucrarile lui Appel tindeau deJa
catre abstract|omsmu| gestual care a devenit dominant in anii
de dupa Rszboi. De exemplu, Paysage noir (Peisaj negru, 1960)
mizeaza pe pete abstracte mari care contrasteaza cu fundalul
alb. Formele din aceasta p|ctura sunt complet non-obiective,
insa raman deschise pentru interpretare, invitand pr|V|tor|| sa
gaseasca sensul in necunoscutul pe care Appel incearca sa-|
reprezmte

Karel Appel

1921 (Amsterdam, Olanda/ Netherlands)
T 2006 (Zurich, Elvetia/ Switzerland)

' Vezi lucrarea * See the work
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“| don't paint, | hit,” the Dutch artist Karel Appel said of
his art. Influenced by the work of Henri Matisse and Jean
Dubuffet, Appel’s work is characterized by bold colors and
vigorous brus ek Typically, Appel’s paintings are popu|ated
by childlike figures and animals drawn from his imagination.
Humor combined with colorful visual language enhanced
Appel’s representatlon In 1948, he joined forces with like-
minded artists to launch the CoBrA group. The name of the
group directly references the cities from which its members
hailed: Copenhagen, Brussels, and Amsterdam. Like Appel,
most CoBrA members were |nsp|red by the exuberance and
spontaneﬁyofchddhoodvvh|cth|dedthe|rco||ect|veapproach
to visual representation. The CoBrA group disbanded in 1951,
but Appel continued to work in the same vein. By the 19605
Appel’s work leaned into gestural abstraction which became
dominant in the post-war years. Paysage noire (1960), for
example, utilizes large abstract areas set against a stark vvh|te
background. The forms in this pamtmg are resolutely non-
obJectNe but they remain open for |nterpretat|on |nV|t|ng
viewers to make sense of the unknown, which Appel sets out
to represent
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Peisaj negru
Black Landscape
1960

ulei pe panza
oil on canvas

130 x 195 cm
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André Butzerstabilesteunechilibru stramumtreexpresmmsmul
european sl cultura’ pop americana, intr-un stil pe care el
numeste expresmmsm sclence ﬁct|on In compOZ|t|||e sale se
regasesc adesea personaJe desprmse parca din carti de copn
dar cu o mutatie catre film horror si perversitate tratate comic.
Lumea lul pare o imbinare intre universul Dlsney si un balci
para5|t si bantuit. Apar ﬁgum cu ochi mari S| aspect mgenuu
puse in contrast cu figurile cu cap in forma de brad ||p5|te de
pupile, ce se proﬁleaza ca spectre amenintatoare, in tlmp ce
atmosfera compozitiei e aproape ca o melodie vesela si senina.
Isteria — pe urmele lui James Ensor — devine tematica dar Si

icturala, tusele din lucrarile semi-abstracte demonstrand un
ﬁaos oarecum controlat, pe fundal cu un ras exploziv.

Andre Butzer

1973 (Stuttgart, Germania/ Germany)

" Vezi lucrarea * See the work -
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Andre Butzer finds a strange balance between European
expressmmsm and American pop culture in a style he names
science-fiction expressionism. In his compositions, we often
find figures that seem to belong in children's books, but
mutated toward horror and perversity and treated with humor
His world seems to be a combination between Disney and an
abandoned, haunted fairground. Innocent-looking big eyed
figures contrast with the% ures with Christmas tree-shaped
heads and no pupils that |oo%< like threatening ghosts, while the
atmosphere of the compositions almost resembles a joyful and
serene melody. Hysteria — following James Ensor — becomes
thematic, as well as pictorial, as the brushwork of the semi-
abstract pamtln%s suggests a largely uncontrolled chaos as a
backdrop to explosive laughter.
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Fara titlu
Untitled
2021

ulei pe p5n25
oil on canvas

2945 x198.5 cm
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Fara titlu
Untitled
2017

acrilic pe pénzé
acrylic on canvas

200 x 280 cm
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Martin K|ppenberger a produs o opera remarcabila si prohﬁca
din anii /0 pana la moartea sa prematura, in 1997, la varsta de
patruzem S| patru de ani. Activitatea sa s-a extins In numeroase
medii diferite si consta In picturi, obiecte, instalatii, desene,
colaje, Fotograﬁ carti, postere, perFormance uri J multe
a|te€ Opera vast3 a lui Klppenberger este msplrata de cultura
pop, arta, arhitectura, muzica, politica si istorie, precum si de
proprla b|ograﬁe N|C|un sub|ect nu a scapat de sub pr|V|rea
critica si plina de umor a lui Kgpenberger inclusiv lumea artel,
pe care a parod|at o adesea. Ca intreg, opera lui K|ppenber%er
poate f1vazuta ca un comentariu continuu la adresa vremurilor
contemporane a anilor '80 si 90. Influentate de pun|< neo-
expresionism s si de lunga istorie a apropmeru n arta, care se
intinde pana la Marcel Duchamp, lucrarile lui K|ppenberger
Fenduleaza intre referinte din cultura inalta si cea popu|ara
storia socio-politica recents a Germaniei este o miza la fel de
|mportanta ca ridiculizarea unor celebritati minore, a kitsch-
ului si chiar a obiceiurilor personale ale art|stu|U| Natura
subversivi a operei lui Kippenberger sfideaza mterpretanle
singulare, acesta fiind complet neclasificabil ca artist. Lucrarile
lui demasca tensiunile din centrul vietii contemporane si
totodata construiesc o noua imagine a artistului.

Martin Kippenberger

1953 (Dortmund, Germania de Vest/ West Germany)
11997 (Viena/ Vienna, Austria)
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EN

Martin Kippenberger produced a remarkable and richly prohﬁc
body of work from the mid-19/0s until his untimely death in
1997 at the age of Forty four. His work branched out into
many different activities and consisted of pamtmgs objects,
installations, drawings, collages, photographs, books, posters,
perFormances and much more. K|ppenber%er’s vast oeuvre
drevv|nsp|rat|on from popu|ar culture, art, arc Iitecture, mu5|c
politics, and history, as well as his own life. No subJect was
spared from Kippenberger’s critical and humorous outlook,
including the art world which he often parodied. Collectwely,
Kippenberger’s work can be seen as a running commentary on
his contemporary times, the 1980s and 1990s. Influenced by
pun|< neo-expressionism, and the long legacy oFappropnann
inart — harkingback to Marcel Duchamp - K|ppenbergerswor|<
oscillates between h|gh and low references. Germany’s recent
socio-political history is at stake as much as the nqulmg of
minor celebrities, kitsch, and the artist’s own personal habits.
The subversive nature oF K|ppenbergers work defies singular
interpretation, and as an artist, he is impossible to classify. His
work exposes the tensions at the heart of contemporary life,
while also developing a new image of the artist.
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Onkel Bonbon
1983

spray ¢'Je u'|e| metalic, email si SClIPIC.I m?tallc pe panza
metallic oil spray, enamel and metallic glitter on canvas

120 x 100 cm
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CreatmtateaeFervescentaaarUstulwgermanneo expresionist
Markus Lupertz se manifesta in pictura, sculptura, graﬁca
literatura , Jazz. Paradoxal si totodata simbolic pentru stilul sau
excentric, activitatea sa mcepe dupa ce este exmatriculat de la
Kunstakademe DusseldorFS| dupa ce dezerteaza din Legiunea
Franceza. Parcursu|||readucem1986map0||a catedraaceleiasi
Kunstakademie Dusseldorf unde i introduce ca profesori pe
artistii A.R. Penck, Jannis Kounellis, Jorg Immendorff, Peter
Dmg Abordarea |UI picturala este militant anti- abstracta
— ﬁguratwul devine initial o satirizare a imaginarului german
pompos si eroic al celui de-al Treilea Reich, adresand trauma
colectiva. Dupa o etapa in anii ‘80 cand - |a fel ca Picasso —
remterpreteaza lucrari dupa maestri precum Corot si Poussin,
in anii 90 revine la explorarea universului mitico- nat|ona||st
prin seria inspirata din opera Parsifal a lui Wagner.

Markus Lupertz

1941 (Liberec, Republica Ceha/ Czech Republic)

" Vezi lucrarea * See the work -
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The effervescent creatlwty of the German neo- expressmmst
artist Markus LUpertz manifestsin painting, sculpture, graphics,
literature, and jazz. Paradoxma”y as well as symbohcagf fpor h|s
eccentric style, his activity begins after being expelled from
the Kunstakademie Dusseldorf and deserting éom the French
Legion. Hisjourney brings him back to the same Kunstakademie
Dusseldorfjas part of the staff in 1986, where he hires A.R.
Penck, Jannis Kounellis, Jorg |mmendorFF and Peter Doig as
professors His approach to painting is m|||tant|y anti-abstract
— the figurative |n|t|a||y becomes a way to satirize the pompous
and heroic German imaginary of the Third Reich, addressing
collective trauma. After a Kase in the 1980s vvhen — like
Picasso — he reinterpreted tﬁe works of old masters like Corot
and Poussin, he returned to exploring the mythical-nationalist
universe in the 1990s through the series inspired by Wagner's

opera Parsifal.



MAllOur Todays

Noapte sfanta
Holy Night
1988

ulei pe panza
oil on canvas

136 x 300 cm
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Un dandy de secol XX al culturii franceze, Georges Mathieu
a fost unul dintre creatorii abstractiei ||r|ce al curentului art
m(ormel si_inventatorul dripping- alui ca tehmca picturala.
Alsturi de Hans Hartung,Jean Paul R|ope||e Francisc Picabia,
a facut parte la finalul anilor “40 din grupul L'lmaginaire, alatur|
de care a formulat manifeste ale abstractiei lirice. Cat timp
activa ca editor sef la United States Lines Paris Revue, a cunoscut
si intervievat ﬁgum marcante ale inceputului de seco| XX: John
Cage Mark Tobey, Henry Miller, AlEert Einstein. Abordarea
sa asupra picturii prelua de la suprarea||st| automatismul dar
il punea in slujba unei expresii eliberate, mstmctua|e profund
dionisiace, ce se opunea Formahsmulw geometric. Pentru
Mathieu, procesu| picturii reprezenta o cale de atmgere a
extazulw — n acest sens, el realiza perFormance uri publice
in care, invesmantat in costume de epoca, picta pe fundal
mu2|ca| celebrs fiind o colaborare a lui cu Vangelis.

Georges Mathieu

1921 (Boulogne-sur-Mer, Franta/ France)
T 2012 (Boulogne- B|||ancourt Franta/ France)
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A dandy of twentieth century French culture, Georges
Mathieu was one of the creators of lyrical abstract|on of
the art informel movement, and the inventor of dripping as
a painting technique. Alongs|de Hans Hartung, Jean- éau|
Riopelle, and Francis Picabia, he joined the L'lmaginaire group
In the |ate 1940s, within Whlch e formulated manifestos of
lyrical abstract|on While working as the editor-in-chief of
the United States Lines Paris Revue, he met and interviewed
important figures of the early tvvent|eth century: John Cage,
Mark Tobey, Henry Miller and Albert Einstein. His approach
to pamtm drew on the surrealists automatism, but placed it in
service ofga liberated, instinctual, profoundly D|onys|an form
of expression thatopposed geometncformallsm For Mathieu,
the process of palntmg represented a way of reachmg ecstasy
— to this end, he would enact public perFormances where,
dressed in h|stor|ca| costumes, he would paint to a muslcal
soundtrack, the most famous oF these collaborations being

with \/angehs
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Sébastien, conte de Montecuculi, tras de patru cai
Sébastien, Count of Montecuculi,

Pulled by Four Horses
1960

ulei pe panza
oil on canvas

89 x130 cm

Coleci’:ia MARe/ Muzeul de Arta Recenta
MARe/ Museum of Recent Art collection



84

MAllOur Todays

Incertitudinea de a fi

The Uncertainty of Being

RO

Roberto Matta s-a nascut in Chile, unde a studiat arhitectura.
In1928siinfiinta propria firmain Santiago, iarin 1932 renunta
la ea pentru a calatori prin Europa si Rusia. Ulterior, s-a
stabilit in Franta si a lucrat in atelierul arhitectului modernist
Le Corbusier, inclusiv la planurile pentru Cite Radieuse din
Marsilia. Matta s-aimplicat din cein ce mai multin comunitatile
artistice, mai intai din Paris, apoi din Londra, unde s-a mutat
pentru a lucra cu Walter Gropius si Laszlo Moholy-Nagy. In
aceasta perioada, interesul lui Matta fata de ezoterism i-a
influentat viziunea suprarealista. Numite , peisaje interioare”
sau ,,morFolo%ii psihologice”, picturile suprarealiste ale lui
Matta sunt pline de un limbaj emotional. Formele create
Funcl:ioneazé ca analogii vizuale pentru constiinta si psihicul sau
individual. Realizata dupa al Doilea Razboi Mondial, Sin titulo
(Fdrd titlu, 1960) poarta greutatea unei ere turbulente in care
umanitatea a suferit pierderi inimaginabile. In picturile sale
postbelice, Matta ne prezinta o perspectiva distopica asupra
acestui moment traumatic; aici, umanitatea este o combinatie
de masinarii electrice si corpuri umane.

Roberto Matta

1911 (Santiago de Chile, Chile)
1 2002 (Civitavecchia, Italia/ ltaly)

' Vezi lucrarea * See the work
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Roberto Matta was born and raised in Chile where he trained as
an architect. By 1928, he established his own firm in Santiago
which he relinquished in 1932 to travel around Europe and
Russia. He then settled in France where he worked in the atelier
of the modernist architect Le Corbusier, notably on the plans
for the Cite Radieuse in Marseilles. Increasingly, Matta became
involved with the artistic communities of Paris first, and then
London where he moved to work with Walter Gropius and
Laszlo Moholy-Nagy. During this time, Matta cultivated an
interest in esotericism that fed into his own brand of surrealism.
Known as “Inscapes” or “Psychological Morphologies,” Matta'’s
surrealist paintings are iméued with an emotionally charged
language. The forms he depicts serve as visual analogs for his
self-conscious and individual psyche. Made in the aftermath
of the Second World War, Sin titulo (Untitled, 1960) carries
the weight of a tumultuous era in which mankind suffered
unimaginable losses. In his post-war paintings, Matta presents
us with a dystopian view of this traumatic moment; mankind is
now a blend of electrical machinery and human bodies.
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Fara titlu
Untitled
1960

ulei pe panza
oil on canvas

100 x 120 cm
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,In continuare consider ca opera mea este cercetare picturala.
Experimentul principal: privirea unei picturi de catre privitor”.
Cu aceste cuvinte, artistul german A.R. Penck explica legétura
directa dintre artist si public, intre lucrarea de arta si momentul
privirii. Penck era asociat unui idiom formal distinctiv care
imbina figuri reduse si simboluri picturale. Soldato moderno
(Soldat modern, 1990) este un exemplu al limbajului vizual
inconfundabil al lui Penck, prin care analizeaza re#agia dintre
individ si societate. Pentru a atinge acest scop, el se folosea de
o varietate de medii, inclusiv pictura, desenul, grafica, sculptura
inbronzsilemn, muzicajazz, ilmulsicarteadeartist. Insa pictura
este centralain interpretarea sa anti-romantica a vietii si arter.
In toate lucrarile lui Penck apare reprezentarea rudimentars
a umanitatii, redusa la omuleti din linii inconjurati de motive
abstracte. Lfotu§i, simplitatea metodelor sale camufleaza teme
complexe si multiple: relatile umane sub forma prieteniel,
iubirii si solidaritatii se amesteca cu reflectii mai generale
despre stiinta, arta, razboi, violenta si lupta pentru viitor.

A. R. Penck

1939 (Dresda, Germania/ Dresden, Germany)
T 2017 (Zurich, Elvetia/ Switzerland)

' Vezi lucrarea * See the work
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“I still see my work as pictorial research. The main experiment:
the viewing of a picture by the viewer.” With these words,
the German artist A.R. Penck explains the direct correlation
between artist and audience, artwork and viewing. Penck
is associated with a distinctive formal idiom, combining
subtracted figures and pictorial symbols. Soldato moderno
(Modern Soldier, 1990) exemplifies Penck’s recognizable
visual language through which he analyzes the relationship
between the individua%and society. To achieve this objective,
he employs a variety of media, including paintings, drawings,
gracfhic works, wood and bronze sculptures,ﬂ'\azz records, films,
and artist books. However, it is painting that has the upper hand
inPenck’santi-romanticinterpretation of artandlife. Common
to all of Penck’s works is the rudimentary representation of
mankind, reduced to stick men surrounded by abstract motifs.
However, a simplicity of means camouflages the complexity
of themes, which are manifold: human re%ations in the form
of friendship, love, and solidarity are conflated with a broader
reflection on science and art, war, violence, and the struggle
for the future.
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Soldat modern

Modern Soldier
1990

acrilic pe pénzé
acrylic on canvas

100 x 180 cm

Colec;ia MARe/ Muzeul de Arta Recenta
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Nascutain Varsoviain 1907, a trait la Paris intre anii 1938 -40,

ap0| in Londra din 1940 pana la moartea sain 1988. A |ucrat
majoritar in picura, insa, de-a lungul vietii, a abordat si alte
medii din sfera artelorwzuale ilustratie deS|gn de carte de5|gn
de teatru si film avangardist co|aborand inca din 1931 cu sotul
el, scriitorul Stefan W%emerson In 1948, cel doi au fondat in
Londra editura avangardlsta Gaberbocchus Press, publicand
traduceri in premiera in limba engleza ale unor opere precum
Ubu Roi de Jarry, Exercitii de stil de Queneau si The Song of
Bright Misery de Pol- Dives.

/\/\aJorltatea picturilor Franciszkai, dar mai ales cele produse
n anii 60, sunt o combinatie intre desen SI pictura sau, mai
degraba, o mcorforare a desenuluiin p|ctura Nike fiind un bun
exemplu. Culorile sunt adesea modulate, iar griul doming, insa
|mag|mle el sunt plme de evenimente. Povest||e lor nu au nici
mceput nicl sFarS|t INsa pr|V|toru| ramane captlv n Fata lor.
Exista acolo un puzz|e care trebuie rezolvat sau descifrat?

Text de Jasia Reichardt

Franciszka Themerson

1907 (Varsovia, Polonia/ Warsaw, Poland)
11988 (Londra, Marea Brltanle/ London, Great Britain)

" Vezi lucrarea * See the work
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She was born in Warsaw 1907, lived in Paris 1938-40, and
then, from 1940, in London until her death in 1988. She was
pr|nc:|pa||ya painter, although, throughout her life, she worked
in several other fields of the visual arts: |||ustrat|on book
design, theatre design, but as early as from 1931 co||aborated
with her husband, the writer Stefan Themerson, on makin
avant-garde 1C||ms In 1948, the Themersons |aunched their,
Gaberbocchus Press, the avant-garde publishing company in
London, with first time Enghsh translations of works such as
Jarry’s Ubu Roi, Queneau’s Exercises in Style and The Song of
Bright Misery by Pol-Dives.

Most of Franciszka’s pamtmgs but particularly those of the
1960s, of which Nike is a good example, are a combination of
dravvmg and painting, or rather of drawing into the paint. The
colours are often modulated, with a predommance of grey, but
the images are full of events. Their stories may have neither a
beginning nor an end, but the viewer keeps looking. Is there a
puzzle to be solved or understood?

Text by Jasia Reichardt
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Niké
1962

ulei pe p5n25
oil on canvas

153 x102 cm
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Exponent al expresmmsmulw abstract, Mark Tobey demonstra
devreme n cariera sa pred||ect|a pentru non-figurativ, catre
un zgomot alb careii traverseaza lucrarile. Influenta ca||graﬁe|
aslatice se transpune n compOZ|t|||e m|nut|os constrwte dintr-
un soi de tesaturi si nervuri pe pagma ce aJung sa redea ﬁgun
totemice. Calitoriile sale in Mexic, in Orientul Mijlociu siin
Extremul Orient au contribuit la apropierea sa de un ||mbaJ
abstractinteles SI fructificat ca mtuaF ca o sublimare a realitati
materiale mcomuratoare In seria sa reprezentativa - White
writing —, pictura si scrisul devin doua fatete ale aceleiasi
expresu indisolubil fegate asa cum ornamentul la Tobey pare
o repetitie pentru invocare. Jackson Pollock a preluat genul
acesta de abordare Si compOZ|t|e de la Tobey, debarasandu-|
nss de necesitatea ritualului in favoarea gestului intempestiv.

Mark Tobey

1890 (Centerville, S.U.A./ US.A.)
11976 (Basel, Elvetia/ Switzerland)

' Vezi lucrarea * See the work
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An exponent of abstract expreSS|on|sm Mark Tobey showed
his preference for the non-figurative early in his career,
being drawn to the white noise that permeated his works. The
influence of Asian calligraphy translated into the compositions
painstakingly constructecfout of a kind of weave of line work
that ended up depicting totemic figures on the page. His
Journeys to Mexico, the Middle East, and the Far East nurtured
his tendency tovvard an abstract language conceived and

racticed as ritual, like a sublimation ogsurroundmg material
reahty In his iconic series — White Writing — painting and
vvrltmg become two sides of the same expression, inseparable,
Just as ornament seemed to be, for Tobey, a rehearsal for
an invocation. Jackson Pollock too|< his cue for this kind of
approach and composition from Tobey, but stripped it of the
necessity of ritual in favor of impulsive gesture.
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Fara titlu (Sumi)
Untitled (Sumi)
1957

cerneala Sumi §i gua§5 §i hSrtiejaponezE
Sumi ink and gouache on Japanese paper

S55x74.5cm
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Fara titlu (Spatiu ritualic)
Untitled (Ritualistic Space)
1957

cerneala sumi pe hértiejaponezé
Sumi ink on Japanese paper

53.3 x749 cm

Colecgia MARe/ Muzeul de Arta Recenta
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Valie EXPORT este considerata o pioniera feminista a artei
conceptuale si video. Spre sfarsitul anilor ‘60, EXPORT
ficea valva cu dous lucrari care sfdau radical reprezentanle
stereotipice ale femeilor in arta: Tapp und Tastkino (Cinema al
atingerugj perFormata pentru prima oarain 1968, si Aktionshose
- Genitalpanik  (Pantaloni- ac’tlune - Panlcagenltala) din
1969. In TPpp und Tastkino, ea inverseaza privirea voyeurista
a consumatorului de cinema, de obicel barbat, surprmzand
participantii cu un perFormance care il invita sa atm%a ceva ce
nu pot vedea — sanii goi ai lui EXPORT. Indrazneala gestulw
el performativ a provocat reactii critice si unele comentarii
de tipul ,Acum nu mai avem vraytoare traim In vremur
moderne, dar daca vrem vrdjitoare, ar trebui sa o ardem pe
Valie EXPORT'” EXPORT nu a lasat valul de comentarii
negative sa o constranga si a continuat sa lupte impotriva
incadrarii patriarhale a emeilor in societate. In Aktionshose
~ Genitalpanik, ea abordeaza din nou voyeurismul sexual. De
data asta, fiind fotografiata de Peter Hassmann cu o mitraliera
in mana si purtand o pereche de blugi gaurita in asa fel Tncat
zona sa gemtala sa-i fie expusa. In acelasi costum dar fara
mitraliera, a mers de-a |ungu| culoarelor din cmematografe
Lucrarile |UI EXPORT, manate de un suflu activist-feminist,
provoaca structurile de putere existente siindeamna la actiune
pentru a le rearticula.

Valie EXPORT

1940 (Linz, Austria)

' Vezi lucrarea * See the work
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Valie EXPORT is considered a feminist pioneer of conceptual
and film art. In the late 1960s, EXPORT made waves with two
works that rad|ca||y undermmed stereotypical representations
of women in art: the action Tapp und Tastkino (Tap and Touch
Cinema) first staged in 1968 and Aktionshose: Genitalpanik
(Action Pants: Genital Panic) a piece from 1969. In Tapp und
Tastkino she inverted the typically male moviegoers’ voyeuristic
gaze by surpnsmi viewers with a performance that invited
them to touch what they could not see — EXPORT’s bare
breasts. The boldness of gXPO RT’s performative gesture was
welcomed with criticism |ead|ng some to comment: “We don’t
have witches now, we ||ve in @ modern time, but if we want
witches, we must ta|<e Valie Export and burn her' Unfettered
by the ons|aught of negative comments EXPORT continued
to stand up against the patriarchal framing of womeniin somety
In Aktionshose: Genltai;)anlk she addressed sexual voyeurism,
agam This time brandishing a real machine gun and wearing
a pair of jeans with the crotch cut out to reveal her intimate
parts, she was photographed by Peter Hassmann. Wearing
the same outfit, but without the gun, she walked through the
aisles of a movie theater Imbued with an activist-feminist slant
EXPORT’s work seeks to chal|enge existing power structures
and calls for individual action in reshaping tﬁ
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Pantaloni-actiune - Panicagenitala, Motiv

Actionpants - Genitalpanic, Motive
1969-2001

print argintic, baryt agfa, montat pe aluminiu
silver gelatin print, baryt agfa, mounted on aluminium

162 x121x1.5cm

Ed. of 20 +10 AP

Colecgia MARe/ Muzeul de Arta Recenta
MARe/ Museum of Recent Art collection




96

\A“ Our TOdays Forme radicale

Radical Forms

RO

,Daca vrei sa supravietuiesti, trebuie s3 faci ceva radical”
sustme artistul german Imi Knoebel. Prin p|ctur||e sale hotarat
abstracte Knoebel isi provoaca pr|V|tor|| sa interactioneze
nemed|at cu cu|oarea supraFata si forma. A privi inseamn3 a
vedea a atinge Tnseamna a S|mt| aceasta ar é)premlza opere|
lui. Defapt noebelspunecaS|m§u|tact||S|expre5|asenzor|a|a
sunt elemente fundamentale pentru felul in care abordeaz3
pictura si sculptura. Abordarea sa in arta a fost influentata
de descopenrea Patratului negru (1915) al lui Malevich -
adesea pomenita ca fiind prima lucrare abstracta din arta
avangard|sta Intalnirea marcanta cu lucrarea lui Malevich |-a
mcuraJat pe Knoebe| dandu-i ,sentimentul coplesitor ca pot
mcepe de la zero” De atunci, acesta Si-a rafinat tendmta catre
expenmentarea Forma|a e><p|orand cate o forma unica din mai
multe perspective. Pentru a permite exp|orarea unei forme
n toate declinarile e pOSIbI|e Knoebel creeaza adesea seri,
regandind forma din perspectlve diferite, dar com |ementare
Desi serialitatea anumitor lucrari de- a|e lui Knoebel ar putea
aminti de abordarea industriald asociatd cu minimalismul,
calitatea artizanala a practicii sale le confera o calitate mater|a|a
mal pronuntata.

Imi Knoebel
1940 (Dessau, Germania/ Germany)

' Vezi lucrarea * See the work
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“If you want to stay alive, you have to do something radical,”
the German artist Imi Knoebe| claims. With his reso|ute|
abstract paintings, Knoebel challenges viewers to engage vv|t?\/
color, surface, and form in an unfiltered way. To look Is to see,
and to touch is to feel, could be the pred|cament upon vvhlch
his entire oeuvre is based Knoebel has, in fact, invoked tactlllty
as well as sensorial expreSS|on as Fundamental elements in
his reframing of painting and sculpture. His approach to
art was shaped by the discovery of Malevich’s Black Square
(1915) — often claimed to be the first abstract work in avant-
arde art. The serend|p|tous encounter with Malevich’s work
emboldened Knoebel giving him “the overwhelming Feelmg
that | could start at nothmg He has since honed this yearning
for formal experlmentatlon by exploring singular forms from
mu|t|p|e perspectives. To allow for the exploration of a form in
all its pOSS|b|e declinations Knoebel has often worked in series,
reassessing it from dnCFermg yet complementary perspectlves
While the seriality of some of Knoebel works may suggest an
industrial approach attuned to minimalism, the handmade
aspect of his practice lends to it a more mater|a| quality.
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Strada Lina-Liza 10

Lina-Liza-Street 10
2001

acril pe aluminiu
acrylic on aluminium

287.5x124.6 x4.5cm
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In anii 60, artistul italian Michelangelo Pistoletto sfida
conventiile portretu|U| prin inglobarea privitorului in spatiul
pictural. Seria sa de Quadri specchianti (Picturi oglindite) -
care au devenit reprezentatwe pentru opera sa — pornesc
de la reprezentam fotografice in marime naturala ale unor
persoane si obiecte, pe care Pistoletto le transfera pe
suprafete lustruite de otel inoxidabil. Reflectivitatea acestor
lucrari fac ca privitorul, prm gestul de a pr|V| lucrarea, sa devina
parte din ea. Intentionat sau nu, privitorul intra intr-un decor
teatral care indeamn3 simultan |a contemplare si participare.
Dupa cum explica P|sto|etto, »Aceste [oglinzi] pun imaginile
intr-o miscare perpetua si aduc continuu memoria fotografica
n dinamica prezentului”. Cuvintele artistului dezvaluie faptul
ca Quadri specchianti imbina mai multe planuri temporale.
Trecutul este constant reafirmat prin elementul fotografic, iar
prezentul este integrat prin reflectia in continua sc%nmbare
Specchio bianco/Specchio nero (Oglmda alba/Oglindd neagra,
1977-89) urmeaza directia lucrarilor timpurii din seria Quadri
specch:antl prm mterogarea naturi reﬂect|e| |nseS| Aceasta
poate sa reproduca practic orice subiect sau ob|ect mai putin
oglinda insasi. Incercand sa depaseasca aceasta cond|t|e
Pistoletto |mparte oghnda in doua: o oglinda neagra si una
alba. Ele sunt asezate fata in fata, reflectandu-se una pe alta,
si formeaza un "duet care pune sub semnul Tntrebarii ch|ar
noUunea de reprezentare.

Michelangelo Pistoletto

1933 (Biella, Italia/ Italy)

" Vezi lucrarea * See the work
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In the 1960s, the ltalian artist Michelangelo Pistoletto
challenged the conventions of portraiture by making the viewer
feel part of the pictorial space. His Quadri specchianti (Mirror
Pamtmgs) — now a hallmark of hiswork — took as a startmg point
life-size photographic likenesses of people and objects that
Pistoletto transferred onto polished stainless- stedJ surfaces.
The reflective nature of these works meant that when viewing
them, the audience becomes part of the reflection. Whether
vv||||ng|y or unwillingly, viewers enter a theatrical set-up that
invites both contemplation and part|C|pat|on As Pistoletto
explained: “These [mirrors] put images into perpetual motion
while continuously draggmgr photographm memory into the
dynamics of the present.” The artist’s words reveal how the
Quadri specchianti combines multiple temporal spheres in one.
The past is constantly reaffirmed throu%h the photographic
enlargements, while the presentis channeled through the ever-
changing reflections. Specchio blanco/Specchlo nero (White
/\/\|rror/§|ac|< Mirror, 1977-1989) follows in the footsteps of
the early Quadri specchlantl by interrogating the very nature
of reflection, which can reproduce V|rtua||%/ any subject or
object except for the mirror itself. In an effort to challenge
this condition, Pistoletto divides the mirror in two: a black
mirror and a vvh|te mirror. Situated opposite from each other
the two mirrors reflect their counterpart and themselves in a
doubling act that makes viewers question the very notion of
representann
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Oglinda alba/ Oglinda neagra
White Mirror/ Black Mirror
1980

oglinzi, lemn
mirrors, wood

230 x143 x4 cm
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Anul 1949 a marcat punctul de cotitura in cariera artistului
italo- argentwan Lucio Fontana, In momentul in care acesta
si-a gaurlt panza pentru prima oara. Acesta a fost un gest
radical intr-o pemoada In care mtegmtatea opere| de arta
inca era foarte importanta. Atacand panza prin perforare sau
taiere, Fontana dezvaluia multi-dimensionalitatea acestela
Si deschdea drumul pentru interpretarea picturii ca obiect,
care avea s3 se dezvolte in anii 6P De-a lungul anilor ‘50,
Fontana a strapuns si a taiat multe picturi si scu%ptum pentru a
ncerca sa depaseasca anumite limitari spat|a|e dand nastere
astfel miscaril spat|a||ste si devenind membrul de frunte al
acesteia. Programu| siu de explorare a spat|u|U| se baza pe
includerea lucrarilor sale in multe expozitii si instalatii site-
spemﬁc coordonate de artist. Fontana a spus, Eu nu vreau
sa fac o p|ctura vreau sa deschid un spatiu, sa creez o noua
dimensiune, sa |mp||c cosmosul, care se extmdemﬁmt dincolo
de p|anu| constrans al tabloulw — un concept care ramane
valabil si astazi.

Lucio Fontana

1899 (Rosario, Argentina)
11968 (Comabbio, ltalia/ Italy)

' Vezi lucrarea * See the work
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The year 1949 marked a turning point in the career of
Argentinian-ltalian artist Lucio Fontana, who punctured the
canvas for the first time. This was a rad|ca| gesture at a time
when great emphasis was still placed on the integrity of an
artwo % By attacking a canvas by puncturing and slashmg It,
Fontana was revealing its multi- dlmermonahty and paving the
way for the mterpretahon of painting in terms of objecthood
that would gain traction in the 1960s. Throughout the 1950s,
Fontana slashed and perforated paintings and scu|ptures In an
effort to transcend the limitations of space, thus giving rise
to the spatialist movement of which he was a leading figure.
Essential to his programmatm: exploration of space was the
staging of his work in many exhibitions and site- spemﬁc
installations, which the artist himself oversaw. Fontana said, “|
do not want to make a painting; | want to open up space, create
a new dimension, tie in the cosmos, as It enjessb/ expands
beyond the comcmmg plane of the picture” — a concept that
still rings true today.
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Concept spatial, Natura

Spatial concept, Nature
1959

bronz
bronze

S0x24 x22cm
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Nascut siformatin Germania S|ap0| stabilitn E|vet|a Gunther
Forga canalizatinartasa — pictura, design, scu|ptura Fotograﬁe
— o impletire intre minimalismul american S abstracUa
informala. Pictura a ramas constanta pentru e| desi cu
abandonari si reveniri. Dupa cein anii 70 formula sa p|ctura|a
se concentra Ee monocromii negre si gri, Forg a schimbat
macazul catre otograﬁa unor ansambluri arhitecturale masive,
simboluri culturale si po||t|ce ale secolului XX. Revenirea sa |a
pictura in anii ‘80 [-a? impins catre materiale inedite acestui
mediu: aluminiu, bronz, plumb, cu ajutorul carora a obtinut
0 sculpturahtate a ob|ectu|U| In ultima parte a vietil [ui For
reteaua (grid-ul) - element cheie al picturii abstracte de%
Jumatatea secolului XX — e incorporata in lucrarile sale sub
forma unel constelatii de tuse suprapuse, dispuse intr-o forma
ludica, interiorizata, tensionata.

Gunther For

1952 (Fussen, Germania/ Germany)
12013 (Frelburg, Germania/ Germany)

' Vezi lucrarea * See the work
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Born and raised in Germany, later settling in Switzerland,
Gunther Forg's art — painting, design, sculpture, photo raphy
— channeled a mix of American minimalism and |n§orma|
abstraction. Painting was a constant for him, despite several
stops and starts. After the 1970s, when his p|ctor|a| formula
focusedonblackand greymonochromes Forgchanged course
toward photographing massive architectural ensembles,
cultural and po||t|ca| symbols of the twentieth century. H|s
return to painting in the 1980s led him toward novel materials
for this medium: aluminium, bronze, lead, which allowed him
to achieve a sculptural quahty to the obJect In the latter part
of Forgs life, he incorporated the grld — a key element of mid-
twentieth century abstract painting — into his works in the

uise of constellations of overlapping brush strokes arranged
in a playful, self-contained, and tense form.
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Fara titlu
Untitled
2005

acrilic pe pénzé
acrylic on canvas

195 x 280 cm

Colec’gia MARe/ Muzeul de Arta Recenta
MARe/ Museum of Recent Art collection
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Fara titlu
Untitled
1992

acrilic, plumb, lemn
acrylic, lead, wood

180 x 110 cm

Colec’gia MARe/ Muzeul de Arta Recenta
MARe/ Museum of Recent Art collection
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Fara titlu
Untitled
1988

bronz
bronze

120 x 80 x 8 cm

Colec’gia MARe/ Muzeul de Arta Recenta
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La varsta de douazeci de ani, artistul grec Jannis Kounellis a
calatorit din Pireu, vechiul port al Atenel, la Roma, unde Si-a
inceput cariera. Lucrar||e E,II sunt marcate de or|g|n||e sale
est-mediteraneene si fac adesea referire la traditi istorice,
de la arta bizantina la modernismul rus. Practica lui Kounelhs
este expanswa sl i1a adesea forma unor |nsta|atl| care Tmbina
pictura si perFormance ul. Acestea includ materiale precum
cafea, bumbac carbune, saci, pietre si lana. Fard titlu (2008)
este un exemp|u exce|ent pentrUJuxtapunerlle de elemente
distincte care caracterizeaza lucrarile lui Kounellis: o supraFata
p|ctata si o draperie trasa. Ambele suprafete sunt monocrome,
iar Kounellis se Fo|oseste de asocierea unei supraFete pictate
manual cu o draperie produsa industrial pentru a exFlora forme
estetice si culturale antitetice — o miza care a dus la asocierea
sa cu grupul italian Arte Povera din 196/. Pentru a exprima
tensiunile si alienarea societatii contemporane, Kounellis
s-a concentrat asupra |mpactu|U| material al lucrarilor sale
si efectelor lor asupra celor cinci simturi, care contribuie la
formarea unui lant de asocieri.

Jannis Kounellis

1936 (Pireu, Grecia/ Piraeus, Greece)
1 2017 (Roma, Italia/ Rome, Italy)

' Vezi lucrarea * See the work
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At the age of twenty, the Greek artist Jannis Kounellis made
the journey from Piraeus — the ancient port of Athens — to
Rome where he started his career. His work bears traces of
his Eastern Mediterranean origins and has often called on
historical traditions rangmg from Byzantme art to Russian
modernism. Kounellis’ practice is expansive and regularly
takes the form of installations that bring together a mixture
of painting and performance, including raw materials such as
Cogee cotton, coal, burlap sacks, stone, and wool. Untitled
(2008) s a prime examp|e of Koune|||s Juxtap05|t|on of two
distinct elements: a painted surface and a drawn curtain. Both
surfaces are monochromatic and through the juxtaposition of
the handmade painting and the industrially produced curtain,
Kounellis explores physically and cultura”y antithetical Forms
— an aspect that led to his association with the lItalian Arte
Povera movement from 1967. In an effort to express the
tensions and alienation of contemporary society, Kounellis
places a partlcu|ar emphasis on the material impact of the
work and its effect on the five senses which he believes will set
up a trail of associations.
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Fara titlu
Untitled
2008

ulei pe panza, sina metalica si doua panouri din otel alaturate
oil on canvas, metal rail, and two joint steel panels

200 x 180 cm

Colec‘gia MARe/ Muzeul de Arta Recenta
MARe/ Museum of Recent Art collection
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Sol LeWitt s-a afirmat la mijlocul anilor ‘60 prin structuri
tridimensionale prm care a elaborat atat metodologia, cat si
procesul care avea sa-i caracterizeze arta de-a |ungu| carierel.
Structurile sale au contribuit la definirea esteticii minimaliste
si radicalismului artei conceptua|e punand ideea inaintea
Forme| ,ldeea devine masinaria care creeaza arta”, explica
LeWitt. Cheonnand structura de bazi a artei cu aJutoru|
unor sisteme geometrice cu totul abstracte, LeWitt a reusit
sa uneasca permanenta ideii cu executia ei mater|a|a Si istoria

. Acest _aparat conceptua| comp|ex |-a facut pe artist s3
se retraga din productia proprnlor lucrari, adesea delegand
executia lor, in numele sau. Puritatea viziunii lui LeWitt se
baza pe anumite forme precum linia sau cubul, care au devenit
purtatoare|e articularii ideilor lui. Tn ciuda parametmlor strict
geometrm pe care si-i impunea, LeWitt a elaborat o opera
eterogena din punct de vedere stilistic, prin care a reusit sa
provoace reactii emotionale foarte d|verse Premiza lucrarii
Linii orizontale, negru pe culoare (2005) este enuntata clar in
titlu: forma si culoarea sunt cele menite s3 produca sensul.
Elementul vizual al lucrarii este unitar pentru a lasa suficient
spatiu pentru dezvaluirea conceptului.

Sol LeWitt

1928 (Hartford, S.U.A./ US.A)
12007 (New York, S.U.A/US.A)

' Vezi lucrarea * See the work
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Sol LeWitt established his reputation in the mid-1960s with
three-dimensional structures, through which he developed
both a methodology and a process that would inform the art
he made throughout his career. His structures helped define
the aesthetic %mwmahsm and the radicality of conceptual
art, which placed an emphasis on ideas over form. “The idea
becomes the machine that makes the art,” LeWitt explained.
By calling into question the basic structure of art with

eometrically inflected and completely abstract systems,
ﬁev\htt married the permanence of the idea with its material
execution and legacy. This complex conceCFtual apparatus saw
the artist taking a step back from the production of the work,
often de|egatmg its execution to others, in his name. The purity
of LeWitt’s vision relied on a series oFForms such as the line or
cube, which became vehicles for the art|cu|at|on of his ideas.
Desp|te the strict geometrical parameters that he set for
himself, LeWitt developed a stylistically heterogeneous body
of Wor|< capable of evoking a range of emotional responses. In
Horizontal Lines, Black on Color (2005), the work’s premise
is clearly set out in the title: form and co|or are both charged
with the producUon of meaning. The visual element in the work
is tightly unified in an effort to leave sufficient space for the
concept to emerge.
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Linii orizontale, negru pe culoare

Horizontal Lines, Black on Color
2005

guasa pe hartie
gouache on paper

100 x152.4 cm

Colec’gia MARe/ Muzeul de Arta Recenta
MARe/ Museum of Recent Art collection
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In tinerete, artistul britanic Richard Long si-a dat seama ca
||mbaJu|S|amb|t|a artel trebuiereinnoite’ ,%ucru carel-aimpins
sa devina o ﬁgura revolutionara in istoria artei conceptuale.
Intentia lui Long era de la mceput sa depaseasca limitarile
reprezentaru trad|1;|ona|e prm practica unei experlente directe
a pe|saJu|U| Arta, timpul si spatiul se amesteca intr-un tot
unitar inca de |a A Line Made by Walklng (Linie trasata in
mers), creata in 196/, cand Long inca era student. Prin mers,
Long a creat o arta bazata pe contactul direct cu pe|saJu|
Distanta parcursa, raurile, mareele, muntii, deserturile, norii
si alte fenomene natura|e devin mater|a|e|e artei lui Long O
Fotograﬁe o harta sau un text descriptiv sunt smgure|e forme
de documentare ramasein urma p||mEar||orart|stu|U| in diverse
locatii precum Irlanda, Maroc, Spitzbergen, Sahara, Mongolia,
Japoma Ecuador, A|as|<a sau T|erra d %Fuego printre a te|e
In 1972, cat t|mp mergea prm Anzi, Long realizeaza primul
sau cerc de pietre. De atunci, el a creat numeroase sculptum
asemanatoare, folosind d|verse materiale si forme, In t|mpu|
calatorilor prm locatii si tari de peste tot i |ume atat in spatii
retrase, cat si ublice.'Un element comun al tuturor acestor
scu|ptur| este FE|OS|rea materialelor naturale, pe care le vedem

siin Spirald de ardezie verde (1980).

Richard Long

1945 (Bristol, Marea Britanie/ Great Britain)

" Vezi lucrarea * See the work -
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As a young man, the British artist Richard Long, recogmzed
that “the |anguage and ambition of art was due for renewal,”

leading him to become a groundbreakin ﬁgure in the h|story
of conceptual art. From the outset, Long’s intention was
to overcome the limitations of trad|t|ona| representation
by cham (flonmg a direct expemence of the |andscape Art,
time, and space were blurred into a single entity, since Long
created A Line Made by Walking in 196/, while still a student.
Through the medium of vva||<|n Long created art grounded
in direct contact with the |an§scape Distance traveled, as
well as rivers, tides, mountains, deserts, clouds, and other
natural phenomena became part of Longs art mater|a|s A
photograph, map, or descriptive text were the on|y forms of
documentation leftover from the artist’s walks in a diverse
variety of locations, including Ireland, Morocco, Spitzbergen,
the Sahara, /\/\ongoha Japan, Ecuador Alaska, and Tierra del
Fuego, among others. In 1972, while vva||<mg in the Andes,
Long made his first stone C|rc|e He has since made S|m||ar
sculptures using different materials and shapes during walks to
locations and countries around the world in both remote and
public domains. A constant in all these sculptures is the use of

natural raw materials exemplified by Green Slate Spiral (1980).
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Spirala de ardezie verde

Green Slate Spiral
1980

ardezie verde
green slate

304 cm diametru/ diameter

Coleci’:ia MARe/ Muzeul de Arta Recenta
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Societatea in crizd poate fi bine observata in lucrarile de
arta informala ale artistului austriac Arnulf Rainer. Meditatia
sp|r|tua|a intervine prin med|tat|e p|ctura|a in anii ‘50, Rainer
incepe seria Overpainting, cu straturi suprapuse de pictura,
adesea aphcate peste fotografii infatisand portrete sau
corpum n POZItII tensionate. Nu a facut parte propmu zis din
actionismul vienez dar a fost aprop|at acestorain anii ‘60 Si 70
prm interesul pentru corp sl corporalitate frizand ||m|te|e din
seriile sale Face Farces S|BodyPoses In pictura lui,n tuse|e|arg|
mtempestwe abandonand ‘orice control sau supunere uneli
vointe externe, este indus un balans continuu intre acumulare
Si stergere Acest proces este ulterior combinat cu forma
crucii pe care o lau panze|e sale — astfel, pictura aluneca spre
obiect iar actul pictarii mai clar ajunge un performance ritualic
corelat cu suFermta cu transformarea electrica produsa direct
pe suportul p|ctur||

Arnulf Rainer

n. 1929, Baden, Austria

' Vezi lucrarea * See the work
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In the informal artworks of Austrian artist Arnulf Rainer one
can observe society in crisis. Spiritual meditation intervenes
through plctor|a| meditation: in the 1950s, Rainer began the
Overpainting series, over|app|ng layers of paint often applied to

hotographs deplctm portra|ts or tensely p05|t|onec| bodies.
ﬁ(e d|§ not directly ta t%<e part in Viennese actionism, but was
close to it in the 1960s and 19/0s due to his interest in the
body and corporeality at the edge in his series Face Farces
and Body Poses. In his painting, wide, impetuous strokes that
abandon all control or submission to an external will are placed
In a constant balance between accumulation and erasure. This
process later includes the cross shape taken by h|sg>a|ntmgs
~ thus, painting slides toward object and the act of painting
more Clearly turns into a ritual performance correlated with
suffering and the electric transformation produced directly on
the painted surface.
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Fara titlu
Untitled
1959

ulei pe panza
oil on canvas

35 x50 cm
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Artistul nascut in Irlanda este renumit pentru, picturile sale cu
dung| peticitein culori pamantii, care arata ca sicum o influenta
din pictura lui Rothko ar fi filtrata prin expementa sa timpurie cu
vesmintele si panzele de cort marocane. Rezultatul surprinde
o viziune tandri expusa prm limbajul abstractiunii. /\/\ulturmta
Bursei Harkness, s-a mutatin New York dupa varsta de treizeci
de ani, unde a |nta|mt minimalismul american care, in cazul
sau, s-a tradusin panze solemne cadrilate, maJorltatea de mari
dlmensmm Insa in anii ‘80 7 incepe sa se mdeparteze iIncet de
minimalismul autoritar, explorand din ce’in ce mai mult directia
careil vaduce lastilul sau particular: panze mai mici, debordand
de culoare si de o neliniste ambigua si vesela. P|ctur||e sale cu
dungi nu sunt o platFormaéjurd%cata conceptual si teoretic,
ca la Daniel Buren, ci parafio mre%strare empat|ca a VOC||or
ascunse Intr-un bazar o intoarcere la prezenta umana.

Sean Scully

1945 (Dublin, Irlanda/ Ireland)

' Vezi lucrarea * See the work
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The Irish-born artist Sean Scully is renowned for his paintings
with patchwork stripes in rather earthy colors, Wl’WICE look as
if an influence from Rothko’s painting was ﬁltered through
his early experiences of Moroccan garments and tent cloths.
The result captures a soulful perception rendered through the
language of abstraction. Thanks to a Harkness Fellowship, he
moved to New York in his thirties and had a fateful encounter
with American minimalism which, in his case, resulted in gﬂd—
like solemn canvases mostly of |arge d|menS|ons However, in
the 1980s, he slowly departed from authoritarian m|n|ma||sm
delving more and more into what would become his trademark
style: smaller canvases br|mm|ng with color and an ambiguous
Joyful unrest. His striped paintings are not a theoretically and
conceptually purified platform, like Daniel Buren's, but seem
an empathetic record of voices hidden in a bazaar, a return to
human presence.
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Orizontal vertical

Horizontal Vertical
1979

u!el si acril Ee panza
oil and acryllc on canvas

213.4 x 213.4 cm
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Numele lui Richard Serra este indisolubil legat de sculptura
secolului XX depostmmmahsm S|deschmbareawzmnudespre
forma S|spat|u |nceputur||e studiilor luierau legate de literatura
si istoria artel, la Yale, apoi si-a capatat formarea artistica In
Paris Si Florenta unde o intalnire |mportanta a constituit-o
cea cu lucrarile lui Constantin Brancusi si Alberto Giacometti.
La finalul anilor ‘60 - intr-o manier3 t|p|ca pentru perioada
respectlva — Serras-aindreptat catre materiale experimentale:
cauciuc, latex, fibra de sticla, neon, dar mai ales plumb datorita
maleablhtatn sale Calatoria mJapoma delainceputul anilor /70
|-a adus In Fata grad|m|or zen si a precepte|or conform carora
acestea erau construite, mﬂuentandu | perspectiva despre
spat|u §| timp. Lucranle lui canalizeaza binomul disciplina-
dezlantuire, Fortand si provocand conventiile culturale,
arhltectura|e perceptwe sculpturile sale de dimensiuni Foarte
mari sunt contra- part|da asumat intelectuala a land art-ulu
intors catre natura. O valenta importanta in opera lui este si
desenul — mereu lucrari negre realizate in vopsea si carbune, o
esentializare a mijloacelor.

Richard Serra

1938 (San Francisco, S.U.A./ US.A)
12024 (Orient, SUA./US.A)

' Vezi lucrarea * See the work
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Richard Serra's name is inseparable from twentieth century
sculpture, post-minimalism, and shifting conceptions about
form and space. His initial stud|es at Ya|e%ocusec| on literature
and art history, and later he pursued an artistic formation in
Paris and Florence, where he also had an important encounter
with the works oFConstantin Brancusiand Alberto Giacometti.
In the late 1960s — typically for that period — Serra turned
to experimental materials: rubber, latex, ﬁberg|ass neon, but
especially lead, due to its malleab|||ty A trip to Japan in the
early 1970s exposed him to zen gardens and the precepts
by which they are built, influencing his perspective on space
and time. His works tac|<|e the discipline-unleashing binomial,
pushing and challenging cultural, architectural, and perceptua|
conventions: his enormous sculptures are the self-aware
intellectual flip-side of nature-oriented land art. Another
|mportant aspect of his work is drawing — works made with
paint and charcoal, always in black, an essentialization of the
means.
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Fara titlu
Untitled
1973

baton de vopsea §i carbune pe hartie
oil stick and charcoal on paper

75.2 x95cm

Colec’gia MARe/ Muzeul de Arta Recenta
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Memoria, inteleasa ca setdeexpemente siemotii semnificative,
care raman in timp, sta la baza lucrarilor artistei Jagoneze
Chiharu Shiota. Ea explica astfel: ,,Creez din emotie. Cu totii
avem un univers nauntrul nostru si cred ca scopu| nostru
e sa ne conectam proprlul univers interior cu cel exterior.
Asta incerc sa mte|eg prin lucrarile mele. Creez pentru a ma
intelege pe mine si emotiile mele si ca sa ma conectez cu a|t|| .
Scu|ptur||e si instalatiile ei de mari dimensiuni sunt un vehicul
al conexiunii cu ce|1a|t| si razbat de la personal la universal
prm Faptul c3 abordeazs preocupam umane generale precum
viata si moartea. Shiota face V|Z|b||a mportanta de a ne ,,simti
conectatl Ccu cineva sau ceva’ prm fire rosii care I mpanzesc
lucrérile. Tn Stare de-a ﬁ (Casa de papus:) (2021), lumea
domestica este filtrata prin amintirea cop||ar|e| reprezentata
de casa de papusi. LaFelcatoatemsta|atu|etesutea|e|wSh|ota
Stare de-a fi (Casd de papus:) este realizata prin suprapunerea
straturilor de fire. Metoda meticuloass Si m|ga|oasa este o
metafora a straturilor de amintire care se desfasoara in timp.

,irele imi permit sa e>;P|orez spatiul, adunand strat dupa strat
pentru a crea o suprafata ca cerul noptii, care se extinde in
intregul univers”, explica ‘Shiota.

Chiharu Shiota

1972 (Kishiwada, Japonia/ Japan)

" Vezi lucrarea * See the work
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Memory in the form of meaningful and lasting expemences
and emotions underpin the work of Japanese artist, Chiharu
Shiota. As she explains: “| create out of emotion. Everyone
has a universe inside of them and | think it is our goal to
connect our inner universe with the outside universe. This
is something | try to make sense of with my work. | create
to understand my emotions and myself and to connect with
others.” Her sculptures and large-scale installations are a
vehicle to connect with others, and expand from the personal
to the universal by addressing shared human concerns such
as life and death. Shiota ma%es the mportance of “feeling
connected to someone or something,” visible through the use
of red threads which envelop her artworks. In State of Being
(Doll House) (2021), the domestic realm is conflated with
memories of chddhood represented by the doll house. Like
all of Shiota’s woven installations, State of Being (Doll House)
was made by |ayer|ng thread over thread. The pamstakmgly
meticulous methodis a metaphorfor the layering of memories
that unfold over time. “Threads allow me to explore space,
p|||n%up layer after |ayer creates a sumcace like tﬁe night sky
which gradually expands into the universe,” Shiota explains.
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Stare de-a fi (Casa de papusi)
State of Being (Doll House)
2021

hartie z’;i sfoara
paper and rope

81x 81cm
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Neo- avangarda si conceptua||smu| lui Rasa TOdOSJeVIC sunt
strans |egate de critica autoritatilor comuniste iugoslave.
Nascut in Belgrad, coleg de generaUe cu Marina Abramovic
si parte din grupul iugoslav New Art Practice in anii ‘60,
OdOSJeVIC se mdreapta expansw catre o multitudine de medn
S| formule artistice, de la pictura si sculptura, la instalatii,
perFormance video si obiecte realizate din materiale orgamce
si non-organice, mancare noroi. Practic el vine cu un raspuns
est- european la miscarea italiana Arte povera si la maniera
conceptuahsta promovata de grupu| Fluxus. Efemeritatea unor
lucrari organice din care s-au pastrat doar fotografi, violenta
provocatoare a perFormance urilor, procesuahtatea actului
artistic in p|ctura S| ﬁc‘uunea sunt elemente cheie Intrunite n
activitatea sa, elemente ce devin totodats si un instrumentar
n contestarea dictaturii. Traseul artistic e dublat de un traseu
teoretic,dinanii*/0 publicand eseurldesprearta siteoriaarteiin
reviste |ugos|ave si internationale. In anii ‘90 exploreaza relatia
dintre minciuni fake news SI publicitate in societatea tranZ|t|e|
prm crearea unor entitati Fctive: de exemplu o academie de
arta purtandu-i numele sau corporatia lodosijevic- Malevich.

Rasa Todosijevic
1945 (Belgrad/ Belgrade, Serbia)
12024 (Belgrad/ Belgrade, Serbia)

' Vezi lucrarea * See the work
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Rasa Todosijevic's neo-avant-gardism and conceptuahsm are
c|ose|y tied with a critique of ugos|av communist authorities.
Born in Belgrade in the same generation as Marina Abramovic
and part of the Yugoslav group New Art Practice in the 1960s,
TOCIOSJeVIC expan5|ve|yapproachesa multitude oFmedmmsand
artistic formulas, from painting and sculpture to installations,
pemcormance V|deo and objects made of or%amc and non-
organic materials such as food or mud. He effectively offers
an Eastern European response to the ltalian movement Arte
povera and the conceptualist approach promoted by the
Fluxus group. The ephemeral nature of certain organic pieces
that are only preserved in photographs, the provocatwe
violence of the performances, the process of the artistic act
N pamtm§ and fiction are all key elements that blend in his
activity, elements that also become a toolkit for contesting
dictatorship. His artistic endeavor is doubled by a theoretical
one. lodosijevic published essays on art and art theory in
Yugoslav and international magazines since the 1970s. In the
1990s, he exp|ored the re|at|onsh|p between lies, fake news,
and adverUsmg in the transition society by creating ﬁct|ona|
entities: for example, an art academy bearing his name or the
Todosijevic-Malevich corporation.
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Pictura elementara

Elementary Painting
1965

ulei pe panza
oil on canvas

100 x 100 cm fiecare / each
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,Certitudinea Spatiului mi-a fost oferita de zborul pasarilor”
— acestea sunt cuvintele artistei Si poete| libaneze Etel Adnan.
Adnan a studiat filosofia si a fost o scriitoare si o ganditoare
desavarsita. Scrierile sale au abordati o gama |arga de subiecte,
precum "razboiul american din Vietnam, peisajul socio- po||t|c
al Razboiului Civil din Liban si diverse aspecte ale lumii arabe
n general Adnan aborda artele vizuale dintr-o perspectwa
poetica, insufland sentimente si semnificatii lirice lucrarilor ei.
Alucratin numeroase medii prmtrecare p|ctura carteadeartist,
flmul si tap|ter|a Inss cea mai putermca expresia a per|e| sa|e
vizuale se gaseste in pe|saJe|e el pictate. Aceste lucrari, prmtre
caresi Fdra titlu (1970),1i cer privitorului sa-si Formuleze propria
mterpretare Dupa cum spunea chiar Adnan, ,,|mag|m|e sunt,
intr-un fel, ceva ce ni se da, insa ele sunt si instrumente cu
aJutoru| carora gandim”. SR ea, ,pictura este un limbaj care
poate ajunge la fel de departe ca oricare altul”. Asadar, relatia
dintre desen si scris este una foarte apropiata pentru Adnan
care considera cuvantul scris si forma desenata ca fiind la Fe|
de expresive, influentandu-se reC|proc

Etel Adnan

1925 (Beirut, Liban/ Lebanon)
T 2021 (Paris, Franta/ France)
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“The certitude of Space is brought to me by a ﬂ|ght of birds”
— these words were spoken by the Lebanese artist and poet
Etel Adnan. With a background in ph||osophy, Adnan was an
accomplished writer and thinker. Her vvntmgs touched on a
range of subjects such as the American war in Vietnam, the
socio-political landscape of the Lebanese Civil War, and
the dimensions of the Arab world more generall Adnan
approached the visual arts with a poetic eye, mbumgKer works
with a lyrical feeling and meamng She worked across different
media, including painting, artist books, film, and tapestries.
|n her |andscape paintings, though, we ﬁnd the strongest

ression of her visual poetry. These works, of which Untitled

70) IS an examp|e rely on the V|ewer brmgmg their own
mterpretann to it. As Adnan affirmed, “Images are, in one
way, what we receive, but they are sk teels with weh we
think.” The notion that images are a conduit for the intellect
and the |mag|nat|on runs strong in Adnan’s work. For her,
“painting is alanguage that can go as far as any other |anguage
Hence, the re|at|onsh|p between drawing and Wr|t|ng is one of
close proximity for Adnan who believes that a written word
and a drawn 1‘></)rm are equally communicative and mutually
influential.
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Fara titlu
Untitled
1970

ulei pe panza
oil on canvas

76 x 83 cm

Colecgia MARe/ Muzeul de Arta Recenta
MARe/ Museum of Recent Art collection
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Cu amestecul sau unic de reprezentare si abstractiune, opera
artistului belgian Harold Ancart se |mparte Tntr-o ramurs
sculpturala cu reliefuri plate pictate Sl 0 ramura p|ctura|a
Abordarea sa artistica este, la baza, o combmat|e intre pictura
europeana sl americana, oFermd un cocktall at|p|c si actual de
expresionism s si mal- etre genenc de pe vechiul continent Si
nota sintetica, ‘abstracts si senina a Lumii Noi, unde locuieste
si lucreaza. |nﬂuenta artei murale este V|Z|b||a in pictura fw
care are de obicei dimensiuni foarte mari, aproape ca niste
ziduri care interfereaza cu lumea. L|p$|te de orice urma umani
vizibilg, p|ctur||e lui reprezmta peisaje crepusculare in culori vii:
parasH:e S| grand|oase in stilul lui Kaspar Friedrich, dar ca sicum
ar aparea in urma unui cataclism documentat cu candoare.

Harold Ancart

1980 (Bruxelles, Belgia/ Brussels, Belgium)

" Vezi lucrarea * See the work -

EN

With a unigue blend of representatlon and abstraction, the
work oFthquelgan artist Harold Ancartis splitinto a sculptural
path with pamted flat reliefs and a palnteri/ path. His artistic
approach is ba5|ca||y a mesh between European pamtmg and
American palntmg, oFFermg an atyp|ca| yet very up ated
cocktall Comblmng the expressionism and generic mal étre of
the old continent and the synthetic, serene abstract touch
of the New World, where he lives and works. The influence
of mural art is V|S|b|e in his paintings, usually rendered in
very large dimensions, almost like walls mterFermg with the
world. Devoid oFany V|S|b|e human trace, his paintings deplct
vesperal landscapes in bﬂght colors: deserted yet grandiose, in
a manner somewhat reminiscent of Kaspar Friedrich, but as if
emerging after a cataclysm recorded with candor.



MAllOur Todays

Fara titlu
Untitled
2016

Pastel si cr.elcoancva co|on:ate p(:: panza montata pe placaj
In rama originara a artistului

oil stick and coloured pencil on canvas mounted on panel
in the artist’s original frame

215 x 268 cm

Colec’gia MARe/ Muzeul de Arta Recenta
MARe/ Museum of Recent Art collection



126

MAllOur Todays

Avanturi ale imaginaEiei

Flights of Imagination

RO

Pictorita, sculptorita si creatoarea de moda libaneza Huguette
Caland a plasat corpu| uman si erotismul in centrul creatiei
el. Fiica rebela si sclipitoare a primului presedinte al Libanului
dupa mdependenta obtinutain 1943, Caland a studiat artele |a
Universitatea americana din Beirut, apoi s-a mutat la Paris in
anii /0, iar mai tarziu in Statele Umte Granita dintre ﬁguratlv
si_non ﬁ urativ este foarte mgusta in cadrul abordarii el
adesea Fo%osmdu se de textile si petice care fac ca opera ei sa
se asemene cu paturile trad|§|ona|e unde aspectul decorativ
ascunde mot|vesub||mma|ecarespargconvent|||e5|semna|eaza
dorinta si dorul, prezenta si absenta. Desenele ei amintesc de
||ustrat||fe FranC|sz|<a| Themerson doar ca lucrarile lui Caland
sunt mai emancipate si senzuale. P|ctur||e el abstracte adesea
par a fi un zoom pe dous corpuri alipite ca doi magneu sau
plutind unul peste celalalt. Caland a refuzat abstractmnea
ca realitate aseptica auto- reFerenUala §| mal degraba a pus
accentul pe prezenta fizica in formele ei geometrice lichide.

Huguette Caland

1931 (Beirut, Liban/ Lebanon)
1 2019 (Beirut, Liban/ Lebanon)

' Vezi lucrarea * See the work

EN

The Lebanese painter, sculptor, and fashion designer Huguette
Caland placed the human body and eroticism at the center of
her work. The rebellious and brilliant daughter of Lebanon’s
first president after the country gamef independence In
1943, Caland studied fine art at the American Bmversmy of
Be|rut moved to Paris in the 1970s and then to the U.S. The
border between figurative and non-figurative is very narrow in
her approach. She often used textiles and patches that make
her works resemble traditional blankets, where the decorative
aspect hides subliminal motifs that d|sturb conventions and
signal desire and |on%ng, presence and absence. Her drawings
are reminiscent of Franciszka Themerson’s illustrations, but
Caland’s are more emanmpated and sensual. Often, her
abstract paintings seem to zoom in on two bodies umted like
magnets or hovering on top of each other. Caland rejected
abstraction as an aseptic self-referential reality and, instead,
always stressed the very physical presence of liquid geometric
shapes.
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Compozitie
Composition
1980

ulei pe panza
oil on canvas

100 x 100 cm

Colecgia MARe/ Muzeul de Arta Recenta
MARe/ Museum of Recent Art collection
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Lucrarile Katharinei Grosse estompeaza distinctia dintre
p|ctura scu|ptura si arhitectura prin faptul ca, adesea ele
ocupa spatii sau pe|saJe mtreg| Grosse este interesata de
dimensiunea spatlala a plcturu si prefera adesea interventiile
site- speaﬁc care ,incetinesc [pmtura] s amphﬁca aspecte
ale miscaril. In pract|ca mea de atelier, compnm spatiul de
activitate. Su praincarc supraFata Este semmﬁcatlva d|stmct|a
pe care o face Grosse intre ritmul mai lent pe care Tl adopta
cand picteaza pereti, Eode|e sau tavane si activitatea intensa
care are loc pe suprafata picturilor sale bidimensionale. Fard
titlu (2020) ammteste de instalatiile ei p|ctor|a|e iImersive
datorita dimensiunii mari darpoarta §|omcarcatura psihologica
asemanatoare cu |ucrar||e el mai intime. Avantul dinamic care
caracterizeaza aceasta lucrare, printre altele, este obtinut prm
folosirea unui p|sto| de vop3|t mdustmal -0 metoda care separa
p|ctura de mana artistei sii asociaza lucrarile cu ideea de street
art si arta murala.

Katharina Grosse
1961 (Freiburg im Breisgau, Germania/ Germany)

" Vezi lucrarea * See the work

EN

Katharina Grosse’s work blurs the distinctions between
painting, sculpture, and architecture, as they often take
over entire spaces and landscapes. |nterested in the spatial
dimension ow‘Ppalntm Grosse often pmvdeges site-specific
interventions, which allow her “to slow it [pamtmf} down and
magnncy aspects of the movement. In my studio pract|ce
| compress the space of activity. | overcharge the surface.”
The distinction Grosse makes between the slower pace,
which she adopts when making pamtmgs that sweep across
walls, floors, and ceilings, and the intense activity that instead
happens on the surface of her two-dimensional paintings is
sionificant. Untitled (2020) is reminiscent, in its scale, of her
all-immersive pictorial installations, while also bein mvested
with a psychological charge not d|SS|m||ar from her more
Intimate works. %\e sweeping movement that characterizes
this and other pieces is obtained by usmg an industrial spray
gun — a method that distances the painting from the artist’s
hand and connects her work to street art and murals.
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Fara titlu By V. T .
Untitled -- - . -
2020

acrilic pe p5n15
acrylic on canvas

211 x402 cm

Colec’gia MARe/ Muzeul de Arta Recenta
MARe/ Museum of Recent Art collection
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Fara titlu
Untitled
2000

ulei pe panza
oil on canvas

250 x 200 cm

Colecgia MARe/ Muzeul de Arta Recenta
MARe/ Museum of Recent Art collection
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Andreas Gursky este unul dintre cel mai |mportant| Fotograﬂ
contemporani si a studiat cu fotografii |egendar| Bernd si
Hilla Becher la Kunstakademie, Dusseldorf in 1980. Spre
deosebire de cuplul Becher, a caror practica se baza strict pe
fotografia alb- negru, Gursky s-a mdreptat catre fotografia
color de la bun inceput. Indepartandu-se si mai mult de stilul
proFesorllor sai dedicati peisajelor |ndustr|a|e Gursky prefera
55 se concentreze in lucrarile sale t|mpur|| dm anii ‘80 asupra
Jjuxtapunerii dintre grupuri de oameni si peisajul din jurul lor, fie
elindustrial saunatural. Inanii2000 trecedelaanaloglad|g|ta|
Aceasta schimbare i permite sa creeze imagni panoramice
imprimate la scara mare, cu o prezenta impunatoare in spatiu.
Stilistic, fotografiile sale au fost comparate cu h|perrea||smu|
p|ctura| datorita Forte| si detaliilor lor precise. Ele reprezmta
o varietate de sub|ecte inclusiv grupuri de oameni in diverse
locuri, adesea nestiind ca sunt Fotograﬂan precum si repere
arhltectura|e Si situr arheologice. La nivel colectiv, |mag|m|e
lui Gursky compun un comentariu taios la adresa efectelor
globalizarii si modernitatii, precum si o privire de ansamblu
asupra societatii contemporane.

Andreas Gursky

1955 (Leipzig, Germania/ Germany)

" Vezi lucrarea * See the work -

EN

One of the leading contemporary photographers, Andreas
Gursky studied with the legendary photographers Bernd and
Hilla Becheratthe Kunstakademie, Dusseldorf, in1980. Unlike
the Bechers, whose entire practice is prermsed on black-
and-white photography, Gursky turned to color photography
from the outset. In a further departure from the style of
his teachers, who were committed to industrial landscapes,
Gursky chose in his ear|y works — dating from the 1980s -
to focus on the juxtaposition of groups of people within their
surround|ng|an<fscape be it natural orindustrial. In the 2000s,
he switched from analog to digital technology. This move
allowed the photographer to create seamless, panorama-
like i images printed at a large scale which have a commandmg
presence in space. Stylistically, his photographs have been
compared to pictorial hyperrealism for their starkness and
precision of detail. They portray a range of subjects including
congregations of people in various settings often unaware
of bein photographed as well as architectural landmarks
and arc%aeolog|ca| sites. Collectively, Gursky’s images offer
a poignant commentary on the effects of globalization and
modermty, as well as surveying the make-up of contemporary
souety
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Beelitz
2007

C-print, montaj Diasec, rama realizata de artist
C-print, Diasec montage, frame made by the artist

298 x 209 cm

Colecgia MARe/ Muzeul de Arta Recenta
MARe/ Museum of Recent Art collection
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Proiectulin curs al lui Christian Jankowski, Castel in aer, se afla
la |ntersect|a dintre |magmat|e si constructie. E co|aboreaza
cu e|ectr|C|em tamplari si a|t| mesten invitandu-i s3 schiteze
palate n pauze|e de la munca pe sant|er Aceste sch|te
concepute de cel care construiesc fizic mediul in care tra|m
devin planuri pentru sculpturi in neon - reprezentari V|zua|e
ale fantezilor lor arhitecturale. In plus, artistul vorbeste
despre clasismul din arhitectura prin schema de plata pentru
Famupantula pr0|ect acestia sunt platiti pe ora, conform cotei
or ob|snwte Insa, cand unul dintre pa|ate este ach|Z|t|onat ca
lucrare de arta, autorul schitei primeste un procentaj din pretul
de vanzare, asemanator cu "onorariul unui arhitect. Cunoscut
pentru Felul In care Tmbina arta vizuala contemporana cultura
pop si asa-zisa ,lume din afara artei”, Jankowski prezinta o
abordare conceptua|a care invita la reﬂectle deconstructie,
umor SI cr|t|ca atat a lumii arte| cat SI a sometatn n genera|

Christian Jankowski

1968 (Gottingen, Germania / Germany)

" Vezi lucrarea * See the work -

EN

Christian Jankowski's ongomg project Castles in the Air bridges
imagination and construction. Collaborating with electricians,
carpenters, plumbers,and othercraftspeople, Jan|<ovvs|<|mV|tes
them to sketch castles during their work breaks on various
construction sites. These sketches, Commg from the minds
of those who physically shape our environments, become the
blueprints for neon sculptures - visual representanns of their
architectural fantasies. Additionally, the artist addresses the
class system within architecture through the payment terms
for each participant. They were paid for their time according to
their usual hourly rate, but whenever a castle is acquired as an
artwork, the sketcher receives a percentage of the sale, much
like an arch|tect s fee. Known for brldgmg contemporary V|sua|
art with pop culture and the so-called “world outside of art,”
Jankows{z s practice offers a conceptual approach that invites
reflection, deconstruction, humor, and critique of both the art
world and society at large.
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Castel in aer - In bataia vantului

Castle in the Air - Windswept
2024

LED cu fata dubl3, metal
LED two-sided, metal

250 x 270 x12 cm
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Opera Marthei Jungwirth este caracterizata de introspectie.
Lucrarile ei, adesea asociate cu expresionismul abstract
datorita ca||tat|| lor gestuale si brute, sunt produsul unei
interactiuni fizice cu actul creat|e| Cu a|te cuvinte, Junngrth
isi vede fiecare p|ctura ca pe o extensie a e insesi. Practica
semnulw asemanatoare cu unJurnal este manats de emotiile
S| estur||e el. Daca lucrarile sale timpurii erau mﬂuentate de
ca%atorn din anii '60 Jungwirth a adoptat non- ﬁgurat|vu| ca
metoda de a-si traduce expementele persona|e intr-o forma
vizuals. Picturile lui Jungwirth, majoritar abstracte, contin
totu5| anumite elemente reprezentationale, facand reFenre E
re|at|a dintre memorie si reprezentare care sta la baza i mtregn
sale’ opere. SupraFata lucrarilor lui Jungwirth oscileaza intre
tuse sobre si semne dese, pregatind terenul, de la caz la caz,
pentru diferite dinamici emot|ona|e Abstract|omsmu| practicii
sale nu o impiedica pe Junngrth s3 abordeze anumite teme
concrete precum incendiile din Australia din 2019-2020,

precum s sl evenimente contemporane g|oba|e

Martha Jungwirth

1940 (Viena/ Vienna, Austria)

" Vezi lucrarea * See the work -

EN

/\/\arthaJungwwth soeuvreischaracterized by heri mtrospectwe
view. Her works, often likened to abstract expressionism for
their gestural L — quality, are the product of a physical
engagement with the act of creation. In other words, Jungwirth
sees each of her pamtlngs as an extension of hersel The
mark- bearmg exercise, not dissimilar from a diary, is propelled
by her emotions and gestures. While her early works were
shaped after her travels, since the 1960s, she embraced the
non-figurative as a means of translating ersona| expemences
into visual form. Primarily abstract, Jungwirth’s paintings
still contain some representational elements, noddmg to
the relationship between memory and representation that
underlies her entire oeuvre. The surface of her works oscillates
between spare brushwork and dense markings, setting the
stage, in each instance, for a different emotional dynamic. The
abstract nature oFJunngrth s practice does not prevent her
from addressing tangible themes, such as the 2019-2020
Australian bushfires, as well as other contemporary global
events.
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Fara titlu
Untitled
2020

ulei pe hartie montata pe panza

oil on paper mounted on canvas

149 x 222 cm

Colec’gia MARe/ Muzeul de Arta Recenta
MARe/ Museum of Recent Art collection
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In sculpturile lui Hans Josephsohn ﬁgura umana pare ca este
din nou treptat codificata in materie. S| la nivel conceptua|
si la nivel fizic, materia ocupa un loc |mportant in practica lu
Josephsohn — crnar daca arecurs silabronz, el a ramas dedicat
|psosu|U| mult mai maleabil si recept|v raspunzand autorului
prm urmele pe careile reﬂecta S|pastreaza|m reﬁnate Nascut
Intr-o familie de evrei in fosta Prusie, Jose n s-a stabilit
de timpuriu in Elvetia. Cu un ecou a| scurpturn moderniste,
interesul pentru corp in cazul sau a luat o forma ru$oasa
?proape totemicain unele cazuri. In timp ce figurile lui Alberto
lacometti sunt stilizate si filiforme, gunle lui Josephsohn
sunt masificate in ele msefe Intr-o tensiune muta, menita sa
capteze stariintr-o regresie mmerala examinata d|scret.

Hans Josephsohn

1920 (Kaliningrad, Rusia/ Russia)
1 2012 (Zrich, E%ve’gia/ Switzerland)

" Vezi lucrarea * See the work -

EN

In Hans Josephsohns sculptures the human figure seems
once again progresswelp codified in matter. On a conceptua|
as well as physical level, matter p|ayed an important part in
Josephsohn's practice - desp|te also using bronze, he remained
faithful to the far more malleable and receptive plaster which
responds to the sculptor fy reflecting and indelibly preserving
all marks. Born ina Jewish family in Prussia, Josephsohn settled
in Switzerland at a young age. An echo of modermst sculpture,
his interest in the body took on a rough sometimes almost
totemic form. While A(berto Giacometti's ﬁgures are stylized
and thin Josephsohns figures are smushed in on themselves,
N a qU|et tension meant to capture moods In a d|screet|y
examined mineral regression.
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Fara titlu (Jumatate de figura)

Untitled (Half Figure)
2000

bronz
bronze

169.5 x 85.1x 67 cm

Coleci’:ia MARe/ Muzeul de Arta Recenta
MARe/ Museum of Recent Art collection
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Artista braziliana Marina Perez Simao spune ca Brazilia nativa
este sursa ei principala de msp|rat|e Mai precis, ceea ce o
Tncanta este pe|saJu| natural al tarii. ,Nimic nu e static. Suntem
in continua miscare.. . Ca atunci cand acest peisaj arid cu luna
roz si cerul ga|ben si muntii rosii este strabatut de un torent de

5 ‘albastra” exphca ea emfatic. Dupa cum putem vedea n
FEra titlu (2021) Simao reprezinta peisajele in mod abstract,
n ciuda reFermte|or el naturale. CuFoarea este Fundamenta|a
pentru realizarea pe|saJu|U| bizar suspendat intre pamant
apa si cer. Nuante|e aprinse dezvaluie un schimb imaginar
intre cerul noptii si pamantul scaldat In soare de dedesubt.
Deopotnva armonioase S| d|srupt|ve culorile alese de Simao
trimit la ,,natura foarte dramatics” din Brazilia, dupa cum o
deﬁneste ea. Si continua astfel: ,Nu ploua pur si S|mp|u cl
e potop ca si cum ar veni sFarS|tu| lumii. Totul e excesiv”. In
timp ce imensitatea ecosistemului brazilian 1 impinge pr0|ectu|
lui Simao mai departe ea se Fo|oseste de ideea de compozitie
muzicala pentru a-si gand| lucrarile Si pentru a crea ec ilibrul
dorit. ,Uneor trebuie s3 acordezi culor||e ca si cum ar fi un
mstrument dac3 tonul lor nu e corect”. Acordul cromatic
merge mana In mana cu amintirea unui teritoriu atat de variat
ca forma, incat nu poate fi reprezentat decat sub forma de vis.

Marina Perez Simao
1980 (Vitoria, Brazilia/ Brazil)

' Vezi lucrarea * See the work
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The Brazilian artist Marina Perez Simao credits her native
Brazil as the foremost source of inspiration in her work. In

articular, it is the country’s natural |andscape that enraptures
ﬁer Nothmg is fixed. We are forever moving...Like how this
arid |andscape with a pink moon and a yellow sky and red
mountains can be swept up by a rush of blue water,” she
explains hyperbohca”y As evinced by Untitled (2021), Slmao S
representation oFa|andscape|sabstractdesp|tethe naturahstlc
reference. Color is fundamental in the achievement of the
eerie |andscape caught between land, sea, and sky. The vivid
hues play out in an imaginary exchange betvveen the midnight
sky and the sun-drenched land be|ovv it. Both harmonious and
disruptive, the colors invoke Brazil's very dramatic nature” as
Simao defines it. And she continues: “It doesn’t only rain, but
it pours and it feels like the world is §omg to end. Everythmg s
too much.” While the immensity of Brazil's ecosystem drives
Simao’s prOJect forward, she calls on the idea of a musical
comp05|t|on to frame her work and achieve the desired
balance. “Sometimes it’s a matter of tumng the colours, like
with an instrument if the pitch isn't right.” Chromatic tuning
goes hand in hand with the memory of a land so varied in form
that it can only ever be represented as a dream.
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Fara titlu
Untitled
2021

ulei pe panza
oil on canvas

170 x 134 cm

Colec;ia MARe/ Muzeul de Arta Recenta
MARe/ Museum of Recent Art collection
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Practica picturala a lui Daniel Richter penduleazaintre abstract
S|ﬁguratlv Inainte de 1999, Richter prelua fragmente din surse
din istoria artel, le remcadra sile distorsiona. ,Candam mceput
nani 90, eram interesat mai ales de ideea de cat de haotica si
plina poate fio pictura; panain punctulin care se autochstruge”,
explica el. Ulterior, si-a format un limbaj care imbina aspectele
naturaliste ale ﬁguratwuhu cu non-obiectivitatea abstract|e|
|nsa|magmea ca punctde pornirea ramasoconstantainlucrarile
lui, acesta urmandu-si interesul Fata de ,Imagine in raport cu
|deo|og|a si cu productla |deo|og|||or S| c||see|or. Imaginile
n sensul de constructe |deo|og|ce precum si distorsionarile
corpului, legaturile cu acesta si evolutia emot|ona|a a mintii si
corpului sunt idei centrale in opera lui Richter. Pentru a crea
o punte intre ﬁguratw si abstract, Richter se Fo|oseste de un
limbaj graﬁc care oscileaza intre ce|e doua po|ur| reprezentand
personaje ca de desene animate trecand prin crize, ca in
Renegaten (Renegatl 2023). Cromatica nefireasca, a|atur| de
aplicarea variata a vopse|e| confera corpului pictat un aer de
anihilare iminenta, reprezentand personaJu| renegat din titlul
lucrarii. Amestecandu se, impingand s tragand culoarea
Si Forma |ucrar||or lui R|chter formeaza 1 |mpreuna o tensiune
productwa si bogata vizual.

Daniel Richter

1962 (Eutin, Germania/ Germany)

" Vezi lucrarea * See the work
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Daniel Richter’s p|ctor|a| practice oscillates between
abstraction and figuration. Before 1999, Richter took
fragments from art historical sources and reFramed them In
a distorted fashion. “When | started in the 90s, | was ma|n|y
interested in the idea of how chaot|c or crammed a painting
can be; to the point that it collapses,” he explains. Eventually,
he Forged a language that seam essly blended the naturalistic
aspects of ﬁgura’uon with the non-objectivity of abstraction.
The image, as a starting point, however, continued to be a fixed
element of his work, as he pursued an interest in “Image in
relation tmdeologyand the production ofideologyand chc%es
Images as ideological constructs, as well as the distortions and
entanglements of the body and the emotional evolution of
body and mind, serve to shape Richter’s work. In bridging the
divide between abstraction and figuration, Richter calls on a
graphic language that oscillates between the two, giving form
to cartoon-like figures undergoing meltdowns, as exemplified
by Renegaten (The Renegade 2023). The unnatura| palette,
in combination with varied paint-handling, infuses the painted
body with a sense of impending doom wsuahzmg the renegade
character invoked by the title of the work. “Mingling, pus%wmg
and pulling,” color and form in Richter’s work come together
in a visually rich and productive tension.
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Renegati
Renegades
2023

ulei pe panza
oil on canvas

233 x 173 cm

Colec;ia MARe/ Muzeul de Arta Recenta
MARe/ Museum of Recent Art collection
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Hermann Nitsch este reprezentativ pentru actionismul vienez
— miscare in care au inflorit unele dintre formele artistice
definitorii ale artei contemporane: happening, body art,
performance, intelese ca gestun proﬂmd politice, reactii |a
climatul bigot si |pocr|t al societatii de dupa al Doilea Rszboi
Mondial. \/lolenta Si granddocventa merg mana in mana in
lucrarile lui Nitsch - p|ctura Ui adesea sugereaza sange|e ce
|mprosca |umea un action palntlng venit parca din necesitatea
de-a sacrifica o ﬁmta vie pentru a spala pacatele colective.
Sacrificiile chiar au fost puse in scena in cadrul perFormance—
urilor realizate de el sub forma unor procesiuni pantagruelice
care faceau uz de imaginarul crestin al crucificarii combinat
cu un ospat pagan pentru care sunt |nJungh|ate vite. Ca un
vraytor al raului eviscerat, Nitsch obisnuia sa-si realizeze in situ
in spatiul galerie |ucrar||e de mari dimensiuni compuse ca o
scenograﬁe a unei opere unde arta e ultima frontiera a religier.

Hermann Nitsch

1938 (Viena/ Vienna, Austria)
12022 (Mistelbach, Austria)

' Vezi lucrarea * See the work
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Hermann Nitsch was a representatlve of Austrian actionism
— a movement where some of contemporary art's trademark
artistic forms flourished: happening, body art, pemcormance
all conceived as deeply political gestures and reactions to
the bigoted and hypocritical social climate that followed the
Second World War. Violence meets grandeur in Nitsch's work
— his paintings often suggest blood splattered on people, a
kind oEacUon painting seemmg|y stemming from the need to
sacrifice a living being in order to wash away collective sins.
Sacrifices were actually staged in his performances in the form
of Pantagruellc processions that made use of the Christian
imaginary of crucifixion combined with a pagan feast requiring
the slaughter of cattle. Like an eviscerated evil wizard, Nitsch
would create some of his large works in situ, in the gallery
space, like a scenography for an opera where art stood as the
final frontier of religion.
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Fara titlu

(Relicva a actiunii, Actiunea 83,
Wiener Secession 15 martie 1987)
Untitled

(Actionrelic, 83. Action,

Wiener Secession 15th March 1987)
1987

ulei si sSnge pe carton
. 9
oil and blood on cardboard

90 x 100 cm

Colecyia MARe/ Muzeul de Arta Recenta
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Imagine din daramaturi
Rubble Image
1986

ulei pe panza
oil on canvas

200 x 160 cm
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Urmele civilizatiei violente, autoritare, autosuficiente raman
Tnscrisen mestesugun siin matemahtatea lumin mcomuratoare
Eare ca sustine prin opt|un||e el artistice Edith Dekyndt. Artista

eloian3. care- sl imparte activitatea intre Bruxelles S Berlin,
De%yndt si-a mceput parcursul in ltalia, studiind p|ctura |UI
Piero della Francesca, un reper paradoxa| si totodata eclatant
in ce priveste spatiul si lumina in legatura cu lucrarile care au
ajuns s-o consacre. Dekyndt lucreaza adesea cu arhive ale
obiectelor uzuale, ale obiectelor care lesne sunt plerdute din
vedere, lasand destraman in timp. De altfel, arta ei urmareste
0 poet|ca a destramarii si a recuperarn prin documentare
ce vizeaza tocmail texturl tesaturl suprafete toate expuse
Eemmarn tempora|e Dotata cu arma d|scret|e| Incisive,

ekyndt traseaza micile pierderi zilnice prin obiecte ce devinin
noul context bijuteriiin care e marcata disparitia: cum in seriile
Ogum, The Buried Giant SI Never Let Me Go, firele orizontale
sunt ehmmate din tesatun pentru a lasa doar tesatura verticala,
un model Tn stergere

Edith Dekyndt

1960 (Ypres, Belgia/ Belgium)

" Vezi lucrarea * See the work
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The marks of aviolent, authoritarian, and self-sufficient societ

remain visible in the products and mater|a||ty of its world — a
concept brought to life by the artistic works of Edith Dekyndt.
The Be|g|an artist, vvor|<|ng between Brussels and Berlin, began
her artistic journey in ltaly, studying the paintings of Plews
della Francesca, a reference both paradoxical and %lummatmg
in terms of the approach to space and light she would later
become known for. Dekyndt often utilizes everyday obJects
objects that are easily forgotten and deteriorate over time.
Moreover, her art pursues a poetics of decay and recovery
through documentann including everything from textures
and surfaces to textiles |||<e flags, towels, and tablecloths, all
vulnerable to time. Armed with an incisive sense oFd|scretlon
Dekyndt traces the loss of small everyday obJects In the|r
new context, these objects become preuous like jewels,
commemorating the loss. For example in the Ogum, The
Buried Giant, and Never Let Me Go series, hor|zonta| threads
are removed From textiles, leaving only the vertical part of the
weave, a pattem of erasure.
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Ogum o4
2017

material textil, lemn
fabric, wood

30x24 cm

Colecyia MARe/ Muzeul de Arta Recenta
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In picturile lui Hans Hartung exista o ordine asiatica stabilita
prin gesturi decisive, neconcesive, masurate. Stabilirea
definitiva in Paris si ruperea legaturilor cu tara natala au fost
accelerate pe fondul ascensiunii naziste, care oricum repudia
arta sa ca degenerata. In Parisul anilor ‘40, alaturi de Georges
Mathieu, Jean-Paul Riopelle si Francisc Picabia, a activat
in grupul L'lmaginaire, axat pe formularea unui nou tip de
abstractionism care sa desfida geometrismul. Pe aceasta cale,
Hartung a devenit unul dintre precursorii abstractiei libere.
Puternice, lucrarile sale gestuale coaguleaza tensiunea catre
centrul lucrarii, prin tuse repetate, ca niste urme ale unui peisaj
abstract — aproape ca mituri create doar din lumini, culoare si
negru.

Hans Hartung

1904 (Leipzig, Germania/ Germany)
11989 (Antibes, Franta/ France)

" Vezi lucrarea * See the work -
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The paintings of Hans Hartung express an Asian order
established through decisive, uncompromising, and measured
gestures. His permanent move to Paris and severing ties with
his native country accelerated against the background of the
nazis ascension, who dismissed his art as degenerate. In 1940s
Paris he became part of the Limaginaire group alongside
Georges Mathieu, Jean-Paul Riopelle, and Francis Picabia,
focusing on formulating a new kind of abstractionism that
could defy geometrism. Thus, Hartung became one of the
forefathers of free abstraction. His powerful gestural works
coagulated tension toward the center of the painting through
repetitive strokes, like traces of an abstract landscape — almost
like myths made of nothing but light, color, and dark.
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T1984-H7
1984

ulei pe panza
oil on canvas

80 x130 cm
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Tenta birocratica si corporatista a societatii contemporane
se face resimtita n lucrarile neo- conceptuahste ale artistulu
uruguayan Marco Maggi. Maggi studiaza gravura la New
York, lucru care se rasFrange ulterior in opera sa prin apetltul
pentru procesuahtate repetitie dar si glitch ce intervine intr-o
structura dat3. Micro-desene Si micro- sculpturi incorporate
n instalatii de mari dimensiuni folosind obiecte uzuale — hartii,
folii de afumn’nu creioane, mere — transpun umoristic re|at||
de putere, Jocun de cuvinte si aluzii vizuale. Recuzita lui este
restransa parca tocmai pentru a accentua mecanicizarea unei
lumi. Faptul ca Maggi recurge preponderent la serializarea unor
elemente sau obiecte face parte din programu| unui sistem in
care exista mici abateri de la norma dar in rest compulswﬂ:atea
ordinii pnmeaza In seria creioanelor-arcuri, ,sagetile” sunt
mdreptate in interior, jocul secund al lucrarii ﬁmd reprezentat
de proiectia umbre|or pe peretele unde e dispusa instalatia.

Marco Maggi

1957 (Montevideo, Uruguay)

" Vezi lucrarea * See the work -
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The bureaucratic and corporatist tendency of contemporary
society features in the neo-conceptualist works of the
Uruguayan artist Marco /\/\aggl Maggi studied engraving in
New York, which later reflected in his work through his appetite
for process, repetition, and glitch disrupting a given structure.
Micro-drawings and micro-sculptures incorporated into
large-scale installations made of everyday objects — papers,
aluminum foil, pencils, apples — humorously transpose power
relations, wor§p|ay, andl visual alusiens. Kﬁs toolkit seems
limited preC|se|y|n orderto hlghhghttheworldsmechamzatlon
The fact that /\/\agg| mainly operates by serializing certain
elements or objects is part of a systemic program where small
variations from the norm exist, but the compu|S|on of order
reigns. In the pencil-spring series, the "arrows pomt inward,
the work's secondary gambit consisting of the projection oF
shadows on the wall where the installation is set up.
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Masina de desenat (Unsprezece posibile puncte de
pornire)

Drawing Machine (Eleven Possible Starting Points)
2015

11 creioane PRISMACOLOR OF MEXICO in tensiune
si 11 corzi de arc de 66” in tensiune, 22 ancore albe

11 PRISMACOLOR OF MEXICO pencils in tension

and 11 bow strings of 66” in tension, 22 white anchors

dimensiuni variabile / varying dimensions

Coleci’:ia MARe/ Muzeul de Arta Recenta
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Artistul francez Francois Morellet este cunoscut pentru
maniera radicala in care aborda abstractia geometmca n

icturile, scu|ptur||e si instalatiile sale. Primele incerciri ale
ul /\/\ore||et in domeniul abstract|e| au luat forma unor serii
de picturi in care linii suprapuse "formau patrate, triunghiuri
si alte forme geometmce E)ormta de a produce ceea ce

orellet numea , lucrari sistematice” ||p$|te de subiectivitate
individuala, |-a asomat noilor forme de exprimare artistica care
s-au art|cu|at inanii 60, cum ar fi minimalismul. Fiecare dintre
lucrarile luiimbina sistematizarea si hazardul, o premisa pe care
el o expmma astfel: Pentru a |mpune 0 ||m|ta a sensibilitatii
mele ca «artist», am ehmmat compozitia. Am eliminat Si orice
mteresfagadeexecuUa|ucrar||5|am aphcatmgurosmste3|steme
evidente, activate de hazard sau de[gartmparea pr|V|toru|U|
care s-ar putea dezvolta productiv’. Dupa 1970 ||mbaJu| lui a
evoluat, iar spat|u| in care este amplasata |ucrarea a capatat un
rol din cein ce mai mportant De exemplu, Rectang/e (1x4) 8°,
98° avec la moitie de son perimetre, 0°, 90° (Dreptunghi (1x4)
8°, 98° cu jumdtate din perlmetrul lui, O° 90°, 1981) si Natura
de ote/ N®48 (1991) isi domina med|u| inconjurator prm felul
n care umbrele lucrarilor sunt proiectate asupra peretilor pe
care sunt dispuse.

Francois Morellet

1926 (Chollet, Franta/ France)
1 2016 (Chollet, Franta/ France)
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The French artist Frangois Morellet is known for his radical
approach to geometric abstraction in his paintings, sculptures,
and installations. Morellet’s first Forays iInto abstraction were
characterized by a series of paintings in which intersecting lines

ive form to squares, triangles, and other geometmcal shapes
%he desire to produce, what Morellet described as “systematic
works” freed from individual subjectivity, ahgned him to new
modes of artistic expression that came into being in the
1960s, such as minimalism. Each of his works sees the commg
together of systematlsm and chance, a premise he sets out in
the Fo||ovv|ng terms: “In order to set a limit on my sensitivity as
an ‘artist,’ | have eliminated comp03|t|on | have also removed
all interest attaching to the execution of the work, and | have
rigorously applied simple and obvious systems, activated
through chance or the participation of the viewer, that could
develop product|ve|y After 1970, his language evolved as
the space in which a work is p|aced taking on an increasingly
mportant role. For example in Rectangle (1x4) 8°, 98° avec la
moitié de son perlmetre 0°, 90° (Rectan le (1x4) 8° 98° with
half of its perimeter, O°, 90° 1981) and Steel life N 48 (1991),
the works command the|r surroundmgs as their shadows are
projected onto the walls on which they are hung.
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Dreptunghi (1x4) 8°, 98° cu jumatate din pe-
rimetrul lui, 0°, 90°

Rectangle (1x4) 8°, 98° with half its perimeter, 0°,
90°

1981

acrilic §i construci’:ie de metal pe panza

acrylic and metal construction on canvas

37x148 cm

Colec;ia MARe/ Muzeul de Arta Recenta
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Natura de otel No. 48

Steel Life No. 48
1991

acrilic si metal pe panza
. b
acryllc and metal on canvas

90 x102 cm
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Critica societatii, a mentalitatii si a |pocr|2|e| de dupa al
Doilea Razboi /\/\ond|a| 'n Austria ocupa un loc |mportant n
opera lui Erwin Wurm. Ingredientul prin care Isl transpune
conceptuahsmul este umorul. Prin acesta, Wurm nu doar
sanctioneaza obiceiuri si conventii ci presch|mba realitatea
|nconJuratoarepr|nch|arob|ecte|ecareocompun demonstrand
ridicolul inerent al acestora. Haine, mobile, masini, case sunt
adesea supradimensionate, nu doar n virtutea peranarn
consumerismului care mereu vrea mai mult si mai mare, ci
pentru ca acestea sunt in fond unitati de m3surs pe care omu|
contemporan s sile dasiesi. Corpul uman se transformala Wurm
Tntr-un anti-model sculptura| o persoana fara 1 INSusIri precum
personajul scriitorului austriac Robert Musil.

Erwin Wurm
1954 (Bruck an der Mur, Austria)

" Vezi lucrarea * See the work -
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Cr|t|qumg the society, attitudes, and hypocrisy of post-war
Austria is central to Erwin \/\/urms work. Humor is the key
ingredient through which he transposes his Conceptuahsm
Thus, Wurm doesn't just address mores and conventions, but
also transforms surrounding reality through the very obJects
that populate it, demonstrating their inherent absurd|ty
Clothes, Furmture cars, houses are often oversized, not just
to moc|< consumerism, wh|ch always desires Somethmg more
and blgger burt sles becsuse they are, at the end of the day,
the units of measurement that contemporary humans adopt
for themselves. In Wurm's work, the human body becomes a
sculptural anti-model, a person vvlthout qualities, like Austrian
writer Robert Musil's protagonist.
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Fara titlu
Untitled
1987

metal pictat cu ulei
metal painted with oil paint

57x785x14 cm

Coleci’:ia MARe/ Muzeul de Arta Recenta
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