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Politica si economia planificatd a Romaniei socialiste a plasat artistii, precum si tofi muncitorii intelectuali, proaspat abselventi din universitdti in
programe de stagiaturd obligatorie, deseori in locatii indepirtate in tard, zone mai periferice sau izolate, necunoscute pentru ei. informa unei
Jrevolutii culturale”, tineri profesori, ingineri sau medici au fost plasati pentru trei ani in provincie, in industria n continua expansiune a tarii.
Tn cazul artistilor, aceste plasamente s-au petrecut de multe ori Tn sederi petrecute in inactivitate, decarece fabricile si diversele intreprinderi
ale statului nu stiau cum si se foloseasci de prezenta lor acolo. I alte cazuri au fost mai prolifice asemenea politici ale sisternului, s-au for-
mat laboratoare de cercetare §i s-au format relatii de munci intre artisti, chimisti, fizicieni §i ingineri. Artistii au cipdtat acces la infrastructuri
de productie, ceea ce le-a deschis posibilitdfi creative la scop si scard mai largd in contact cu societatea, fatd de munca individuald in atelier.
Aceste locuri ale productiel, pe fingd faptul ¢d au dat posibilitatea artigtilor sd invete de la maistri calificati, au fost §i locuri de interactiune gi
dialog intre artisti de pe intreg teritoriul fari.

Dosarul nostru cuprinde o serie de interviuri cu artisti care au lucrat n industria socialista, in spatii industrializate ale productiei culturale,
unde si-au putut produce propriile lucrar sau au fost nevolti s3 se adapteze la senzatia de inutilitate la locul de munci si au exprimat aceste
stériin creatiile lor. inainte de toate, artigtii intervievati, care ar putea fi incadrati prin termenul colectiv de neo-avangard, au gindit arta lor in-
tr-un spirt experimental, intr-un dimp de creatie extins in raport cu politica artistica oficiald a regimului, si au realizat lucriri folosind metodele
abstractiunii artistice, ale conceptualismului sau ale actionismului. Seria noastrd de interviuri, pe lingd faptul cd surprinde experiente pe cale
de pierdere, chestioneaza rolul artistului contemporan Tn societate, bazindu-se pe trecut st menfinind In prim plan locul de productie. in timp
ce in trecut, urmdrind scopuri progresiste, avangarda rusd a incercat sa revolutioneze arta in noua realitate sociald a Uniunii Sovietice, ne
intereseazd modul in care aceastd forma de ,construire de lume” — care a apropiat creafia artisticd, in cautarea refnnoirii sociale, de munca in
fabrica - se reflectd in experientele artistilor care s-au aflat la aceasta periferie a sistemului in perioada firzie a socialismului real. O pozitie cu
adevarat periferici in raport cu voluntarismul avangardei ,istorice”, care a vrut sd elimine arta ca categorie separatd. Aceste pozitii artistice din
interiorul sistemului si dupd declinul civilizational al acestuia, ne-au rdmas accesibile noud, in prezent, prin fereastra culturii materiale kitsch
care a decorat interiorul acelui tip de modernism, (Szilard Miklos)

#artisti in cimpul muncii
#artista in the labor field
un dosar de Szilard Miklos si Ciprian Muresan

a dossier by Szilard Miklés and Ciprian Muresan

The politics and planned economy of socialist Romania placed artists, as well as all intellectual workers, fresh out of universities in mandatory internship programs,
often in remote locations in the country, in peripheral or isolated areas, previously unknown to them. In the form of a “cultural revolution”, young teachers, engineers
or doctors were assigned for three years to work in the provinces, in the country’s ever-expanding industry.

In the case of the artists, these placements were often spent in inactivity because the facteries and various state enterprises did not know how to make use of their
presence there. In ather cases, such policies of the syster proved to be more prolific, and research laboratories were established, where working relationships were
to be formed between artists, chemists, physicists and engineers. Artists gained access to production infrastructures, which opened up creative possibilities to a larger
scope and scale in contact with society, as opposed to individual work in the studio. These places of production, in addition to the fact that they gave the artists the
opportunity to learn from skilled technicians, were also places of interaction and dialogue between artists from the whole country.

Our dossier includes a series of interviews with artists who worked in the socialist industry, in the industrialised spaces of cultural production, where they had the pos-
sibility to produce their own artworks independently, or had to adapt to the feeling of uselessness at the workplace and expressed these feelings in their works. Above
all, the artists we interviewed, who could be framed by the collective label of neo-avant-garde, practised their art in an experimental spirit, in an expanded creative
field, in contrast to the official artistic pelicy of the regime, and produced works using the methods of artistic abstraction, conceptualism or actionism. Our series of
interviews, in addition to capturing experiences at risk of being forgotten, drawing on the past and keeping the place of production in the foreground, questions the
role of the contemporary artist in society. [n the past, pursuing its progressive goals, the Russian avant-garde tried to revolutionise art within the new social reality

of the Soviet Union. We are interested in the reflection of this form of “werld building” - which brought artistic creation, in search of social renewal, closer to factory
work - in the experiences of the artists who found themselves at this periphery of the system during the late period of real socialism. This was a truly peripheral posi-
tien in relation to the veluntarism of the "histerical” avant-garde, which ultimately wanted to eliminate art altogether as a separate category. These artistic positions,
after the civilizational decline of this system, are accessible to us today through a window of the kitsch material culture which decorated the interior of that particular
strand of modernism. (Szilard Miklas)

#artisti in cimpul muncii

Miklés Onucsan, The Limit of the Working Area (detail), 1983, action, photographs digitized after negative film, variable dimensions



»Ne cautam locul in societate improvizind”

Interviu cu Miklds Onucsan condus de Ciprian Muresan

MIKLOS ONUCSAN [n. 1952, Gherla), triieste si lucreazi in Oradea, Rominia. Angajat al Coop
erativei Mestesugiresti .Arta Crisana” Tntre 1979-1991. Intre 1991 i 2007, cadru didactic asociat la:
Universitatea de Arta si Design din Cluj, Universitatea Nationald de Arte din Bucuresti, Facultatea de
Arte Vizuale, Universitatea din Oradea, Universitatea Crestind Partium din Oradea. In prezent, cadru
didactic titular la Departamentul de Arte Vizuale, Universitatea Crestind Partium, incepind cu 2007
Publicati; Miklés Onucsén, Prin urmare. albul este un negru uzat definitiv iar negrul este un alb uzat
definitiv. ed. Mihnea Mircan, Madilina Brasoveanu, Kerber, Berlin, 2021

Expozitii personale recente includ: What is normal for the spider, is chaos for the fly, Plan B Berlin
(2018); Mafnujments, MAGMA Sfintu Gheorghe (20I5); expozitii de grup recente: Peisaj in oglindi
convexd, Bienala ArtEncounters, 2021 Unfinished Cornversations on the Weight of Abserce,
participarea Rominiei la cea de-a 58-a edifie a Bienalei
din Venetia, 2019,

CIPRIAN MURESAN — Cind Szilard a ve-
nit cu ideea de a face in revista noastra un
dosar despre stagiaturile obligatorii ale artis-
tilor in fabrici, inainte de 1989, m-am gindit
imediat la lucrarea ta Autoportret de parcurs
(1982-1992) si am vrut s stau cu tine de vor-
b3 pe tema asta.

in timpul liceului, Tntre 1994 si 1995, mer-
geam Tn practicd la Sanex, in Cluj, 4 ore pe
saptamind, pentru orele de ceramica, profe-
soard Eugenia Pop. Trebuie si recunosc cd
mi placea ntr-un fel, simteam ca fac ceva
util, in naivitatea mea, dupa ce m-am prins
ca se fabricau vase de WC si chiuvete (desi
sint foarte utile), mi-a mai scizut entuzias-
mul. Lucrarea ta imi aminteste de diminetile
acelea in care la ora 7 intram pe poarta

Sanexului. Binginteles, in cazul tiu afost altfel, ~ Mikids Onucsén, C'est ici que j'arrive tout le matins,
1982, action, digitized photograph after negative,

eu dupd 1989 sila I7-18 ani nu simteam nimiC ., iable dimensions

apdsator, dar sint curios prin ce ai trecut tu,

ce atmosfera era, in ce credeai atunci, cum te raportai la conditia de artist al
.Clasei muncitoare”?

MIKLOS ONUCSAN == Nu mi vedeam ca un artist al clasei muncitoare si
mi dau searna cd este foarte greu sa explic asta ntr-un mod n care si fie usor
de inteles pentru cineva care nu a avut experienta acelor vremuri la o virstd
adultd. Ce am experimentat atunci era normalitatea acelor vremuri, unica
normalitate, a cdrei reguld era i, dupd absolvirea studiilor, erai repartizat
in dmpul munai, 1ar miza cea mare era sa ajungi in mediul urban s ¢it mai
aproape de meleagurile natale. Eu am ajuns la Cooperativa Mestesugareasca
JArta Crisana” din Oradea, pe un post de creator de modele, iar cind m-am
prezentat la locul de muncd mi-au spus ¢ ei nici nu solicitaserd acel post — nu
eram un caz izolat, asta intra in acea normalitate. La cooperativd m-am intilnit
cu alti colegi cu studii superioare de artd, dintre care multi rimineau pentru
un scurt timp aici, apoi plecau, fiind un rulaj constant. Eu am rdmas pe acel
post pind in 1992, Nu as putea spune cd era o atmosferd apdsitoare, pentru
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“WE FIND OUR PLACE IN SOCIETY BY IMPROVISING™

Interview with Miklos Onucsan by Ciprian Muresan

MIKLOS ONUCSAN (b. 1952, Gherla) lives and works in Oradea,
Romania. He was an employee of the "Arta Criana” Craftsmanship
Cooperative between 1979 and 1991, Between 1991 and 2007 he was an
associate professor at the Art and Design University in Cluj, National Art
University in Bucharest, Visual Arts Faculty at Oradea University, Partium
Christian University in Oradea. He is currently a tenured professor at the
Visual Arts Department, Partium Christiam University, since 2007,
Publication: Miklés Onucsan, therefore, white is black worn
out for good and black is white worn out for good, ed.
Mihnea Mircan, Midalina Brasoveanu, Kerber, Berlin, 2021
Recent personal exhibitions include What is normal

for the spider, is chaos for the fly, Plan B Berlin (2018);
Molnu)ments, MAGMA Sfantu Gheorghe (2015); recent
group shows: Peisaj in eglinda convexd, ArtEncounters
Biennial, 2021; Unfinished Conversations on the Weight
of Absence, Romanian participation at the 58th Venice
Biennial, 2019.

CIPRIAN MURESAN — When Szilard came up with
the idea of introducing in our magazine a file on
mandatory internships for artists in factories before
1989, your work Autoportret de Parcurs

(1982 - 1992) immediately came to mind and

I wanted to discuss it with you. During high school,
in 1994 — 1995, I used to intern at Sanex, in Cluj,

4 hours a week for the ceramics class with
professor Eugenia Pop. I must admit I kind of
liked it, I felt, naively, like [ was doing semething
useful. After figuring out they were manufacturing
toilet bowls and sinks (although very useful), my
enthusiasm sharply decreased. Your work reminds
me of those mornings when 1 entered through the
factory gate at 7 AM. Post 1989, at 17 and 18, [ felt
no crushing weight. Obviously in your case it was
different so I'm curious what you went through,
what was the vibe, what your rapport was with this
condition of an artist of the “working class”.

MIKLOS ONUCSAN =1 did nat see myself as an artist of the
working class and [ realize it's difficult to make this experience
relatable for ssmeone who did not have it at an adult age. What
I experienced was simply the era's normal, the only nermal. The
rule being that after graduating university, you were assigned

a workplace and the challenge was to somehow get 1o the city
and close to home. [ ended up at , Arta Crigana” Craﬁsmanship
Cooperative [Cooperativa Mestesugdreascd] in Oradea as a
product designer and when 1 reported for work [ was told they
never had that position nor did they request somebody. [ was
not a singular case, it was just more of the same nermal. There

I met a lot of other art school graduates who worked just until
they got transferred to better prospects. I stayed until 1992
There was a surprisingly light and relaxed atmosphere, mostly
because of the camaraderie between the creatives. I've always
dissociated between my roles as factory employee and artist.
The art school graduates were not “artist” employees, they were
expected to put in creative effort for the socialist factery output.
It was an applied request. We created embroidery patterns, folk

ca pur si simplu disociam rolul de angajat al cooperativei de cel de artist. La
cooperativd nu erau angajati ,artisti”, ci absolventi de studii superioare de arta,
de la care sistemul astepta sd %i aducd aportul creativ la productia socialista.
Fra o solicitare aplicatd. Cream modele de imprimerie, de broderie, papusi
folclorice, jucirii din materiale reciclate, colaboram cu artizani §i, uneori, scriam
pancarte cu sloganuri elogioase pentru manifestiri si parade ale cooperativei.
Era o atmosferd relaxatd, oricit de incredibil pare, daterita relatiilor colegiale din
cadrul sectiei de creatie. Dar in cadrul cooperativel, nimdnui nu-i pasa ce faci tu
in timpul liber, ca artist. Sau chiar dacd le pasa si te urmdreau atent, nu-ti dadeai
seama de asta. Autoportretul de parcurs, secventa din 1982, a fost facut intr-unul
din locurile in care a fost mutatd sectia de creatie, separat de sediul central, in
curtea unui depozit. Dezordinea acelei curti m-a inspirat pentru actiunea de
protest, un protest pe care nu l-am fnteles nici atunci, nici retrospectiv, drept
un gest de disidentd. Mai ales retrospectiv, atunci cind aflam de multimea de
disidenti autoproclamati dupd 1989, Pentru
mine, C'est ici que jarrive tout ke matins era
o constatare autoreferentiald, o evaluare
in economia propriei existente. Textul era
scris in francezd (incorect, asa cum s-a
adeverit ulterior, tradus de un coleg) pentru
ca franceza era limba strdind predilectd a
intelectualilor locali. Era o dozd de autoironie
in toatd actiunea.

CIPRIAN MURESAN — Ce alte lucréri
mai ai in relatie cu stagiatura asta (Hygie-
ne de lart, Contre Culture, 1987), pentru ca
adaptarea la mijloacele de productie i la
situatia asta absurda, mai ales in compara-
tie cu situatia actuald, e foarte interesanta.
Aminteai in interviul cu Madilina Braso-
veanu din monografia ta din 202 ¢d ai des-
coperit piata de artd mai recent §i ,nu poti
spune ci ti-a plicut”. Putem zice cd erau
doud lumi diferite, poti vorbi un pic despre
asta, adicd despre cele doud .modele” de 135 %580 cm

supravietuire, ca artist?

MIKLOS ONUCSAN ==Am mai multe lucriri care au fost inspirate de
contextul in care am lucrat la ,Arta Crisana”. Pe fingd Hygiene de lart, Contre
Culture (1987), au mai fost Impermeabil (1984), Expresia corpului uman (1986) si
actiunea Limita ariei de lucru (1983) — aceasta din urmd fiind realizata in aceeasi
curte in care cu un an inainte facusem protestul ,C'est ici que jarrive tout le
matins”. Dar cred 3 raspunsul cel mai potrivit la intrebarea ta Tl pot da printr-o
altd lucrare, un soi de parafrazd pe care am facut-o in 2020 protestului ,C'est
ici que farrive tout le matins” din 1982. Am fost invitat de Tincuta Heinzel la o
expozitie la Timisoara care fsi propunea si exploreze tocmai relatia artistului
cu munca in diferite sisteme economico-palitice i am propus atunci fotografia
It's Here Where | Leave from Every Morning!, in care stau cu o pancartd la
git, pe care este scris acest text, in fata usii apartamentului (Inchiriat) Tn care
locuiesc. Dacain 1982 ajungeam in acel loc in fiecare dimineatd, ca un dat care
pdrea de foarte lungd duratd si era marcat de monotonie si predictibilitate,
acum stiu de unde pornesc in fiecare dimineatd, avind in fatd o multitudine

Miklés Onucsan, Hygiene de I'Art, Contre Culture, 1987,
intervention on found object, sieve on canvas,

#artisti in cimpul munci

dolls, recycled materials dolls, we collaborated with artisans
and, sometimes, wrote huge placards with patriotic slogans for
parades and celebratory manifestations of the cooperative. Inside
of which nobody cared what you did in your own free time as

an artist. And even if they did and kept a close eye on you, you
couldn't tell. Autoportretul de parcurs, the 1982 sequence, was
developed in the courtyard of a warehouse where the creative
department was relocated. The chaes of that courtyard inspired
my protest action, a protest that [ haven't - at the moment or
locking back - seen as a dissident gesture. Especially looking
back, when finding out about the throngs of self proclaimed
dissidents, after 1989.

For me, C'est ici que j'arrive tout le matins was a self referential
nod, an evaluation in the econamy of my existence. The text was
written in French (incorrectly, as discovered later, translated by a
colleague) because it was the foreign language of choice for local
intellectuals. There was a hefty dose of self mockery in the whole
pursuit.

CIPRIAN MURESAN — What other works of
yours pertain to this period (Hygiene de art,
Contre Culture, 1987)? Because adapting to mass.
production means this absurd situation is very
interesting to me. In your interview with Midilina
Bragoveanu in your monagraph from 2021 you
mentioned how you had recently discovered the art
market and “couldn’t say [ liked it”. Could we call
them two different worlds, can you expand on it:
these two surviving models, as an artist?

MIKLO'S ONUCSAN == have several works
inspired by the context while working at , Arta
Crigana”. Besides Hygiene de l'art, Contre Culture
(1987), there were Impermeable(1984), The
Expression of the Human Body (1986) and the
action The Limit of the Working Area (1983) - a
year after C'est ici que j'arrive tout le matins, in
the same courtyard. But I think the best answer to
your guestion is another piece: a 2020 paraphrase
of the same first protest C'est ici que j'arrive tout
le matins. Tincuta Heizel invited me to Timigoara
for an exhibition designed to explore precisely the
relationship between artist and work in all kinds
of economic-social systems. I submitted the photo
piece It's Here Where I Leave from Every Morning!,
in which I stand in front of my rented apartment
with a sign proclaiming this around my neck.

If, in 1982, | arrived there every morning, a given,
marred by monotony and predictability, new [ know where

I start from every morning, facing a myriad of directions,
potential chances and the uncertainties that accompany all of
them. Up until now, for me, the art market was not a radical
change of the artist survival model, because I don't make a
living from selling my works, yet, [ am still an employee with a
paycheck. From this perspective, the only difference between
before and after 1989 is now you can, in theery, choose your
place of work; as opposed to being assigned cne.

CIPRIAN MURESAN — Indeed, perhaps my guestion was
misguided. [ was thinking in terms of a struggle between the
artistic ideals of a community, maybe even the society, and the
subjective experience of the artist. But, in most cases, there was
an aberration in the system, Art school graduates could only
elbow their way into saciety by reconversion, tricked by both
sides: the factories didn't need or request the position and the
artists had te adapt. Hence the main question: how was (and is)
art useful in society? Why should it be useful? How do we (artists)
find our place in society? For our discussion, before 1989, we



de directii, potentiale sanse si incertitudinile aferente. Pentru mine, cel putin
pind acum, piata de artd nu a reprezentat o modificare radicald a ,modelului”
de supravietuire ca artist, pentru cd nu trdiesc Tnca din vinzdrile lucrarilor, ci
triiiesc tot dintr-un salariu de angajat. In acest sens, nu existi o diferenti prea
mare fntre cum era inainte de 989 si cum e acum, doar faptul ca acum poti,
teoretic, sa i alegi singur locul de munci, iar atunci ti se distribuia unul.
CIPRIAN MURESAN — Intr-adevir, cred ci am pus gresit problema, eu ma
gindeam cd ,idealurile artistice” ale unei comunitidy, poate ale sccietdtii, se
confruntau cu experienta subiectivd a unui artist, dar in majoritatea cazurilor
era o aberatie in sistemn in care absolventii de arta nu-gi gaseau locul in societate
decit fortat, reprofifindu-se, ,pacliti” de ambele parti, cei din fabrica care nu
aveau nevoie sau nu au cerut ,postul” §i artistii care trebuiau s se adapteze
curmva. De unde, ca o concluzie, revenim la intrebarea majord, la ce era (si
este) utild arta in societate, de ce ar trebui s fie utild? Cumn ne gasim noi (artistii)
locul T societate? Tn cazul discutiei noastre,

nainte de 1989, md refer la o societate ‘"’—_—"—Ttv —
unde productia industriald era telul suprem j .
al economiei, dar as extinde i la situatia
generald.

MIKLOS ONUCSAN ==lntrebarea ta se
bazeazi pe foarte multe notiuni fluctuante.
Ce intelegem prin ,artd"? Care societate
sau parte a societdtii? Ce inseamni util? Ce
intelegem noi (tu si cu mine) prin ,artd” nu
este acelasi lucru cu ceea ce Intelege prin
artd o bund parte a societaf, atunci sau
acum, la fel cum nu este acelasi lucru cu
ceea ce intelege prin artd o bund parte a
breslei artistice locale, atunci si acum. Daca
inainte de 1989 arta era vizuta oficial ca un
instrument util de propaganda, ceea ce era
doar intr-o micd proportie, de fapt, dupd
1989 nu cred cd a mai existat un consens
oficial despre ce este sau ce ar trebui s3
facd arta n societate. Cu toate astea, a
continuat sa fie folosita si ca instrument de
propaganda, si ca sursa de capital de imagine, intr-o societate, a noastrd, care
nu a gasit incd nicio utilitate pentru artd, dupd parerea mea. fn mod paradoxal,
practica artistica continua si in societati care o sustin si o incurajeaza, si in unele
care o ignord sau chiar o descurajeaza, iar aceasta constatare ne poate conduce
la concluzia i arta are Tn primul rind o utilitate pentru cel/cea care o face. Cred
cd arta este (sau ar trebui s3 fie) utild ca instrument de cunoastere a realitatii
(realitatilor), care creeazd noi perspective §i noi marturii, diversificindu-ne
modurile de a Tntelege lumea $i de a ne intelege pe nol Tnsine. In societatile
in care exista un surplus financiar, arta este finantata si artistii sint sustinuti,
intelegindu-se ca ei nu produc in med direct si autonom valoare economicad
si profit. Tn societatea noastrd, si inainte de 1989 si dupd, tocmai acest aspect
face ca arta sd nu fie integratd social, pentru cd economia aici a fost si este
subreda, iar ceea ce nu este direct si imediat profitabil economic este exilat ca
fiind inutil. in acest context, cred c3 ne ciutim locul in societate improvizind,
avind drept reper o serie de modele care par functionale in alte pirti, dar fird

et
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Miklas Onucsén, Impermeabil, 1984, assemblage (PVC,
wooden frame), 130 x 140 em

refer to times when industrial production was the supreme goal
for the economy, but 1 would definitely extend it to the general
current situation.

MIKLOS ONUCSAN == Your question is based on a lot of
fluctuating notions. What is art? Which society or part of society?
What is useful? What you and I mean when we say art is not the
same as the majority of society thinks it is, then and now, or even
most of the artistic community. Before 1989, art was officially
seen as a useful propaganda tool, even though only a small part
of it was. But after 1989, [ don't think there has ever been an
official consensus about what art is or what it should be doing.
Still it has continuously been used both as a propaganda tool and
a source for image capital in a society - our society — that hasn't
been able to find a utility for art. As a paradox, artistic practice
is alive and engoing both in societies that encourage and nurture
it and those that ignore or even try to suppress it. Which leads to
the conclusion that art is, first of all, useful for the one that makes
it. [ think art is — or should be - as an instrument for researching
reality (realities), to create new perspectives and
testimonies, to diversify the ways we understand
the world, and to understand ourselves. Societies
that have a financial surplus finance and support
art and artists, recognize they don’t directly and
autenemously put out economic value and profit.
In our society, before and after 1989, this exact
detail makes art a social pariah, because the
economy was and still is unstable, so anything
which is not immediately and directly profitable is
disposable and branded as useless. In this context,
I think we find our place in saciety by improvising,
chasing models and milestones we know to be
functional elsewhere, but of no consequence in our
own backyard. Before 1989, art graduates were
forcibly integrated into seciety by reconversion.
But what happens today with the hundreds of
graduates churned annually by the art schools
around the country? Do they all become practicing
artists, living off their output? Or are they
undergoing their own reconversions even if now
the state doesn’t assign them a job and they must
find it themselves, Local socialism never figured out
how to secially integrate artists and now capitalism
is at fault for everything.

OVIDIU TICHINDELEANU — You mentioned

the relaxed atmosphere, how were you being
appreciated by your co-workers or when did you
feel as such? - as in more than left to your own
devices, And how did the culture of workplace appreciation
develop, if at all.

MIKLOS ONUCSAN == Relaxed atmasphere did not necessarily
mean being appreciated. It mostly meant we did not have a daily

or weekly quota. The creative department had to come up with
product proposals a few times a year, every trimester, if | remember
correctly. I was officially praised for a few textile toy prototypes -

I made a dinosaur, famous cartoon characters (Tom & Jerry, Mickey
Mouse). [ was also appreciated for my calligraphy: I wrote "waste”
on the residue barrels, slogans in white paint on red fabric. The peak
of my recognition was developing a series of gigantic clay vessels,
assigned by the management, vessels commissioned by Carpati
Trust [Trustul Carpati] from Bucharest. They required an adaptation
of the manufacturing process, they were so big, the potters had

to work from the inside and bigger ovens had te be built. For
successfully executing the task, I was promised a stove cylinder and
was able to climb on the waiting list for one.

OVIDIU TICHINDELEANU — We keep saying "before” and
"after”. Just to clarify — according to people experiencing both -,

nicio cirare bitutd aici la noi. Inainte de 1989, absolventii de arta se integrau
fortat in societate, trebuind sd se reprofileze. Dar azi ce se intimpld cu sutele
de absolventi anuali ai numeroaselor facultiti de artd din tard? Devin cu tofii
artisti activi care triiesc din arta pe care o fac? Sau sint nevoiti, la rindul lor, sd
se reprofileze, chiar dacd nu statul i forteaza acum sa profeseze intr-un post
care le-a fost repartizat, ci trebuie s isi caute singuri acel post? Socialismul
de aici n-a reusit si rezolve problema integrérii sociale a artistilor, iar acum
capitalismul este de vind pentru toate.

OVIDIU TICHINDELEANU — Ai mentionat atmosfera relaxata, colegiala:
prin ce anume erai apreciat de colegii de la locul de lucru, sau cind anume
te-ai simiit apreciat? — adicd mai mult dedit . Idsat in pace”. $i cum s-a dezvoltat
— dacd e cazul — cultura aprecierii la locul de munca?

MIKLOS ONUCSAN == Atmosfera relaxati nu insemna neapérat ci eram
apreciat. Cred cd atmosfera era relaxati pentru ¢ nu aveam o norma zilnica de
realizat, nici una s3ptaminald, Certeste ci, de
la © contractare de prototipuri la alta, sectia
de creatie trebuia si isi prezinte noile propu-
neri de produse, iar aceste contractari se in-
fimplau de citeva ori pe an, parca trimestrial.
Am fost apreciat oficial pentru citeva prototi-
puri de jucdrii din materiale textile — am facut
un dinozaur, personaje celebre din desene
animate (Torm si Jerry, Mickey Mouse). Eram
apreciat si pentru ¢i scriam frumos, scriam
«gunoi” pe butoaiele cu reziduuri, scriam
lozinci pe pinzd rosie cu tempera albid.
Piscul aprecierii a fost ¢ind am realizat o serie
de chiupuri uriase, la solicitarea conducerii,
chiupuri care fuseserd comandate de Trus-
tul Carpati din Bucuresti §i care au presupus
o adaptare a procesului tehnologic pentru
dimensiunile mari ale vaselor — olarii lucrau
din interiorul chiupurilor, trebuiau construi-
te cuptoare ngi suficient de mari. Pentrur c_e'l Morningl, 2030, action, digital photoqraph,
mi-am ndeplinit cu succes sarcina primitd,  phote: Csangor Szabd

mi s-a promis o butelie pentru aragaz si am

urcat pe listele de asteptare ale solicitantilor de butelie.

OVIDIU TICHINDELEANU — Continuam sd clarificdm ce inseamnd ,Tna-
inte” si ,dupd” prin experienta directd a celor care au trecut prin ambele:
Jnainte”: artistul e repartizat In cimpul muncii, cu salariu, stabilitate si siguran-
td, dar cu o "integrare sociald” incertd a artistilor; ,dupd”: artistul e aruncat
in cimpul .libertdtii”, dominat de pia{d, care pare a fi un fel de desert precar,
dar a inceput si fie populat, dupd trei decenii, de citeva institutii, care pretind
sau incearcd si fie oaze. Ce domind cultura vizuald in cele doud situatii, din
experienta ta, §i care sint pentru tine sursele diferite de rezistenta?

MIKLOS ONUCSAN == Nici Jnainte”, nici ,dupd”, cultura nu s-a aflat prin-
tre prioritdti. Cred cd asta a fost 5i este dominanta. Nu pot sa imi asum , rezis-
tenta” ca pe ceva care m-ar caracteriza, pentru ci nu cred ca rezist la propriu
la ceva sau impotriva a ceva. Nu ma obligd nimeni si fac ceea ce fac si nici sd
nu fac ceea ce fac. Rezistenta” sund prea eroic in acest context, am impresia
cd am fost luat prea in serios.

Miklés Onucsan, Jt's Here Where I Leave from Every

#artist in cfmpul muncii

“before": the artist was assigned a workplace, had a salary, safety
and stability, but an uncertain "social integration” as an artist;
“after”: the artist is flung into the freedom field, mostly resembling
a precarious desert, dominated by the free market. Also populated
by the few institutions sprung in the last three decades that
function, or pretend to be, as ocases. From your experience, what
dominates the visual culture across both these situations and what
are the resistance sources?
MIKLG'S ONUCSAN == Culture was never a priority, before or
after. I think this is the commen deneminator. I cannot claim
“resistance” as defining characteristic, I don't think I actually resist
something, anything. Nobedy is forcing me te either do or not de
whatever it is that I'm doing. “Resistance” sounds way too heroic
in this context, it feels as if I'm being taken too seriously.
DANA ANDREI — Do you see in any way possible or useful a
correlation between art schools and the economic system of art?
Can there be working models, within the cultural landscape,
that transcend capitalist principles? Because you touched upon
your dissociation during your employee period

- (cooperative vs artist role), tell us more about how
the employee status affects the artistic output,
both content wise, but also regarding workplace
discipline and social dynamies.
MIKLOS ONUCSAN == If by “economic system
of art” you mean the art market, wouldn't a
synchrenization with the art schools give birth
to "success formulas” conducive to a monolithic,
sterectypical culture? Surely, within the cultural
landscape, models based on principles other than
capitalist ones can be developed, but I deubt
they'd be successful as long as the latter rule
the world. What these models might be, I don’t
know — the question is too vast. [ don’t think my
being an employee negatively affected my artistic
output, because I was never part of the "a line
per day” school of thought. Content wise, being
an employee permeated many works, as ['ve
explained, nl‘fering both inspiration and context.
SZILARD MIKLOS — "Before” and “after"
keep shifting. The system had been in collapse
at least a decade before the revolution. Would
you describe the change in regime, in terms of
fractures and continuities? For example: enormous
production facilities were lost, factories that
produced primarily for export. On the other hand,
this production narrative with its inflated reports,
shaped the lives of all the country’s citizens. Unless
employed, you were an illegal entity. [ see the series C'est ici que
J'arrive tout le matins as an escape after work, aleng with Artist
at work, the photograph series of Mladen Stilinovie showing the
artist lounging in bed. Or the Conceptualists in Moscow, also
described as practicing participatory art in private spaces, in
their free time, which makes you think of the socialist production
allowing them this time surplus. Work Surplus is also what
Julius Keller is touching upon in some of his works, where he
deprofessionalizes as an artist — in the tradition of anti-art - but
within the context of state socialism, where he orchestrates
creation camps for amateur artists. In your photegraphs, I see
the subject as an amateur amid workers, in a self-imposed exile
as an artist employed by the state. Is there any common thread
between the free time of artists and the free time of workers
finding themselves unemployed after the change of regime?
MIKLOS ONUCSAN == The system was in free fall well before
1989. It was part of the reason why art school graduates were
assigned a mandatory workplace at the end of the 1970s, and
also the reason why there were no new admissions in the UAP
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DANA ANDRElI — Crezi ci este in vreun fel posibild sau utila corelarea dintre
facultitile de arti si sistemul economic al artei? Pot fi create in scena culturald
maodele care depdsesc principiile capitaliste! Pentru cd ai amintit disocierea ta
in pericada cind erai angajat (al cooperativei versus rolul de artist), spune-ne
mai multe despre cum afecteazd statutul de angajat productia artisticd, afit
la nivel de continut, dar si de disciplind a muncii si dinamici sociale care se
creeazd la . locul de munca”.

MIKLOS ONUCSAN == Daci prin ,sistemul econoric al artei” intelegem piata
de artd, oare o corelare a facultitilor de artd cu aceasta nu ar rezulta Tn stabilirea
unor retete” care au succes pe piatd i, in cele din urmd, ntr-o culturd monolitica,
stereotipd? Cu sigurantd c se pot crea siin scena culturald modele care urmeaza
alte principil dedit cele capitaliste, dar nu cred ca acestea ar fi de succes citd vre-
me principille capitaliste domind lumea. Care ar fi acele modele, nu stiu, este o
Tntrebare prea mare. Nu cred ci statutul de angajat mi-ar fi afectat in mod negativ
productia artisticd, pentru ¢ nu sint dintre adeptii dictonului ,nicio zi fard o linie”.
La nivel de continut, statutul de angajat mi-a alimentat multe lucrar, aga cum am
explicat si mai sus, oferindu-mi diverse
surse §i contexte de inspiratie.
SZILARD MIKLOS — Ai putea sa de-
scrii contextul schimbarii de regim in
termeni de rupturi §i continuitdti? De
pildd sau pierdut capacititi uriase de
productie, care oricum produceau in
mare parte pentru export. Pe de altd
parte productivismul acesta, cu cifre-
le umflate ale sistemului a dirijat viata
tuturcr cetdtenilor tari. Practic erai in
llegalitate, dacd nu ocupai un loc de
muncd. Vad aceastd serie din vremea
aceea, Clest ici que jarvive tout fe ma-
tins, ca o evadare in timpul liber si cred
ci se poate pune in paralel cu Artistul
la muncd, seria de fotografii a lui Mladen Stilinovic, care aratd artistul lenevind in
pat, sau cu conceptualistii din Moscova, care la rindul lor au fost descrisi cd au
practicat o artd participativa in spatii private, in timpul liber, care trimite cu gindul
la productia sodialistd, datoritd cireia au avut acest surplus de timp. ,Surplus de
munca” cere si Julius Koller in unele dintre lucrdrile sale, prin care se deprofe-
sionalizeazi ca si artist, in traditia de anti-artd, dar in contextul socialismului de
stat, unde ajunge s& orchestreze tabere de creatie pentru artistii amatori. Vad in
fotografiile tale subiectul unui amator plasat intre muncitori, care Tn acelasi timp
este intr-un exil auto-impus din profesia artistului angajat la stat. Oare este ceva
comun intre timpul liber al artistilor si timpul liber al muncitorilor ajungi in yomaj
dupd schimbarea de regim?

MIKLOS ONUCSAN == Sisternul erain colaps cu multinainte de 1989 si acesta
a fost si motivul pentru care s-a introdus, de la finele anilor 1970 obligativitatea
angajarii in cimpul muncii si pentru absclventii de artd, precum si motivul pentru
care nu s-au mai facut admiteri in UAP dupd primii ani 1980. Colegii mei de
generatie §i cu mine nu am fost membri UAP inainte de 1989, chiar daci am fost
validafi de citre comisia de specialitate, pentru ¢d nu se mal aprobau admiter:,
Imediat dupa 1989, am devenit autornat membri UAP. Asta a fost o schimbare,
dar nu o rupturd. La propriu, s-a rupt drapelul in 1989, alte lucruri au trecut

[Union of Visual Artists] at the beginning of the 1980s. My
eolleagues and [ were not members of UAP before 1989, despite
being validated by the admissions committee, because no
admissions were being approved. We were automatically granted
membership post 1989. This was a change, but not a fracture.
The national flag was fractured, literally, other things went
through changes or attempts at change. For me, the series C'est
ici que j'arriva tout le matins documents the exact moment of the
ending of free time, which [ see as very different from Stilinovic's
Artist at work. At the cooperative 1 was employed neither as an
artist, nor as a worker — [ was TESA personnel doing art in my
free time. After the change in regime, both TESA and workers
became unemployed, sooner or later, regardless of their activities
in their free time, because, gradually, the institutions slewed or
halted their activity.

Translated by Dana Stefnoiu

prin schimbari sau incerciri de schimbare. Pentru mine, seria Clest ici que
jarrive tout fe matins documenteazd tocmai momentul de Tncheiere a timpului
liber, iar astfel o vad chiar foarte diferitd de Artistul la muncd a lui Stilinovic,
La cooperativa nu eram angajat ca artist, nici ca muncitor, ci eram personal
TESA, care in timpul liber ma ocupam de artd. Dupd schimbarea de regim,
i personalul TESA §i muncitorii au ajuns, mai repede sau mai tirziu, in somay,
indiferent ce faceau ei in timpul lor liber, pentru ¢d treptat institutile si-au
intrerupt sau si-au redus activitatea.

Miklés Oruesdn, The Limit of the Working Area, 1983, action, photographs digitized after negative film, variable dimensions
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