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Expozitia ,Simetric, niciodata identic” curatoriata de
Diana Marincu in contextul programului permanent

al Fundatiei Art Encounters 2022-2023 lanseaza un
subtil discurs al feminitatii ca forta si capacitate de a
trasa legaturi, ca principiu al vietii si al artei. Dincolo

de faptul cd se constituie ca dialog intre doua artiste
femei, doud generatii si doua capitale culturale -

loana Batrénu, cunoscuta reprezentanta a generatiei
optzeci din Bucuresti, si mult mai tanara Adela Giurgiu,
artista din Cluj - proiectul are ca laitmotiv versurile lui
Baudelaire, simbol al romantismului cosmopolit si al
sinesteziei, partizan al femeii si al artei transgresive ce
solicitd descatusarea paradisurilor artificiale, contopirea
cu orasul, disolutia In afect si culoare: ,poezia si pictura
aspira catre transcendent, exprimand acelasi lucru pe
care il exprima confuz emotiile, strigatele, lacrimile,
sarutarile, mangaierile”.

loana Batranu, Interior melancolic, ulei pe panzd, 2005. Credit foto: infi.ro.
loana Batranu, Melancholic interior, oil on canvas, 2005. Photo credit:
infi.ro

Tn acest sens, curatoarea conecteaza demersurile celor
doua pictorite cu ajutorul a doua filme scurte regizate
de Agnes Varda, dintre care Les Dites Cariatides (1984)
inspira chiar titlul expozitiei. Punctul de plecare al
filmului este tumultosul peisaj urban al Parisului la
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Text: Raluca Oancea

The exhibition “Symmetrical, never identical” curated

by Diana Marincu in the context of the permanent
program of the Art Encounters Foundation 2022-2023
proposes a subtle discourse of femininity as strength
and the ability to make connections, as a principle of life
and art. Beyond the fact that it is a dialogue between
two female artists, two generations, and two capitals of
culture — loana Batranu, a well-known representative of
the 80s generation in Bucharest, and the much younger
Adela Giurgiu, an artist from Cluj — the project has as its
theme Baudelaire's verses; it is a symbol of cosmopolitan
romanticism and synaesthesia, a supporter of women
and transgressive art that calls for the unlocking

of artificial paradises, the fusion with the city, the
dissolution into emotion and color: “poetry and painting
strive for the transcendent, expressing the same thing
that emotions, shouts, tears, kisses, caresses confusingly
convey"”.

In this context, the curator connects the approaches of
the two painters with the help of two short films directed
by Agnés Varda, of which Les Dites Cariatides (1984)
inspires the very title of the exhibition. The starting point
of the film is the tumultuous urban landscape of Paris

at the end of the 19th century, marked by the solemn
appearance of caryatids, human columns supporting
doors, capitals or balconies of neoclassical architecture,
as well as the risqué romanticism of Delacroix's paintings
and the forbidden Baudelairean lines of Les Fleurs de
Mal. Thus, Symmetrical, never identical will initially be
the huge stone women supporting the buildings of Paris,
sung by Baudelaire (Je suis belle, 6 mortels, comme un
réve de pierre), studied a century later by Agnes Varda

in the style of the French New Wave, with humor and
attention to the small details of everyday life — one of

the film's most delicious scenes depicts a vast collective
cleaning operation of an old Parisian facade where
neighbors armed with brooms show up at the balconies
to groom the huge women who frame the building.
Symmetrical, never identical are also the feminine
silhouettes in the series Wise Maidens and Mad Maidens
by loana Batranu or Adele Giurgiu's Apparitions placed
by the curator in the proximity of the film. Symmetrical,
never identical are, in fact, the pictorial approaches of
artists loana Batranu and Adela Giurgiu as a whole,

both interested in the neo-expressionist register of
color-affect, in the topic of dwelling and the existential



De la stanga la dreapta: Adela Giurgiu, You and Your shadow, ulei pe panzd, 2021; loana Batranu, Interior melancolic, ulei pe panza, 1999. Credit foto: infi.ro.
From left to right: Adela Giurgiu, You and Your shadow, oil on canvas, 2021; loana Batranu, Melancholic interior, oil on canvas, 1999. Photo credit: infi.ro.

finalul secolului al XIX-lea, marcat atat de aparitia
solemna a cariatidelor, coloane cu forma umana ce
sustin usi, capiteluri sau balcoane ale arhitecturii
neoclasice, cat si de romantismul riscant din picturile
lui Delacroix si versurile baudelairiene interzise din Les
Fleurs du Mal. Simetrice dar niciodatd identice vor fi
astfel, mai intai, uriasele femei de piatra care sprijina
cladirile Parisului, cantate de Baudelaire (Je suis belle,
& mortels, comme un réve de pierre), investigate un
secol mai tarziu de Agnés Varda in stilul propriu Noului
Val Francez, cu umor si atentie pentru micile detalii
ale cotidianitatii — una dintre cele mai savuroase scene
ale filmului deconspird o vastd operatie de curatare
colectiva a unei vechi fatade pariziene in care vecinii
Tnarmati cu maturi se arata la balcoane pentru a face
toaleta uriaselor femei ce incadreaza cladirea.
Simetrice dar niciodatd identice sunt totodatd si
siluetele feminine din seriile Fecioare intelepte si
Fecioare nebune ale loanei Batranu sau Aparitiile Adelei
Giurgiu, plasate inspirat de curatoare in proximitatea
filmului. Simetrice dar niciodatd identice sunt, in fapt,
chiar demersurile picturale ale artistelor loana Batranu
si Adela Giurgiu in ansamblu, ambele interesate de
registrul neoexpresionist al culorii-afect, de tema locuirii
si a spatiului existential care ne influenteaza si ne (de)
formeaza, totusi inspirate de evenimente si perioade
diferite, prima de normalizarea politica si topografica
proprie perioadei (post)ceausiste, a doua, de registrul
claustrant al pandemiei COVID.

Tn ceea ce priveste tematica locuirii si a spatiului, numit
de Sorina Jecza in cronica sa atenta din Observatorul
Cultural ,spatiu comun al melancoliei, alienarii, visarii,

space that influences and (de)forms us, yet inspired by
different events and periods - the former by the political
and topographical normalization of the (post)Ceausescu
period, the latter by the cloistered register of the COVID
pandemic

On the theme of dwelling and space, coined by Sorina
Jecza in her attentive review in Observatorul Cultural as
"a common space of melancholy, alienation, dreaming,
a space of loneliness in which the characters are time
and their relationship with memory and identity", the
exhibition includes recent works such as Lost but found
and Calea Mosilor 107 by Adela Giurgiu, as well as the
iconic series by loana Batranu Melancholic interiors

and Dolls in a box. In Baudelairean spirit, color and
imagination take center stage, drawing lines of flight into
the bizarre territories of dreams, shadows, the pulses of
life and death.

The series of dolls entitled Childhoods, small-scale works
painted on cardboard with thick brushstrokes of oil

add a new horizon of interpretation to the silhouettes

of Parisian maidens and caryatids. Standing upright
with their legs slightly apart, motionless and isolated

in their cardboard boxes reminiscent of precarious
coffins, they manage to revive the horizon of socialist
childhood in which we each treasured one such doll
dressed as a princess or wearing a national costume,
kept with sanctity in its box, named after the wealthy
family friend who brought it as a gift. A captivating visual
phenomenology is built on the paradoxical mixture of
Ostalgie and revolt, libidinal fascination and rage born
from the inevitable series of prohibitions: “You can't cut
it, you can't undress it, you can't take it out because you'll
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spatiu al singuratatii in care personaje sunt timpul

si raportul sdu cu memoria si identitatea”, expozitia
include lucrari recente precum Lost but found si Calea
Mosilor 107 de Adela Giurgiu, cat si seriile iconice ale
loanei Bdtranu, Interioare melancolice si P&pusi in cutie.
Tn spirit baudelairian, culoarea si imaginatia ocupa o
pozitie centrald, trasand linii de fugé cétre teritoriile
bizare ale visului, ale umbrei, ale pulsiunilor vietii si
mortii.

Seria de pdpusi intitulatd Copildrii, lucréri de mici
dimensiuni pictate pe carton cu tuse groase de ulei,
adauga un nou orizont de interpretare siluetelor de
fecioare si cariatide pariziene. Drepte, cu picioarele usor
departate, nemiscate si izolate in cutiile lor de carton ce
amintesc de niste sarcofage precare, acestea reusesc sa
refnvie orizontul copil&riei socialiste in care tezaurizam
fiecare o astfel de papusa imbricata in printesé sau
costum national, pastrata cu sfintenie in cutie, botezats
cu numele prietenei instarite de familie care a adus-o
n dar. O captivanta fenomenologie vizuald se clideste
pe paradoxalul amestec de Nostalgie si revolt3,
fascinatie libidinala si furie n&scuta de seria inevitabil3
de interdictii: ,Nu ai voie s§ o tunzi, s o dezbraci, nu
poti sd o scoti pe afard ca o murdaresti!” Nu in ultimul
rand, papusile claustrate in cutii-sarcofag, precum
elevii In banca, deconspird o criticd a asa-numitei stdri
de minorat (Kant), a normalizarii la care am fost si
continuam sa fim supusi, la indusa copilérie perpetus:
,Cine sta cuminte ca o papusa?!”.

Cea mai puternica serie rdmane, insa, cea a Interioarelor
Melancolice, in care estetica decorativului dens, a
imaginatiei baroce, a culorii vedetd, proprie lucrarilor

in ulei din anii 1990, intalneste poezia minimalists a
interioarelor vide, depopulate, din lucrérile mai recente,
realizate in acrilic sau cret&. Daca primele interioare
intesate de mobile, covoare pretioase si pereti decorati
induc un sentiment al nostalgiei pentru un trecut
bizantin intesat de traditie, fracturat de restructurarea
postbelica a tectonicii politice, spatiile carcerale, pustii,
zugravite in anii 2000 in culori reci, initiaza o criticé a
normalizérii si a pierderii identitatii intr-un antropocen
globalizant.

Aceastd atentd fenomenologie a cotidianitatii urméareste
echivalenta heideggeriana dintre a fi si a locui: suntem
cine suntem in functie de cladirile si peisajele pe care
le locuim, suntem fiinte distribuite in lume, in spatiu,
printre lucrurile familiare. Spatiul secretat de pictura
vie, existentiald, este unul afectiv, virtual, depopulat

si deconectat de imperiul stirilor si al actualitatii
trecdtoare. Pictura devine liberd a cauta semnificatia
profundd a fiecdrui lucru, a modului in care acesta ne
priveste Inapoi, cat si regimul in care lucrurile se inscriu
intr-o regiune mai ampl3d a vietii cotidiene generand
sens si directii spatiale. n acest context, Interioarele
melancolice si celelalte lucrari ce adreseaza tema
locuirii isi propun a dezvalui cu resursele gandirii vizuale,
implicite, insasi esenta spatiului si coordonatele sale
afective, semnificatia dorintei ca dorint4, a melancoliei
ca melancolie, a fricii claustrante, instaurate de o
dictatura politicd sau pandemica.

In proximitatea impresionantului Interior melancolic
verzui din 2013, ce prezintd un spatiu de trecere
fantomatic cu usi galben-cenusii, aproape identice, sase
schite de mici dimensiuni, realizate cu cret3 siacrilic

pe hartie, introduc o secventializare cinematografica,
anticipand trecerea din domeniul spatiului in cel

al timpului. Curatoarea initiaza noi subtile trimiteri
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De la stdnga la dreapta: Adela Giurgiu, Pierdut dar gdsit, ulei pe panza, placaj, 2022;
Pierdut dar gdsit, ulei pe panzd, 2022. Credit foto: infi.ro.

From left to right: Adela Giurgiu, Lost but found, 2022, oil on canvas, plywood; Lost bu
found, oil on canvas, 2022. Photo credit: infi.ro.

Agnés Varda, Ulysse, 1982, video, 22'22", 1984. Credit foto: infi.ro. / Photo credit: infi.rc

stain it!" Last but not least, the dolls locked up in the
boxes, like the pupils at school, reveal a critique of the so-
called state of subordination (Kant), of the normalization
to which we have been and continue to be subdued, to
the undue perpetual childishness: “Who can sit still like
a doll?!".

The most powerful series, however, remains Melancholic
Interiors, in which the aesthetics of dense decoration,
baroque imagination, and bold color, typical of the

oil works of the 1990s, meet the minimalist poetry of

the empty, depopulated interiors of the more recent
acrylic and chalk works. If the first interiors, crammed
with furniture, precious carpets, and decorated walls,
induce a sense of nostalgia for a Byzantine past imbued
with tradition, fractured by the post-war restructuring
of political tectonics, then the deserted prison spaces,
painted in cold colors in the 2000s, trigger a critique

of normalization and loss of identity in a globalizing
mankind.

This careful phenomenology of daily life follows the
Heideggerian equivalence between being and dwelling:
we are who we are according to the buildings and
landscapes we inhabit, we are beings distributed in

the world, in space, among familiar things. The space



De la stanga la dreapta: Adela Giurgiu, Lost but found, ulei pe panza, 2021; Calea Mosilor 107, ulei pe panzd, 2021. Credit foto: infi.ro.
From left to right: Adela Giurgiu, Lost but found, oil on canvas, 2021; Calea Mosilor 107, oil on canvas, 2021. Photo credit: infi.ro.

conceptuale atat catre Roland Barthes, avizat
comentator al relatiei dintre realitate si reprezentarea
fotografica, cat si catre Speciile de spatii ale lui Georges
Perec, unde orizontul unui apartament este deconstruit
pentru a pune in evidentd importanta deseori
ignoratelor holuri si spatii de trecere sau semnificatia
existentiald a patului, ca spatiu al calatoriilor imaginare
si al celor mai intense trairi, de la extaz la angoasa mortii.
Relatia dintre realitate si reprezentare este reluatd in
Ulysse (1982), al doilea film regizat de Agnés Varda, ce
are ca laitmotiv o fotografie veche, facutd intr-o zi de
duminica, pe o plaja pustie cu pietris rece, aproape

de Canalul Manecii. in dreapta imaginii, in prim-plan,
vedem cadavrul unei capre albe, cu ochii deschisi si
burta putin umflata, in partea stanga, in plan secundar
un tanar nud, cu spatele la noi, scruteaza linia marii.

La picioarele barbatului, un copil dezbracat si el,

asezat inconfortabil pe pietre, priveste cdtre camera.
Comentariile ce insotesc din off acest film-eseu sunt
esentiale. Varda povesteste ea insasi imprejurarile

in care a fost facuta fotografia, prezinta personajele.
Asistam la momentul cand, treizeci de ani mai tarziu,
copilul devenit barbat si tandrul ajuns un celebru

editor sunt confruntati cu trecutul inghetat in imagine
si puterea unei fotografii de a initia un salt in timp,
deblocand mecanismele memoriei. Sunt sondate
intrebari carora arta le poate raspunde mai precis decat
stiinta: Cat mai recunoaste eul prezent din eul trecut? Se
mai intalnesc oare perceptiile subiective ale martorilor
indepartatei zile de duminica intr-un punct comun, intr-
un asa zis adevdr?

Forta imaginii se combind cu poezia subtild a
comentariului intr-o specie de jurnal vizual sau cine-
scriiturd (cinécriture) ce aminteste adeziunea regizoarei
la cunoscuta teorie Nouvelle Vague a autorului:
regizorul-qutor nu e un simplu tehnician, ci un scriitor ce
foloseste camera-stilou. Amestecul asumat al literaturii
cu fotografia, filmul si imaginea de arhiva dau nastere

concealed by the living, existential painting is an
emotional one, virtual, depopulated and disconnected
from the empire of news and the fleeting everyday. The
painting becomes free to search for the deeper meaning
of each thing, the way it looks back at us, as well as the
regime in which things fit into a wider region of everyday
life generating meaning and spatial directions. In this
context, Melancholic Interiors and the other works
addressing the theme of dwelling aim to reveal with the
resources of visual thinking, implicitly, the very essence
of space and its affective coordinates, the meaning of
yearning as yearning, of melancholy as melancholy,

of the claustrophobic fear established by a political or
pandemic dictatorship.

In the vicinity of 2013's impressive and green Melancholic
Interior, which presents a ghostly passageway space
with almost identical yellow-gray doors, six small-scale
sketches in chalk and acrylic on paper introduce a
cinematic sequencing, anticipating the shift from the
realm of space to that of time. The curator initiates new
subtle conceptual references both to Roland Barthes,

a knowledgeable commentator on the relationship
between reality and photographic representation, and
to Georges Perec's Species of Spaces, where the horizon
of an apartment is deconstructed to highlight the often
overlooked importance of hallways and passageways

or the existential significance of the bed as a space for
imaginary journeys and the most intense experiences,
from ecstasy to the agony of death.

The relationship between reality and representation is
revisited in Ulysses (1982), the second film directed by
Agnés Varda, which is based on an old photograph taken
on a Sunday at a deserted beach with cold gravel near
the English Channel. On the right side of the image, in
the foreground, we see the corpse of a white goat, its
eyes open and its belly a little swollen, and, on the left
side, in the background, a naked young man, his back
turned, peering at the sea line. At the man'’s feet, a child,
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acelei specii de poezie transmedial3 tipica artistei, ce
reinvie sincretismul baudelairian. ,Decadenta” mediala
este Insotitd de o altd specie a decadentei, asumata
preferinta pentru registrul sensibilitatii, dupd cum o
dovedeste titlul filmului Ulysse, ce nu trimite la eroul
homeric, ci la numele copilului de pe plaj, fiul unor
spanioli refugiati politic, care in acei ani suferea de o
boald grava.

Acest primat al sensibilitatii, regasit la Varda (retinem
si alegerea de a contrapune obisnuitului nud feminin,
nudul masculin pe care il fragilizeaza) si celebrat

in Jurnalele intime baudelairiene, ,Nu dispretuiti
sensibilitatea nimanui. Sensibilitatea fiecaruia e geniul
lui!” devine, in fapt, laitmotivul intregii expozitii, in care
curatoarea reuseste sa prezinte feminitatea ca forta,

n acord cu comentariul lui Mihai Pop, care o numeste
curajos pe loana Batranu, artistd reprezentata de galeria
Plan B, o pictoritd ce poate pune in umbr orice barbat
pictor.

Vivacitatea picturii expuse de Diana Marincu,
premeditat, in compania fostului sau asa-zis ucigas,
filmul, deconspira inconsistenta verdictelor referitoare
la ,moartea picturii” sau a artei in genere. In acest
punct, ,Simetric, niciodata identic” constata o ultima
simetrie partiald ce vizeaza seria mortilor anuntate: a
artei, a adevarului, a omului, in contextul epocilor ,post”
corespunzatoare. Se spune cd astazi, in epoca post-
cinema, asistdm la moartea fotografiei si a filmului,
medii care pe vremuri provocaserd asa-zisa moarte

a picturii. Cd Agnés Varda, cu instalatiile sale din role
de film si uriase floarea soarelui expuse in galerii in
locul traditionalei sali de cinema, este, ar fi o dovada.
,Simetric, niciodata identic” argumenteaza, ins&, cu
mijloacele gandirii vizuale centrate pe imaginatia
cantata de acelasi Baudelaire, cad moartea ca ,soare mai
nou si mai fierbinte” nu vizeaza disparitia si finitudinea,
ci un scenariu cosmico-estetic al decadentei ca
transmedialitate, transformare, fluiditate, deschidere,
ntoarcere cdtre imaginatie si afect.

De la stanga la dreapta: loana Batranu, Copildrii (Pdpusd in cutie),

ulei pe carton, 2011; Copildrii (Pdpusa romdneascd), ulei pe carton,
2010; Copildrii (Pdpusd in cutie), ulei pe carton, 2011; Copildrii (Pdpusa
romdneascd), ulei pe carton, 2010. Credit foto: infi.ro.

From left to right: loana Batranu, Childhood (Doll in a box), oil on
cardboard, 2011; Childhood (Romanian Doll), oil on cardboard, 2010;
Childhood (Doll in a box), oil on cardboard, 2011; Childhood (Romanian
Doll), oil on cardboard, 2010. Photo credit: infi.ro.
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also naked, sits uncomfortably on the stones and looks
into the camera. The commentary that accompanies
this video essay is essential. Varda herself narrates the
circumstances in which the photograph was taken and
introduces the characters. We witness the moment
when, thirty years later, the boy who has become a

man and the young man who has become a famous
publisher are confronted with the past frozen in the
image and the power of a photograph to initiate a leap in
time, unlocking the mechanisms of memory. Questions
are asked and art can answer them more precisely than
science: How much of the past self does the present self
recognize? Do the subjective perceptions of those who
witnessed that distant Sunday still meet in a common
point, in a so-called truth?

The strength of the image blends with the subtle poetry
of the commentary in a kind of visual diary or cinécriture
that recalls the director's adherence to the well-known
Nouvelle Vague theory of the author: the director-
author is not a mere technician, but a writer using the
camera-pen. The assumed mixture of literature with
photography, film and archival images creates that
species of transmedia poetry typical to the artist, which
revives Baudelaire's syncretism. The media “decadence”
is accompanied by another kind of decadence, the
alleged preference for the register of sensibility, as the
title of the film Ulysses demonstrates; it doesn't refer to
the Homeric hero but to the name of the child on the
beach, the son of some Spanish political refugees who
was suffering from a serious illness at the time.

This primality of sensibility is found in Varda (we also
recall her choice to contrast the usual female nude with
the male nude, which she makes fragile) and celebrated
in Baudelaire's Intimate Diaries, “Do not despise
anyone's sensibility. Everyone's sensitivity is their genius!”
It becomes, in fact, the theme of the entire exhibition, in
which the curator succeeds in presenting femininity as

a power, in line with Mihai Pop's comment, who boldly
calls loana Batranu, an artist represented by the Plan B
gallery, a painter who can obscure any male painter.

The vibrancy of the painting exhibited by Diana Marincu,
premeditated in the company of its former so-called
killer, the film, exposes the inconsistency of verdicts
about the "death of painting” or art in general. At this
point, “Symmetrical, never identical” reveals a final partial
symmetry concerning the series of announced deaths: of
art, of truth, of man, in the context of the corresponding
“post” ages. It is said that today, in the post-cinema

era, we are witnessing the death of photography and
film, media that once caused the so-called death of
painting. Agnés Varda proved this with her installations
of film reels and giant sunflowers displayed in galleries
instead of the traditional cinema. “Symmetrical, never
identical" argues, however, with the means of visual
thinking centered on the imagination sung by the same
Baudelaire, that death as a “newer and hotter sun” is not
about disappearance and finality, but a cosmic-aesthetic
scenario of decay as transmediality, transformation,
fluidity, openness, return to imagination and affectation.

Translated by Liliana Popescu



