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Aparent, cele trei concepte desemneaza directii diferite de dezvoltare ale artei contemporane, fiecare
exceldnd in cdte un mediu, oarecum bine determinat. In realitate, in practica artisticd aceste medii se
intrepatrund producand un efect de sinergie, sporind continutul semantic dar si expresivitatea vizuald, prin
combinarea lor. De multe ori, in procesul artistic al performance artei sunt utilizate obiecte care sustin ideea
initiald sau aduc cu sine o anume sensibilitate vizuald. Tot astfel, arta cu caracter performativ poate conduce
la realizarea unei instalatii sau chiar a unui environment, dupd cum exista si instalatii performative, care
pdstreaza amprenta actiunii si a procesului artistic in urma cdrora au luat nastere.

Daca ne vom referi la anii 1960-1970 Tn arta romaneasca, ar tre-
bui sa subliniem faptul ca arta cu caracter performativ nu facea
parte dintre practicile curente. Cu toate acestea, am putea
totusi semnala cateva exemple demne de luat in considerare.
Astfel, relatia lui Paul Neagu cu obiectul si ulterior cu instalatia
a avut un caracter esential, determinand, inca din anii 1960,
evolutia lui artistica. A existat la Neagu o disponibilitate corpo-
rala de autoexpunere, dar si de explorare a relatiei cu lumea
inconjuratoare sau cu propriile lui creatii. Ca tanar artist, Neagu
era preocupat de o atitudine care se manifesta ca o prezenta a
fiintei, concretizata in niste ,poze”, un fel de ,performance
spontane”, cum le numea el. Aceste atitudini manifestate prin
Jexercitii de balansare”, de exemplu, facute ulterior in diferite
locuri, pot fi socotite niste interventii Tntr-un spatiu n al carui
specific patrunde pentru a-1 modifica prin prezenta lui. El a fost
atras de atitudini corporale simple, ce s-au structurat pe par-
curs si s-au legat ulterior intre ele, asa cum s-a intamplat cu
Salt (Ramp), care au devenit expresii ale unor actiuni repetitive,
manifestate cu carecare consecventd, adevarate performance-
uri sculpturale. Tn aceeasi ordine de idei, mi se pare semnifica-
tiva legdtura lui Neagu cu primele obiecte, cutiile tactile, pe care
le punea in valoare n raport cu propriul corp, legatura creata
intre forma unora dintre aceste cutii cu manere si modul in care
erau manipulate si ,utilizate".

n general, in performance artistul poate avea nevoie de obiec-
te, care ulterior sunt conservate si fetisizate, pastrand amintirea
actiunii; la Neagu obiectele au fost la inceput creatii indepen-
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dente, fata de actiuni, dar la care el s-a raportat prin propriul
corp, practica ce avea in vedere devoalarea sensurilor multiple
adapostite de acestea.' Marele Metronom, deschis si inchis de el,
abiectele de mari dimensiuni, numite Colector de merite, purtate
pe strazile din Bucuresti, chiar in mijlocul unei artere de circu-
latie, au devenit nu numai obiecte cu o semnificatie speciala,
dar si surse de experiment in relatie cu propriul corp si capaci-
tatea fiecaruia de a aprecia arta prin tactilitate.” Cutiile palpabile
si tactile, expuse prima data in 1969 la Edinburgh, erau gandite
in raport cu gesturile firesti de a prinde si de a atinge, iar
expunerea lor Tn Galeria Demarco s-a facut intr-un spatiu
intunecat, cu invitatia lansata catre public de a pipai formele
obiectelor tactile suspendate in Tncapere. Participarea cu pro-
priul corp la punerea in aplicare a unor concepte teoretice a
devenit pentru Neagu o practica frecventa, mai apropiata de
strategia personala decat de actionismul atat de raspandit in
anii 1970. El a cautat forme deschise de cercetare, de experi-
ment, pe care le-a numit ,ritualuri”. Constructia conceptuala a
operei lui Neagu a primit mai multd profunzime atunci cand a
inceput sa faca anumite conexiuni intre diferitele idei si ele-
mente enuntate de el, iar performance arta |-a ajutat Tn acest
sens, fiind un mediu unificator al diferitelor concepte.

Cercetarea, privita ca proces artistic pus in conexiune cu idei si
concepte, dar si caracterul aleatoriu produs de experiment, ca-
racterizeaza multe dintre lucrarile lui Stefan Bertalan din anii
1970. Locuinta-atelier, deschisa spre terasa si spre gradina,
malurile rdului Bega si ale Timisului, toate au devenit posibile
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Paul Neagu, Cutiile palpabile i tactile / Tactil-Palpable, 1969
© Estate of Paul Neagu / DACS London 2015
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locuri de desfasurare a unor experimente ce vizau lumea vie;
interesul artistului s-a indreptat mai ales spre plante, pe care
le-a studiat Tn diverse moduri - de la aparitia din samanta, de
la crestere si inflorire, pana la rodire si apoi la uscare si moarte.
Experimentele lui se materializau prin fotografii, desene, studii si
observatii obiective amalgamate cu note de jurnal personal si de
concluzii filosofice. Alteori produceau actiuni sau un fel de envi-
ronment, prin care spatiul inconjurator era luat in posesie si
participa la imaginea de ansamblu a unei actiuni-instalatii. Una
din plantele care l-au fascinat pe Bertalan prin capacitatea sa de
adaptare la conditjiile de mediu a fost floarea-soarelui, care prin
silueta ei aminteste, in viziunea artistului, de atitudinile umane.
Interesul lui pentru aceasta planta se indrepta spre caracterul ei
,antropomorf”, daca-l putem numi astfel: floarea-soarelui se
rasuceste dupa lumina orientandu-se in spatiu in functie de
interesul ei vital, In procesul de fotosinteza; variatiile ei de
crestere sunt determinate de aceste conditii de mediu.
Experimentul lui Bertalan din 1979 s-a derulat pe mai multe luni
si a constat in plantarea unei seminte de floarea-soarelui si
urmarirea evolutiei acesteia trecand prin etapele enumerate
mai sus. In toatd aceastd perioada, artistul a desenat planta in
diferitele ei ipostaze de crestere si de maturare, a fotografiat
unele detalii, a scris pagini cu observatii, ca intr-un fel de jur-
nal cotidian dedicat acestei existente, pusa in atentie intr-un
mod surprinzator. in final a pastrat planta uscatd, iar aceasta i-a
servit pentru crearea unei instalatii; in jurul acestei ,relicve” a
construit o structura din sarma de care a agatat desene si texte,
totul fixat pe o baza pentagonala. Tn decembrie 1979, la invitatia
lui Andrei Plesu, Bertalan a realizat o actiune cu public in Sala
Kalinderu din Bucuresti’, una din putinele de acest fel din arta
romaneasca a anilor 1970. Artistul a citit un text, care avea la
baza observatiile sale din jurnal, si a realizat un fel de ritual
corporal (miscari de euritmie), ce au pus n legaturd existenta
plantei, cea umana si cea cosmica, intr-un fel de meditatie
artistico-filosofica.

Studiile si cercetarile realizate de Bertalan Tn perioada anilor
1970 au avut la baza un proces, o dezvoltare a unor evenimente,
idei, stari care au condus la o evolutie a lor de la un punct initial
spre unul de implinire si un ,deznodamant”. Tn cazul altor
artisti, ca de exemplu in cazul special al Anei Lupas, acest pro-
ces deschis, ce reuneste si el mai multe etape, conduce spre o
actiune, o instalatie sau un environment. De exemplu, Instalatia
umedd, realizata in 1970 in satul Margau de langa Cluj, a cunos-
cut mai multe variante marcante, de-a lungul timpului, de fapt
reluarea acelui proces artistic considerat neimplinit si nedefini-
tivat, n incercarea de a-l aduce spre o solutionare, o epuizare
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a continutului Tn substanta lui. Dar de fiecare data artista ga-
seste motivatii si conjuncturi suficient de puternice pentru a
repune in atentie acest proces.

Ritualul feminin al intinsului panzelor albe, tesute in casa si
puse la uscat in siruri, sub care a fost sapat cate un sant pen-
tru scurgerea apei, s-a transformat, in viziunea ei, intr-un amplu
environment cuprinzand o suprafata de 3 hectare si s-a intins
pe durata a unei zile si a unei nopti. Pornind de la ritualul de
etalare a panzelor, practicat natural de taranii din satul Margau,
artista a provocat si a organizat, cu diferite ocazii, astfel de acti-
uni-ritualuri de mari proportii, pe panta unui deal intreg, unde
au fost intinse tesaturi umede, lasate in bataia vantului si a
soarelui. Antrenarea unui numar mare de participanti la
realizarea acestor actiuni, dar mai ales impactul vizual al aces-
tui tip de instalatie, inregistrata fotografic, au generat un model
pentru multiplele variante care s-au succedat de-a lungul anilor.
Colaborarea cu taranii in acest tip de proces-actiune avea in
vedere si Tncuraja sistemul autohton traditional de colaborare
si intr-ajutorare, de munca de tip claca a satului. Aceste actiuni
au pastrat si un caracter deschis, de work in progress, modeland
spatiul asupra caruia se intervenea.

Astfel, realizarea actiunii si a ambientului pe aceasta tema de
cercetare a pus in evidentd nu numai procesul deschis (daca ne
referim la perspectiva artistica), dar si estomparea marginilor
dintre operd (instalatia site specific) si cdmpul de observatie
care o inconjoara (daca ne referim la perspectiva receptorului).
Reluarea acestui proces in cadrul limitat al unui spatiu muzeal
sau intr-o galerie (Instalatie umedd, Muzeul Ludwig, Budapesta)
a adus bogatia unor date noi Tn adaptarea proiectului la un
mediu ce oferea o noua provocare, prin adaptarea la o situatie
noua specifica. Dar si sensul acestor actiuni a Tnceput sa se
schimbe (in momentul in care din panze picura un lichid rosu),
caracterul tonic al ritualului rural este pierdut in favoarea unui
plus de dramatism teatral. De asemenea, repetarea acestui pro-
ces conduce, in cele din urma, la o schematizare si simplificare
ce evoca procesul artistic, dar numai pentru cunoscatori, acti-
unea si instalatia nu mai pot fi deplin intelese in instalatia
vazuta Tn racourci de la Geam mat, o vitrina a Muzeului de Arta
din Timisoara, unde actiunea este redata intr-un film alb-negru
pe un mic monitor, alaturi de aparatura tehnica fiind aranjate
evocator cateva recipiente cu pigment rosu uscat.

Daca actiunile lui lon Grigorescu din perioada comunismului
erau doar fotografice si filmice, desfasurate in intimitatea inte-
riorului, cu unic martor camera de filmat, cele de dupa 1989
recastiga spatiul public si se bucura de o anumita ,recuzitd”, cu
ajutorul careia artistul Tsi face mai vizibile ideile. Aparitiile Tn
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Rudolf Bone, Gaia, actiune si instalatie in situ, ,Pamantul”, Timisoara, 1992

alaturat
lon Grigorescu, Oedip, actiune, Festivalul Zona 2, Timisoara, 1996

dedesubt
Alexandru Antik, Control in Trening, actiune, Bunkier Sztuki, Cracovia, 1997
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public ale artistului nu sunt insa foarte dese, iar aceste actiuni
au o semnificatie speciala, unele dintre ele fiind legate de
momente ale istariei in derulare rapida. Astfel, Tn 1992, la eveni-
mentul intermedia Pdmdntul, Grigorescu creeaza o instalatie
intr-o curte interioara a Muzeului de Arta din Timisoara, uti-
lizand cateva obiecte din recuzita personala, ce au facut parte
sidin alte lucrari® Tn jurul acestei constructii precare, ca de alt-
fel intregul ,decor” al acelui spatiu al muzeului, care a contri-
buit la crearea unei impresii cu caracter emotional in actiunea
intitulata Basarabia, artistul nu face decat sa citeasca monoton
un text care punea totusi niste intrebari de mare actualitate.
Peste cativa ani, tot la Timisoara, el pune in discutie dorinta de
libertate a eului Tn luptd cu niste constréngeri interioare si exte-
rioare, cu ,legile" morale; pentru aceasta acteaza, impreuna cu
fiul sdu, un Oedip, plasat Tnsa intr-o groapa excavata in paman-
tul proaspat, unde se afla un ,sfinx”, modelat de el Thsusi, in
lutul gasit in situ.

Ca majoritatea artistilor optzecisti, Rudolf Bone imbina insta-
latia cu actiunea extinsa la un camp largit al experimentului
plastic. Astfel, lucrarile lui, intitulate Haiku, transpuneau in lumea
artelor vizuale sentimente sau stari condensate asemeni genu-
lui de poezie amintit: ,stalactite” din sticla erau suspendate cu
banda adeziva de un suport, de care se desprindeau pe rand,
spargandu-se de pavajul galeriei si producand efectul scontat
de artist, asemeni celui scontat de un poet de haiku. Pozitia lui
Bone ramane una singulara in cadrul Grupului din Oradea:
maturitatea lui, gandirea lui filozofica il conduceau la un regis-
tru artistic diferit fata de ceilalti. Ritual (1989) a fost o actiune cu
un caracter straniu, subversiv, realizatd la Galeria Orizont din
Bucuresti, Tn 1989, cu prezenta catorva colegi si prieteni artisti,
in timp ce publicul a ramas pe dinafara. Artistul produsese un
personaj din papier-maché, cu urechi din partituri muzicale,
intins in pozitie orizontala si fixat pe un suport, pe care l-a
Tnvelit apoi cu pelicule de film de S 8 mm, destinate a fi sacrifi-
cate, deoarece, odatd operatiunea de ,imbracare” terminata,
le-a dat foc, pe fundalul sonor al unui cor la unison de ,bla-bla-
uri”, sustinut de colegii participanti la actiune. ,Ritualul” s-a
consumat in principiu fara public, amintind de atmosfera crip-
tica care domina anul 1989, de teama generalizata fata de cei
din jur (pe care artistul o ironizeaza), ca si de eludarea cenzurii,
care ar fi trebuit sa-si dea avizul pentru o astfel de actiune.
Acest ,ritual” a fost unul de sacrificare, in care artistul si-a dis-
trus de bunavoie niste filme, sugerand necesitatea unor astfel
de pierderi si autodistrugeri, din timp in timp, cu scopul de a
reface un echilibru precar.

Revenirea Tntr-o arie de vizibilitate publica, dupa 1989, s-a pro-
dus cu destul de multa energie, pasiune si daruire, cand Bone
si-a intensificat activitatea de performer, creand o anume
directie Tn arta contemporana romaneasca. O actiune-instalatie
a atras atentia prin caracterul ei spiritual, dar si prin forta vizua-
|a: este vorba de Gaig, realizata in 1992 la evenimentul Pamantul,
in curtea muzeului din Timigoara. Actiunea artistului nu a fost
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vizibila publicului, atunci cand el si-a lasat amprenta propriului
corp nud peste pamantul din acea curte, iar silueta lui a fost
desenata si incizata pe suprafata lutului. A devenit vizibila doar
in momentul Tn care el a inceput sa prelucreze acea silueta
transformand-o Tntr-o ,incinta”, cu sant cu apa pe margini, ada-
postind o0 mica cetate si o constructie ca o bazilica.

Spre deosebire de Rudolf Bone si de alti artisti din Grupul de la
Oradea, creatia lui Alexandru Antik s-a dezvoltat, dupa 1990, pe
mai multe directii si centre de interes, deoarece artistul a fost
atras inca de la Tnceput de noile tehnologii, dar si de mitul
tehnicist, pe care |-a privit nu fara o oarecare ironie. in actiunea
Control in Training, din 1997 de la Cracovia®, el a creat o instalatie
cu impact vizual, in care, suspendat cu capul Tn jos peste o
suprafata circulara oglindata, prevazuta cu fire si conexiuni,
declansa prin actiunea lui mini scurtcircuite spectaculoase.
Artistul, cu o casca de piele de pilot, parea in picaj asupra acelei
suprafete, autoironizandu-se in raport cu relatia cu lumea
inconjuratoare si cu societatea. In alte performance-instalatii,
Antik a speculat imagini cu caracter personal, valorificand frag-
mente de memorie, adesea dureroasa, In instalatii multimedia
complexe (Inchisoarea fanteziei, 1993 sau Environment-actiune,
Galeria Transfoté, Budapesta, 1992).

Daca instalatia poate fi considerata demna de atentie, si pentru
ca este capabila sa produca un context artistic propriu, atunci
apropierea dintre performance si instalatie are calitatea de a
pune in valoare, intr-o unitate, prezenta si reprezentarea, efeme-
rul si elementul static, imaterialul si materialul, in care subiectul
si obiectul primesc o noua identitate.

Note:
1 Un document interesant din epoca este filmul Cutiile lui Neagu, realizat de Comis Laurian in
1968, in urma unei prime expozitii personale a artistului la Bucuresti si care ilustreaza aceasta
relatie corporald a artistului cu obiectele sale.

Convins de erodarea actului de a privi, Neagu a lansat in 1969 ,Manifestul artei palpabile”,
aparut mai intdi intr-un pliant editat de Galeria Demarco la Edinburgh, iar ulterior si in revista
Arta din Bucuresti (nr. 5 [ 1970).

Actiunea Am trdit 130 de zile cu o plantd de floarea-soarelui din 1979 a avut un fel de replica
peste ani in actiunea O encefalogramd politicd-ecologicd, sustinutd de Bertalan in 1999 la
festivalul Zona 3 din Timisoara. Cu acea ocazie, admiratia fata de Naturd a devenit de fapt o
critica fata de actiunile cinice i iresponsabile ale omului de distrugere sistematica a Naturii.
Aceasta varianta a fost realizata si instalata cu ocazia proiectului Art Encounters, din
octombrie 2015 de la Timisoara.

Este vorba de urciorul traforat din ceramica sau personajul feminin sezénd pe un scaun,
decupat din tabla zincata.

Actiunea a avut loc in 1997 la Bunkier Sztuki din Cracovia la invitatia artistului Artur Tajber.
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Performance, object and installation
in Romanian art

Apparently, the three concepts designate different directions of development
of contemporary art, each excelling in one environment, fairly well delineat-
ed. In reality, these environments are intertwined in the artistic practice,
producing a synergistic effect, increasing the semantic content as well as
the visual expressiveness by combining them. Often, in the artistic process
of performance art, objects that support the original idea or bring along a
certain visual sensitivity are used. Likewise, performativ art can result in
creating an installation or even an environment, as there are performativ
installations, that preserve the footprint of the action and artistic process
from which they arose.

deasupra
Ana Lupas, Geam mat, Cluj

dedesubt
Ana Lupas, Instalatie umedd, Mirgiu (Cluj), 1970

If we refer to the years 1960s-1970s in Romanian
art, we should emphasize that performativ art
was not among the current practices. However,
we could still indicate some examples worthy of
consideration. Thus, Paul Neagu's relationship
with the object and then with the installation
had an essential character, shaping since the
1960s his artistic evolution. There was in Neagu a
bodily willingness to self-exposure, but also to
exploring the relationship with the surrounding
world or his own creations. As a young artist,
Neagu was concerned with an attitude that mani-
fested itself as a presence of being, embodied in
some "pictures”, a kind of "spontaneous per-
formance”, as he used to call them. These atti-
tudes, manifested by “balancing exercises”, for
example, performed later in different places, may
be considered to be some interventions in a
space, in whose specific he penetrates to change
it by his presence. He was attracted to simple
bodily attitudes, that were structured in the
process and were subsequently linked to one
another, as it happened with Salt (Ramp), that
have become expressions of repetitive actions,
manifested with some consistency, true sculptur-
al performances. In the same vein, it seems sig-
nificant to me the connection Neagu had with
the first objects, the tactile boxes, which he
emphasized in relation to his own body, the link
created between the shape of some of those
boxes with handles and the way they were han-
dled and “used”.

Generally, in performance the artist may need
objects, which are then preserved and fetishized,
keeping the memory of the action; for Neagu the
objects were originally creations that were inde-
pendent from actions, but to which he related
through his own body, a practice that was meant
to reveal the multiple meanings they encom-
passed. Marele metronom (The Grand
Metronome), opened and closed by him, the
oversized objects, named Colector de merite
(Merits Collector), worn on the streets of
Bucharest, in the middle of a main road, became
not only objects of special significance, but also
sources of experiment in relation to the body
and to each one’s ability to appreciate art
through tactility. Cutiile palpabile si tactile

(The Tangible and Tactile Boxes), exhibited for
the first time in 1969 in Edinburgh, were designed
in relation to the natural gestures of grasping
and reaching, and their exhibiting in the
Demarco Gallery was done in a dark space, with
the invitation launched to the public to feel the
tactile shapes of the objects suspended in the
room.

Participating with his own body in the implemen-
tation of theoretical concepts became for Neagu
common practice, closer to his personal strategy
than actionism, so widespread in the 1970s. He
sought open forms of research, of experiment,
which he called “rituals”.

The conceptual construction of Neagu's work
received more depth when he began to make
connections between different ideas and ele-
ments that he had mentioned, and performance
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Stefan Bertalan, Am trait 130 de zile cu o plantd de floarea-
soarelui, actiune si instalatie, sala Kalinderu, Bucuresti, 1979.
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art helped him in this respect, as a unifying
medium of different concepts.

Research, seen as an artistic process in connec-
tion with ideas and concepts, but also the ran-
domness generated through experiment, charac-
terize many of Stefan Bertalan's works from the
1970s. The house-workshop, opening into the ter-
race and garden, the river banks of Bega and
Timis, they all became possible places for carry-
ing out experiments that aimed at the living
world; the artist's interest was directed mainly
towards plants, which he studied in various ways
- from their emergence from the seed, from
growth and flowering, to giving fruit and then
drying and dying. His experiments materialized
through photographs, drawings, studies and
objective observations amalgamated with per-
sonal diary notes and philosophical conclusions.
Other times they produced actions or a kind of
environment, through which the surrounding
space was taken into possession and made to
participate in the overall picture of an action-
installation. One of the plants that fascinated
Bertalan by its capacity to adapt to environmen-
tal conditions was the sunflower, which recalled
through her silhouette human attitudes, in the
artist's vision. His interest in this plant was
directed to her “anthropomorphic” nature, if we
can call it that: the sunflower twists after light,
orienting itself in space according to its vital
interests in the process of photosynthesis; its
growth variations are determined by these envi-
ronmental conditions.

Bertalan's experiment in 1979 was conducted
over several months and consisted of planting a
sunflower seed and following its evolution via
the steps listed above. During that period, the
artist drew the plant in its various instances of
growth and maturation, he photographed certain
details, he wrote observation pages, similar to a
kind of daily diary dedicated to that existence,
brought into attention in a surprising way.
Finally, he kept the dry plant, and this served to
create an installation; around this “relic” he built
a wire structure in which he hanged drawings
and texts, all mounted on a pentagonal base. In
December 1979, at the invitation of Andrei Plesu,
Bertalan conducted a public action in the
Kalinderu room, one of the few of its kind in the
Romanian art of the 1970s. The artist read a text,
which was based on observations from his diary
and conducted a kind of body ritual (eurhythmy
movements), which connected the existence of
the plant, the human and cosmic one, in a some-
how artistic and philosophical meditation.
Studies and research carried out by Bertalan in
the 1970s were based on a process, a develop-
ment of some events, ideas, moods that led to

their evolution from an initial point to one of
accomplishment and to a “resolution”. For other
artists, such as in the special case of Ana Lupas,
the open process, that brought together several
stages, led to an action, installation or environ-
ment. For example, the Instalatia umedd (Wet
Installation), created in 1970 in the village
Margau near Cluj, has had several versions over
time. In fact, resuming that artistic process,
considered to be unfulfilled and unfinished, and
represented an attempt to bring it to a resolu-
tion, an exhaustion of the content in its sub-
stance. But every time, the artist found motiva-
tion and circumstances that were strong enough
to bring the process back to the forefront.

The feminine ritual of stretching the linen, home-
spun and left to dry in rows, under which a
trench was dug to drain the water, turned, in her
vision, into a comprehensive environment, com-
prising an area of 3 hectares and taking place
during a day and a night. From the ritual of dis-
playing the linen, practiced naturally by the
peasants in the village of Margau, near Cluj, the
artist provoked and organized, on various occa-
sions, such actions-rituals on a large scale, on
the slope of a whole hill, where wet linen were
stretched, left to the wind and sun. The involve-
ment of a large number of participants in accom-
plishing these actions, especially the visual
impact of this kind of installation, recorded pho-
tographically, generated a model for the multiple
variants that have come one after the other over
the years. Working with peasants in this type of
process-action, considered and encouraged the
traditional local system of cooperation and
mutual aid, of group-work of the village. These
actions preserved as well an open nature, of
work in progress, shaping the space on which
they intervened.

Thus, creating the action and the environment on
this research topic have revealed not only the
open process (when referring to the artist's per-
spective), but also the blurring of borders
between the work (specific site installation) and
the observation field that surrounds it (if we
refer to the receiver's perspective). Resuming
this process within the limited space of a muse-
um or a gallery (Instalatie umedd, Ludwig
Museum, Budapesta) brought the wealth of new
data in adapting the project to an environment
that offered a new challenge, adapting to a new
specific situation, But the meaning of these
actions began to change as well (when red liquid
was dripping from the linen), the tonic nature of
the ritual was lost in favor of some extra drama.
Moreover, repeating this process ultimately led
to a schematization and simplification that
evoked the artistic process, but only for connais-
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seurs, the action and installation could not be
fully understood in the installation seen in
racourci, from Opaque glass (Geam mat), a show-
case of the Art Museum in Timisoara, where the
action was shown on a white/black film on a
small monitor, some containers with dried red
pigment being arranged in an evocative manner
along with the technical equipment.

If lon Grigorescu's actions from the communist
era were only photographic and filmic, conduct-
ed in the privacy of indoor spaces, having the
camera as a unique witness, the ones after 1989
have reclaimed the public space and enjoyed
some “props”, with the help of which the artist
has made his ideas more visible. However, the
artist did not make public appearances very
often, and his actions had a special meaning,
some of them being related to moments of histo-
ry in fast. Thus, in 1992, at the intermedia event
Pdmantul (The Earth), Grigorescu created an
installation in an inner courtyard of the Art
Museum in Timisoara, using some props that
were also part of other works. Around this pre-
carious construction, as it was the entire “set-
ting” of that space of the museum, which con-
tributed to the creation of an impression of an
emotional nature, in the action called Basarabia
(Bessarabia), the artist read monotonously a text
that nevertheless asked some important topical
questions. A few years later, also in Timisoara, he
discusses the desire for liberty of the ego in its
struggle against internal and external con-
straints, against moral “laws"; in order to achieve
this he acted with his son an Oedip (Oedipus),
but placed in a pit excavated in the fresh soil,
where there was a “sphinx” modeled by himself
in the clay found in situ.

Like most artists of the eighties, Rudolf Bone
combined installation with action expanded to a
wide field of plastic experiment. Thus, his works
entitled Haiku transposed into the world of visu-
al arts condensed feelings or states, just like the
genre of poetry recalled: glass "stalactites” were
suspended from a support with the use of tape,
from which they broke loose one by one, crash-
ing on the gallery pavement and creating the
effect desired by the artist, similar to the one
expected by a haiku poet. Bone's position
remains unique within the group in Oradea: his
maturity, his philosophical thinking led to an
artistic register different from the others'. Ritual
(1989) was an action of a strange nature, a sub-
versive one, performed at the «Qrizont» Gallery
in Bucharest in 1989, in front of a few colleagues
and artist friends, while the audience was left
out. The artist produced a figure from papier-
maché, with ears made of music sheets,
stretched horizontally and mounted on a sup-
port, that he then covered with film roles of 5 8
mm, meant to be sacrificed, as once the "board-
ing” operation finished, he set them on fire,
against the background of a unison chorus of
“blah blahs", supported by his colleagues partici-
pating in the action. Ritual was performed with-
out audience, recalling the cryptic atmosphere
dominating the year 1989, of generalized fear
towards the others (which the artist mocked), as
well as circumventing censorship, which would
have had to give its approval for such action.
This “ritual” was one of sacrificing, in which the
artist voluntarily destroyed some films, suggest-
ing the need for such loss and self-destruction
from time to time in order to restore a precari-
ous balance.

Returning to an area of public visibility, after
1989, there has been quite a great amount of
energy, passion and dedication, when Bone has

intensified his activity as a performer, creating a
certain direction in contemporary Romanian art.
An action-installation drew attention by its spiri-
tual nature, but also through its visual force:
Gaia, created in 1992 at the Pdmdntul (The Earth)
event in the courtyard of the museum in Timi-
soara. The artist's action was not visible to the
public, when he left the mark of his own naked
body on the ground in that yard, and his silhou-
ette was drew and carved in the clay surface. It
became visible only when he began to process
the silhouette, turning it into a “site”, with a ditch
with water around the edges, hosting a small
fortress and a construction like a basilica.

Unlike Rudolf Bone and other artists in the group
from Oradea, Alexandru Antik's creation has
developed since 1990 in several directions and
areas of interest, as the artist was attracted early
on in his career by new technologies, but also by
the technical myth, that he regarded with a cer-
tain irony. In the action Control in Training from
1997 in Krakow, he created an installation with
visual impact in which, suspended upside down
over a circular surface with mirrors, furnished
with wires and connections, triggered spectacular
mini short-circuits. The artist, with a leather
pilot's helmet, seemed to dive on that surface,
deploying self-irony in his relationship with the
surrounding world and society. In other perform-
ance-installations, Antik speculated personal
images, exploiting memory fragments, often
painful ones, in complex multimedia installations
inchisoarea fanteziei (The Prison of the Fantasy),
1993 or Environment-actiune (Environment-
Action), Transfoté Gallery, Budapest, 1992).

If the installation can be considered worthy of
attention because it is capable of generating its
own artistic context, then the connection
between performance and installation has the
quality to showcase as a whole the presence and
the representation, the ephemeral and the static
element, the immaterial and the material, the
subject and the object receiving a new identity.
f{ Translated from Romanian by ROXANA GHITA

Notes:

1 An interesting document of the era is the movie Cutiile (ui
Neagu (Neagu's Boxes), produced by Comis Laurian in 1968,
following the artist's first exhibition in Bucharest, which
illustrates this relationship between the artist's body and
his objects.

2 A strong believer in the erosion of the act of looking, Neagu
launched in 1969 ,Manifestul artei palpabile” (“The
Manifesto of Tangible Art”), which first appeared in a leaflet
published by the Demarco Gallery in Edinburgh, and later in
the Arta magazine in Bucharest as well (no. 5 [ 1970).

3 The action Am trdit 130 de zile cu o plantd de floarea-soare-
[wi (I lived for 130 days with a sunflower) of 1979 had some
kind of respense over the years in the action O encefalo-
grama politici-ecologica (A Political-Ecological
Encephalogram), performed by Bertalan in 1999 at the Zona
3 festival in Timigoara. On that occasion, admiration for
nature actually became a critique of the cynical and irre-
sponsible actions of human beings, of the systematic
destruction of Nature.

4 This version was created and installed in the project Art &
Encounters in October 2015 in Timigoara.

5 Itis about the ceramic jug or the female character sitting in
a chair, cut out of galvanized steel.

& The action was performed in 1997 at the Bunkier Sztuki in
Krakow at the invitation of the artist Artur Tajber.
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