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Prefata

Celia Ghyka

Jn general, deci, asemenea oameni nu ar putea lua
drept adevar dect umbrele lucrurilor.
— E cu totul obligatoriu.”
PLATON, Republica, Cartea a VII-a

REPVBLICA. Despre umbrd in sculpturd este voluml ce insoteste
expozitia cu acelasi nume, parte a celei de-a sasea editii Art Safari
Bucuresti, organizatd la Palatul Oscar Maugsch (BCR) din 27
septembrie pana la 6 octombrie 2019. Mai mult decit un catalog
conventional ce ar oferi ilustrarea lucrarilor expuse in Pavilionul
Central, aceastd carte este o invitatie la meditatie. O meditatie asu-
pra catorva dintre temele centrale ale expozitiei: umbra ca origine
areprezentdrii dar si a cunoasterii, substanta si iluzie, fantome,
dublu si moarte, influente, himere si Pathosformeln, sculptura si
facerea modernitatii.

Dupa cum o sugereaza si grafia titlului, expozitia se infdsoara
metaforic in jurul antichitatii clasice, iar umbra este conceptul
unificator intre iluzia lumii aparentelor, asa cum apare pe peretele
pesterii din mitul platonician cel mai celebru (Republica, Cartea a
VII-a, 514a—s517d) siideea recurentd, dar in permanenta schimba-
toare, a unui tiram politic ideal al carui epitom este Republica® Cu
toate cd tema umbrei a fost abordatd adesea, in studii importante
ale istoriei artei?, relevanta acesteia pentru arta occidentald a fost
discutatd mai ales in legdturd cu pictura sau istoria perceptiei. Un
studiu extins despre rolul umbrei in sculptura si despre contri-
butia sa in producerea, receptarea si in cele din urmd intelegerea
sculpturii asteaptd incd sd fie scris. Aceastd expozitie nu e decit o
foarte modesta prefatd.

Expozitia prezintd lucrdri de tipuri extrem de variate, care
merg de la piese arheologice din antichitate (statuar mic, stele
votive sau funerare, sculptura decorativ-functionald), gdsite pe
teritoriul Romaniei de astdzi*, la sculpturd de sfarsit de secol 19
si din prima jumatate a secolului 20, incluzand o serie de masti
mortuare ale unor personalitdti publice din aceeasi perioada®.

Fard sd-si propunad sad fie o cercetare completd a ultimelor doud
secole de cind mediul sculpturii a inceput sd capete un oarecare
avant in tara noastrd, selectia autorilor prezentati include nume
majore ale sculpturii din Romania, de la Jean (Ion) Georgescu si
Frederic (Fritz) Storck la sfﬁr@it de secol 19, la Dimitrie Paciurea,
Oscar Han, Constantin Baraschi, Ion Jalea, Hans Mattis-Teutsch,
sculptoritele Milita Petrascu si Irina Codreanu in perioada interbe-
lica, sau Ion Bitzan, Vasile Gorduz, Pavel Bucur sau Paul Neagu

in anii’8o. O mentiune speciald merita ficuta despre prezenta, in

expozitie, a trei lucrdri de Aurel Popp (1879—1960), artist impor-
tant din Satu Mare, cunoscut mai ales pentru pictura sa, si mult
mai putin pentru surprinzdtoarea sa operd din zona sculpturii sau
chiar a arhitecturii.

Lucrdrile nu sunt dispuse cronologic, ci mai degrabd in
constelatii de imagini si obiecte care dialogheaza intre ele prin
formule vizuale neasteptate, deschizand spatii de interpre-
tare ce se bazeazd pe migratia, saltul, revenirile si rdsucirile
temelor iconografice.

Propunand o cdlatorie imaginard si poetica in salturi diacro-
nice prin sculptura din Romania, aceastd carte si aceastd expozi-
tie spun o poveste: o poveste despre umbra reald — a sculpturii
(umbra proprie sau umbra aruncatd) sau umbra notionald —
sugeratd prin multiplele referinte textuale atasate imaginilor si,
desigur, a (sub) intelesurilor acestora.

O poveste cu fantome si umbre, care ar putea foarte bine sa 1i
raspunda lui Aby Warburg:

»Despre influenta Antichitatii.

Acest basm e minunat de povestit.

Povesti cu fantome pentru adulti.”

ABY WARBURG, Mnemosyne, Grundbegriffe®

1 Platon, Republica, Cartea a V1I-a, 515-c, in Opere V, Editura
Stiintifica si Enciclopedicd, Bucuresti, 1986 (tradcere
de Andrei Cornea).

2 Nu numai referinta platoniciand, ci si Republica romana. Desi

asemdnatd adesea cu un model ideal pentru statul modern si contem-
poran, Republica romand era in mod recurent sfasiatd de rdzboaiele
civile interne sau de rdzboaiele cu vecinii. Pentru o descriere detaliatd
(desi, desigur, partiald istoriografic) a coruptiei, decandentei si luptelor
permanente pentru putere din Roma republicand a se vedea Plutarh,
Vieti paralele. Pentru studii moderne despre perioada a se vedea de
exemplu, printre altii, E. S. Gruen, The last generation of the Roman
Republic, Berkeley, 1974.

3 National Gallery din Londra organiza in 1995 o expozitie in onoa-
rea lui Ernst Gombrich, ocazie cu care a fost publicat catalogul acesteia:
Shadows: The Depiction of Cast Shadows in Western Art (National Gallery
London Publications, 1995, retipdritd in 2014 de Yale University Press).
in acelasi an, istoricul de artd Michael Baxandall publica un amplu
studiu despre importanta umbrei in reprezentare si perceptia spatiald
a secolului al 18-lea: Shadows and the Enlightenment (Yale University
Press, 1995). Dar cea mai cuprinzatoare carte despre subiect rimane
fdrd indoiald Scurtd istorie a umbrei de Victor Ieronim Stoichitd (original
Short History of the Shadow, Reaktion Books, Londra, 1997; traducerea in
romand a aparut in 2000 la Editura Humanitas).

4 Imprumutate din colectiile Muzeului National de Istorie a
Romaniei, Muzeul de Arheologie Callatis din Mangalia si Muzeul de
Istorie a Transilvaniei din Cluj.

5 Din colectia Muzeului National al Literaturii Romane.

Vom Einfluss der Antike.

Diese Geschichte ist mdrchenhaft

[zu] verstellen.

Gespenstergeschichte f[iir] ganz Erwachsene.
Aby Warburg, Mnemosyne. Grundbegriffe, I1 (2 July 1929), citat in
Georges Didi-Huberman, L'image survivante. Histoire de l'art et temps des
fantémes selon Aby Warburg, Editions de Minuit, 2002.



Preface

Celia Ghyka

“Then most certainly such men would hold that the truth is nothing
other than the shadow of artificial things.
— Most necessarily.”*
PLATON, The Republic, Book VII

REPVBLICA. About Shadow in Sculpture is a companion volume for
the exhibition of the same name held at the Oscar Maugsch (BCR)
Palace from September 27, to October 6, 2019, as part of the 6t
edition of Art Safari Bucharest. More than a conventional cata-
logue that would give an overview of the works presented in the
Central Pavilion, this book is an invitation to an open meditation
upon some of the exhibition’s central themes: shadow as origin
of both representation and knowledge, substance and illusion,
ghosts, double and death, influence, chimeras and Pathosformeln,
sculpture and the making of modernity.

As the title’s spelling intimates, the exhibition is metaphori-
cally revolving around classical Antiquity: in between the illusion
of the world as represented on the cave’s wall in Plato’s most
famous myth (The Republic, Book VII, 514a—517d) and the recur-
rent but ever-changing idea of an ideal political realm that would
be epitomized in the Republic?, shadow is the central unifying
concept. And although shadow has been visited numerous times
by momentous art history scholarship?, its relevance throughout
the history of Western art has been mostly emphasized in studies
about painting and perception. An extensive study about the
role of shadow in sculpture and its essential participation in the
production, reception and understanding of sculpture has yet to
be written. Our exhibition is only a very humble preface.

The show presents works that range from Antique statuary
or stelae found on the territory of today’s Romania*, to Romanian
sculptors from the late 19, early and mid 20" centuries, including
a series of death masks of cultural or public personalities from the
same period®. Without being a survey of the last two centuries
since this medium slowly started to develop in our country, the
cast features some of the major figures of Romanian sculpture:
from early Jean (Ion) Georgescu and Frederick Stork to Dimitrie
Paciurea, Oscar Han, Hans Mattis-Teutsch or Milita Petragcu in
the interwar period, to Ion Bitzan, Vasile Gorduz or Paul Neagu’s
works from the 1980s. A special mention should be made about
the presence of Aurel Popp (1879—1960), famous painter from
Satu Mare, but lesser known for his quite surprising sculptural
or architectural work.

The works are not displayed chronologically, but rather in
constellations of images and objects that relate to each other in
unexpected formulas that open new spaces for interpretation and
allude to the migration of topics and iconology, a migration that
proceeds in repetitions, returns, recurrences and jumps.

In proposing an imaginary journey that leaps diachronically
through sculpture in Romania, the exhibition and the book tell
a story: a story about actual shadow — enacted through sculp-
ture (modelling or cast shadow) and about notional shadow —
suggested through the many textual references and subsidiary
meanings attached to it.

A story with ghosts and shadows that could very
well echo Aby Warburg:

“On the influence of Antiquity

This story is magical

To be dissembled.

A ghost story for adults.”

ABY WARBURG, Mnemosyne, Grundbegriffe®

1 Plato, The Republic, Book VII, 515-c, translated with notes by Alan
Bloom, Basic Books, 1991 (2" edition), p.194.
2 Not just Plato’s reference but also the Roman Republic. Although

often seen as an ideal model for the modern and contemporary state,
the Roman Republic found itself frequently torn by wars with either
the neighbors or by the recurrent internal civil wars. For a detailed
(though certainly historiographically partial) account of the corrup-
tion, decadence and continuous struggles for power see Plutarch’s
Parallel Lives. For modern readings of the period, see, amongst others,
E. S. Gruen, The last generation of the Roman Republic, Berkeley, 1974.

3 In 1995, the National Gallery in London organized an exhibition
to honor Sir Ernst Gombrich, which occasioned the publication of
the catalogue, Shadows: The Depiction of Cast Shadows in Western Art
(National Gallery London Publications, 1995, reprinted in 2014 by
Yale University Press). In the same year Michael Baxandall pub-
lished a study about the debate around the importance of shadows
in the 18t century representation and perception of shape: Shadows
and the Enlightenment (Yale University Press, 1995). Yet the most
comprehensive book about the subject remains undoubtedly Victor
Ieronim Stoichitd’s Short History of the Shadow, (first published
in English by Reaktion Books, London, 1997; Romanian transla-
tion 2000 by Humanitas).

4 Borrowed from the collections of the National Museum of
History, the Callatis Museum of Archeology and the Museum of
Transylvanian History in Cluj.

5 From the collection of the National Museum of
Romanian Literature.
6 Vom Einfluss der Antike.

Diese Geschichte ist mdrchenhaft

[zu] verstellen.

Gespenstergeschichte f[iir] ganz Erwachsene.
Aby Warburg, Mnemosyne. Grundbegriffe, II (2 July 1929), quoted in
Georges Didi-Huberman, L'image survivante. Histoire de l'art et temps des
fantémes selon Aby Warburg, Editions de Minuit, 2002.
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Tatal, fiica, iubitul
siumbra lui

Celia Ghyka

Leon Battista Alberti says,
Some lights are from stars, some from the sun
And moon, and other lights are from fires.
The light from the stars makes the shadow equal to the body.
Light from fire makes it greater,
There, under the tongue, there, under the utterance.
CHARLES WRIGHT, A Short History of the Shadow*

Some (lights) are of stars, such as the sun and the moon and the
morning-star, others of lamps and fire. There is a great difference
between them, for the light of stars makes shadows exactly the same
size as bodies, while the shadows from fire are larger than the bodies.
A shadow is made when rays of light are intercepted.

LEON BATTISTA ALBERTI, De Statua*®

Skiagraphia. Un montaj

Aceasta carte si expozitia ce a generat-o sunt un montaj. Un
montaj de umbre si sculpturd, care se deschide interpretdrilor vari-
ate, ce suprapun multiple teme si motive vizuale pe care cititorul
este invitat sd le dezlege, sd le inmulteascd, sd le ducd mai departe,
sd le deconstruiasca.

De fapt e un montaj skiagraphic, (in masura in care putem
folosi un asemenea termen), care foloseste in mod direct proiectia
umbrelor pentru a expune obiectele. Proiectia cu umbre era un
procedeu folosit incd din Antichitate, iar termenul skiagraphia®
(picturd/scriere de umbre) indica atdt reprezentarea umbrelor
cat si folosirea umbrei proprii, modelarea obiectului pictat astfel
incit sd dea impresia de asemdnare, de realism, de sugerare a celei
de-a treia dimensiuni®.

Oricat de iluzorii si neadevarate ar fi fost pentru Platon®
aparenta si imaginile si, mai mult decat atat, umbra® acestor
aparente, artistii au crezut mereu altceva. De altfel, e binecu-
noscutd neincrederea lui Platon in orice reprezentare siimagine
ca fiind inseldtoare.

De altfel, rafinarea aparentei lucrurilor reprezentate in
picturd prin proiectia umbrelor a fost o temd recurentd in istoria
artei, poate mai apdsatd incepand cu Renasterea timpurie. Cum
sd desenezi umbrele asa incat ele sd nu interefereze cu subiectul
tabloului (si sa il concureze, de pildd, prin intensitate), cum sa
le construiesti intr-o reprezentare bi-dimensionald, ce culori sa
folosesti, cum sunt umbrele diferite in functie de diferitele tipuri
de lumina (lumina lampii sau a zilei), cum sa mdsori cantitatea
corectd de lumind si relatia ei cu umbra asa incat pictura sa fie

II

pe cit mai asemadndtoare cu realitatea (fie ea si una imaginata)?
Retrasind istoria renascentista a proiectiei umbrei, Thomas Da
Costa Kaufmann’ reviziteaza din plin textele lui Alberti, Leonardo
si Diirer, insd ne dezvaluie si cum studiul umbrelor a fost esential
pentru dezvoltarea opticii si a astronomiei inca din Antichitate.
Nu numai stabilirea orelor zilei si noptii (pentru care umbra a fost
instrumentul principal de mdsurare prin ceasurile solare), dar si
triangulatia, masurarea distantelor, a inaltimilor si chiar nesfar-
sitele Incercdri de a calcula distanta de la soare, sau circumferinta
Pdmantului, toate acestea au folosit ca prim instrument® observa-
rea umbrei®. Agsadar, nu doar mijloc de amdgire, umbrele se dove-
desc a fi chiar o metoda pentru mdsurarea lumii, deci a realitati.

Dar ce putem spune despre sculptura?

O poveste despre dublu

Va trebui sa ma intorc din nou cdtre antichitate, inapoi la
povestea originilor, asa cum ne-a fost ea transmisd de Pliniu cel
Batran', dar si de Quintilian®. Amandoi au fost martorii sfarsitu-
lui Republicii. Amandoi situeaza originea picturii si a sculpturii
intr-o poveste miticd despre un tatd, o fiicd, un iubit si umbra lui.
Quintilian i-a fost profesor lui Pliniu la scoala de retorica pe care
o deschisese la Roma. Au discutat ei vreodata povestea? E foarte
posibil. Dupad cum e posibil ca povestea sd fi fost atit de celebra
incat devenise ea insasi un mit.

Sa ne amintim povestea:

»S-a spus destul, poate mai mult decat destul, despre arta
picturii. Poate ar fi mai nimerit sd addugdm acestor remarci cate
ceva despre arta plasticd. Cu ajutorul aceluiasi pamant a fost
inventatd modelarea din argila a portretelor de cdtre Butades, un
olar din Sicyon, in Corint. El a ficut acest lucru datoritd fiicei sale,
indrigostitd de un tandr; cind acesta urma sd plece din localitate,
fata a desenat pe perete conturul umbrei chipului sdu, proiec-
tatd pe perete de flacira lumandrii. Tatdl ei a lipit argild pe desen,
dandu-i relief, si a intdrit-o la foc impreund cu celelalte piese de
oldrie. Se spune cd acest portret s-a pastrat in Templul Nimfelor
din Corint, pana la distrugerea acelui oras.”*?

Cat despre Quintilian, el doar mentioneazad mitul in trecere,
ca exemplu pentru nevoia de inovare in toate disciplinele:

,Caci, Intreb din nou, care ar fi fost rezultatul dacd nimeni
nu ar fi ficut mai mult decit predecesorii sdi?[...] Am naviga incd
cu plutele, iar arta picturii s-ar restrange la desenarea unei linii in
jurul umbrei aruncate de lumina soarelui.”*?

Asadar, fiica capteaza imaginea iubitului pe perete, iar tatdl
acesteia 1i modeleaza portretul din argild pentru a obtine un relief,
siasa se naste imaginea. O reprezentare a reprezentarii, totusi,
caci originea imaginii este umbra iubitului, dublul lui. Pliniu
ne povesteste istoria de doud ori**: intdi cand discuta originea
picturii, iar mai tarziu pe cea a sculpturii®. Iubitul trebuie sd plece
sau, dupa cum sugereaza Victor Ieronim Stoichita, a plecat deja
si probabil a murit, iar singura urma a existentei sale e captatd in
umbra lui: crearea simbolicd a unui dublu, a unei figuri surogat?®.
Din ce alt motiv sd 1i fi pastrat portretul de argild in templu? De
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ce, dacd nu ar fi fost in primejdie, sa fi desenat dublul profilului
siu? In acelasi timp contur al umbrei iubitului, aceastd imagine

il inlocuieste odata ce e plecat, 1i tine locul (in loco amantis), iar
imaginea care il inlocuieste e mai intdi umbra, dublul lui. Legdtura
dintre reprezentare, umbra, suflet, dublu si moarte a fost suge-
ratd de V. I. Stoichitd, printre alti cercetdtori care au interpretat
povestea lui Pliniu.

Umbrele au aceastd stranie si tulburdtoare calitatede a fi
in acelasi timp ireale, adica lipsite de consistentd si martori ai
realitdtii lucrurilor, cdci numai lucrurile reale aruncd umbre.
Umbra depinde direct de alte elemente evanescente ale atmosfe-
rei: lumind, culoare, texturd, formad; e miscatoare si instabild, si
nu e intdmplator cd de-a lungul istoriei culturii occidentale (sia
majoritatii culturilor, de fapt*®) umbra a fost mereu preceputa si ca
infricosdtoare, cel mai adesea inzestratd cu puteri supranaturale
care puteau sd afecteze (sau, dimpotriva, sa protejeze) obiectul
care {i era originea. Antichitatea greacd si mai apoi latina credea ca,
odatd ce murim, sufletul nostru va deveni umbra si va continua sa
existe in aceastd formad imateriald ce nu apartine lumii reale (mai
tarziu, intregul Infern al lui Dante avea sa fie populat cu umbre).

La fel cu statutul simbolic al umbrelor, functia initiald a
statuilor era sd se substituie celor morti*, sau s fie reprezentari
ale zeilor. Uneori, statuile puteau avea un rol expiator, ludnd locul
victimelor care urmau sd fie ucise in sacrificii rituale®°. Ridicarea
statuilor pentru oamenii vii care meritau sa fie onorati este pro-
babil o practicd ceva mai tarzie, care s-a rispandit mai ales dupa
jocurile olimpice, unde statuile atletilor victoriosi erau ridicate pe
drumul ce ducea la Olympia.

Asadar, statuile indeplinesc la randul lor functia dublului:
fie pentru cei vii (care trebuie sd fie onorati), cei morti (inlocuin-
du-i) sau pentru zei (pe care ii fac prezenti), iar fantasma acestui
dublu este si se reintoarci la viatd. Intr-o carte minunati, Kenneth
Gross®* descrie aceastd fascinatie ancestrald a statuii animate —
visul statuii care se trezeste. Ficand apel la multiple exemple din
istoria culturii occidentale, Gross cautd sd inteleagd cum, dincolo
de asemadnarea statuii cu corpul viu, vertical, sculptura are o anu-
mitd stranietate, ne tulbura, ne stinghereste, iar aceasta se dato-
reazd analogiei cu trupul nostru muritor si fragil, supus nevoilor,
dorintelor, suferintelor, fricii si in cele din urma descompunerii —
de care statuile sunt scutite. Corpuri ,,care se pot sparge dar nu pot
firanite [...] corpuri lipsite, in mod paradoxal, de singularitatea
rezistentd a corpului [...]: sufletul sdu.”*

Soarta statuii neagd astfel soarta fiintei noastre muritoare
si devine un substitut idealizat, imobil, de neatins, transformat
in piatrd, dar care in acelasi timp ne provoacd dorinta s o vedem
miscandu-se, actionand, intorcandu-se la viata.

Precum in teatrul de umbre.

Umbra ca influenta

Voireveni acum la istoria sculpturii romﬁne§ti, oistorie de
altfel relativ scurtd, cdci putem vorbi cu adevdrat despre sculp-
turd in Romania?* abia dupd a doua jumadtate a secolului al 19-lea.
In mod istoric, sculptura a avut in tirile romane fie o functie
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funerard (ca decoratie a pietrelor de mormant), fie una decora-
tivd, ca accesoriu al arhitecturii (ancadramente de usi, ferestre,
decoratie sculpturald, usi sculptate etc.), si uneori ca decoratie a
rarelor piese de mobilier urban (de pildd fantani). Dacd mentiunile
privind obiecte de sculpturd autonome in principatele romane
pre-moderne sunt putine sau deloc, existd in schimb o lunga
traditie privind reliefurile sculptate care insoteau arhitectura
ecleziastica sau princiard. Acest lucru se datoreazd si uneirezerve,
dacd nu chiar a unei atitudini iconoclaste, a Bisericii Ortodoxe in
ce priveste imaginea sculptatd.

Sculptura, in special cea de mari dimensiuni, a depins
totdeauna de existenta unor comanditari bogati, printre care, in
Occident, Biserica Catolica. Asadar absenta (cu putine exceptii*)
aunor astfel de comanditari in tdrile romane a ficut ca aceastd arta
sd se dezvolte cu mare dificultate (in afara, cum spuneam, a meste-
rilor cioplitori care participau la producerea arhitecturii).

Chiar si odatd cu modernizarea adusa de secolul al 19-lea (a
institutiilor publice dar si a vietii private), gustul pentru sculptura
al societatii romanesti se va dezvolta mult mai greu si mai tarziu
decit, de pildd, interesul pentru pictura de sevalet.

Aceastd explicatie se combinad fireste si cu 0 anumitd vulne-
rabilitate a mediului insusi al sculpturii, mult mai scump si mai
greu de realizat decat pictura, atdt ca pregdtire cit si mai ales in
ce priveste materialele, dar si mai rezistent, mai conservator, mai
putin predispus libertatii si inovatiei decit pictura (subiectele
depinzand la randul lor de gustul si modele comanditarilor).

in absenta unei educatii artistice superioare pana tarziu
(1864, cand se infiinteazd prima Scoald de arte frumoase sub dom-
nialui A. I. Cuza), reputatia sculpturii ca gen avea sd se constru-
iascd cu ajutorul sculptorilor strdini, iar abia mai tirziu aceastd
reputatie avea sa se consolideze prin artistii locali, la randul lor
scoliti in academiile sau atelierele europene.

Mai ales incepand cu a doua jumadtate a secolului al 19-lea,
orasele din Romania extracarpaticd au trecut prin ample procese
de modernizare urband, si acest lucru s-a produs in paralel cu con-
structia simbolicd a ideii de natiune (asemenea multor alte state
europene in acel moment) si cu constructia efectiva a institutii-
lor unui stat modern.

Dupa cum era de asteptat, aceastd modernizare a fost inso-
titd de o dorintd generald de a construi o noud identitate nationala,
si ce formuld artistica putea sd rdspundd mai bine acestei astep-
tari decat monumentul de for public? in plus, cdtre jumadtatea
secolului al 19-lea, societatea romaneasca adoptase deja modelul
francez?® in artd, culturd, politica, stil de viatd, asa incdt cultul
francez al monumentelor (statuomania®) ce a marcat intregul
secol a avut ecouri puternice in randul societdtii romanesti,
determinand un gust si un elan cu totul aparte pentru ridicarea
de monumente publice.

Fireste, odata cu ambitiile europene ale noului stat, colec-
tionarii care incepuserd sd apard dar si comenzile publice aveau
sa se Indrepte mai ales catre artistii strdini, si astfel multe dintre
aceste monumente au fost realizate de sculptori veniti din Franta,
Germania sau Italia?.
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Unii dintre acesti artisti veniti s lucreze in Romania in a
doua jumatate a secolului aveau sd rimand aici: e cazul lui Karl
Storck (1826—1887), care venise din Germania in 1849 si avea sa
devina fondatorul catedrei de sculptura in 1865, Wladimir Hégél
(1839—1919), sculptor francez de origine poloneza, sau Oscar
Spaethe (1875—1944), scolit la randul sdu in Germania. Karl Storck
este nu doar fondatorul invatamantului de sculpturd din tara
noastra, ci si tatdl unei dinastii de sculptori importanti — doi din-
tre fii sdi aveau sd ii urmeze vocatia si mestesugul, devenind figuri
majore ale sculpturii locale: Carol (1854—1926) si Frederic (Fritz)
Storck (1872—1942).

Printre elevii lui Karl Storck, doud personalitdti importante
trebuie mentionate: Joan (Jean) Georgescu (1856—1898) si Stefan
Ionescu-Valbudea (1856—1918), care impreuna cu Storck (tatal si
fiul mai mare, Carol) si Wladimir Hegel sunt considerati cei mai
remarcabili sculptori ai secolului al 19-lea romdnesc.

Cu totii excelau in arta portretului, o temd centrald pentru
sculptura mica, de interior, destinatd decorarii interioarelor bur-
gheze sau colectiilor in devenire.

Insi eforturile si ambitiile lor artistice s-au indreptat si citre
monumentul public, un domeniu ce incepuse sd cunoascd, dupa
cum spuneam, un avant cu totul particular.

Efervescenta statuarului public era de altfel caracteristicd
pentru intreaga Europd a momentului, iar prestigiul sculpturii
acelei epoci se datoreazd in mare parte utilitdtii sale publice, a
rolului sdu de acompaniator al eforturilor nationale sau locale
de a conferi spatiilor publice un caracter monumental, capabil
sd vorbeasca sentimentelor nationale si morale ale cetdtenilor.
Acest lucru explica de altfel si inclinatia pentru subiecte alego-
rice sau patriotice care sd intareasca functia comemorativa si
narativa a sculpturii.

Primele decenii ale secolului 20 sunt dominate de figurile
lui Frederik (Fritz) Storck si Dimitrie Paciurea (1873—1932) si mai
tarziu, desigur, de geniul lui Constantin Brancusi (1876—1957), a
carui umbrd uriasd avea sd i bantuie pe artistii romani (si nu doar
pe ei) pand tarziu, cdtre anii *60 i ’70 sau chiar panad astazi.

Scena ulterioard a secolului 20 avea sa fie mult mai bogata
simai variatd, pentru o societate mai sofisticata si mai compli-
catd, in care locul sculpturii fusese deja consoliodat, iar majori-
tatea protagonistilor acestei scene sunt prezenti si in expozitia/
catalogul de fatd: Gheorghe Anghel, Constatin Baraschi, Boris
Caragea, Mac Constantinescu, Iosif Fekete, Ion Jalea, Cornel
Medrea, Oscar Han, Hans Mattis-Teutsch, Aurel Popp. Meritd de
asemenea sd amintim opera extrem de interesantd si vie a celor
cateva sculptorite moderne: Zoe Bdicoianu, Irina Codreanu, Milita
Petrascu, Iulia Onitd.

Majoritatea sculptorilor romani ai perioadei isi facusera
studiile la Bucuresti (cu Storck sau Paciurea) si apoi in strdindtate,
mai ales la Paris, Miinchen sau in Italia. Multi lucrasera in ateli-
erele sculptorilor francezi si fusesera direct influentati de stilul
si tehnica unor Francois Rude, Charles Despiau, Jean-Baptiste
Carpeaux, Henri Bouchard, Aristide Maillol. O influentd majora
0 va avea autoritatea lui Auguste Rodin si mai apoi a elevului sdu,
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Antoine Bourdelle. Croatul Ivan Mestrovié a jucat la randul sau
un rol important de mentor dar i de actor pe scena sculpturii
interbelice din Romania.

Sculptura romaneascd a evoluat asadar aldturi de sau la
umbra figurilor majore ale artei europene, in special franceze, iar
motivele si temele explorate de acesti artisti dovedesc si ele o anu-
mitd sincronizare cu arta occidentald a momentului: monumente
dedicate unor personalitdti istorice, oameni de geniu, eroi ai cultu-
rii, multe portrete, studii de expresie, studiul corpului feminin si
masculin, expresii ale suferintei sau pasiunilor, sculpturad animali-
erd, compozitii alegorice, monumente funerare si reliefuri.

Referinta recurentd la motive si poze antice (aluzii la
mitologie, figuri feminine reprezentand alegorii ale unor notiuni
abstracte precum victoria, libertatea, independenta) raspundea de
asemenea unui gust general, rispandit in intreaga Europd, pentru
antichitatea clasicd (devenit mai apdsat incd din secolul al 18-lea).
Aceastd apreciere, deopotriva politica si filosoficd, se dezvol-
tase inclusiv pe fundalul cresterii nationalismelor europene din
secolul al 19-lea?.

Printre cei 35 de autori moderni prezenti in expozitie, 16
s-au ndscut in secolul al 19-lea, 8 inainte de 1910, 7 in perioada
interbelica si 4 imediat dupa al Doilea Razboi Mondial; astfel
selectia lucrarilor se intinde de la sfarsitul secolului al 19-lea
pana la modernismul primei jumatati a secolului 20 (majoritatea
lucrdrilor), incluzand citeva exemple din perioada postbelicd
si pand in anii 'go.

Lucrdrile care compun acest montaj exploreazd subiecte
recurente ale istoriei artei, iar expunerea lor alaturi de piese antice
care au supravietuit pe teritoriul Romaniei*® de astazi nu face
decit sd sublinieze revenirea sau supravietuirea acestor motive in
timp. Aby Warburg numea aceste ,metafore cu incarcdturd emoti-
onald”* figuri ale patosului (,,Pathosformeln”): figuri si gesturi cu o
intensitate si semnificatie speciald care revin mereu pe parcursul
istoriei artei occidentale, a caror intelegere variaza de la caz la caz,
dar care apar si reapar in mod misterios si neasteptat in anumite
momente din timp*.

La fel ca umbrele si fantomele.

Moarte si aparitie. Republica umbrelor

Pentru ca a fost vorba de fantome, voi reveni acum la
povestea dublului de adineauri: umbra e in acelasi timp dublul si
fantoma fiecdruia (suntem insotiti de umbrad iar odata ce trupul
dispare, sufletul ia forma umbrei in tinuturile de dedesubt), iar
functia originard a statuii este aceea de suport mnemonic. Daca ne
amintim istoria descrisa de Pliniu, iubitul fetei olarului urmeaza
sd plece — si probabil sa nu se mai intoarca vreodata. Asa ca
umbra lui de pe perete se transforma (sub actiunea tatdlui) in por-
tretul lui din argila — un fel de mascd ce i se substituie.
Originile sculpturii ne trimit asadar mai intdi la modelarea mdsti-
lor. $i mai precis a mdstilor mortuare.

Practica mdstilor funerare in cultura occidentald provine
cel putin din traditia Egiptului antic (unde o mascd sculptatd
era asezata pe sarcofagul defunctului si ingropata impreuna cu
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acesta) si a Greciei (pentru a nu aminti decit celebramasci a

lui Agamemnon?®), si s-a pastrat de-a lungul Evului mediu si al
modernitdtii timpurii, in special cu scop comemorativ (ca aide
mémoire pentru familie sau pentru generatiile urmatoare), sau
pentru a servi drept model pentru efigii si portrete ulterioare.

Mai tirziu, in secolele al 18-lea simai ales al 19-lea, acest obicei a
inceput sa fie legat nu doar de practici funerare sau comemorative,
ci si de criminalistica (mulajul necunoscutilor decedati se facea
pentru a ajuta la identificarea acestora — o practica inlocuita mai
tarziu de fotografia post-mortem) sau de cercetdri stiintifice (stu-
diul personalitdtilor pornind de la portret — figuri importante sau
criminali celebri). Prelevarea mastilor defunctilor a cunoscut un
moment maxim mai ales in secolul al 19-lea**, cand aceste obiecte
devin interesante ca obiecte de colectie sau chiar obiecte artistice.
Majoritatea prelevatorilor erau si iscusiti sculptori, iar turnarea
gipsurilor dupa masti devenise o afacere profitabild sila moda,
raspandita pretutindeni in Europa. Era de altfel comun pentru
acestia sa foloseasca diferite tehnici de cioplire si modelare pentru
ainfrumuseta sau modifica ugor masca pentru a o face cat mai
asemadnatoare cu imaginea din timpul vietii defunctului.®

Acest obicei oarecum straniu a continuat de altfel in paralel
cu avantul fotografiei, ca parte a practicilor memoriale.

Expozitia include o serie de masti mortuare si mulaje de
maini ale unor personalititi culturale si politice ce provin din
colectiile Muzeului National al Literaturii. Prezenta lor intr-un
montaj despre umbrd, sculpturd si urmele antichitatii e, de altfel,
mai mult decat naturald si se referd la legdtura intima din-
tre acestea si moarte.

Masca e totdeauna dublul care se substituie persoanei
care o poarta (la fel ca umbra), insd masca mortuarda nu mai e
un dublu iluzoriu, o pdcalire a realitdtii, ci chiar dublul literal
al persoanei, aparitia ultimad care inregistreaza figura finald a
intalnirii cu moartea.

Prelevate chiar imediat dupd ultima suflare, mastile mortu-
are sunt urma finald a vietii Inainte de ingropare si descompunere,
inaintea disparitiei totale: precum statuile, se lupta cu uitarea.

Precum umbra si fantomele, ele ne sunt dublurile.

Nota catre cititor. Catalogul ca ekphrasis

Dupd cum am mai spus la inceput, aceastd carte e un mon-
taj. Mai mult decdt un instrument critic care descrie lucrarile
expuse, provenienta lor si biografiile artistilor (ce se gdsescla
sfarsitul volumului), acest catalog e o meditatie despre umbrd,
sculptura si cuvinte.

Cuvant (poeme, fragmente de text) siimagine se oglin-
desc reciproc, provocand cititorul sd reflecteze la multiplele
legdturi dintre sculptura ca obiect, umbrd ca iluzie sau dublu al
obiectului, dar si ca dispozitiv estetic si optic esential pentru
intelegerea obiectului.

Lecturile pot fi multiple si reprezintd o invitatie deschisa
catre cei ce vor frunzdri aceasta carte.
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II

Leon Battista Alberti spune / unele lumini vin de la stele, altele de la
soare / si de la lund, iar alte lumini vin de la foc. / Lumina stelelor face umbra
egald cu corpurile. / Lumina focului o face mai mare / acolo, sub limbd, acolo,
sub rostire. Charles Wright, A Short History of Shadow, Farrar, Straus &
Giroux, LLC 2002 (trad.ed.)

»2Anumite [lumini] sunt ale stelelor, precum cele ale soarelui,
ale lunii si ale luceafarului, altele vin de la ldimpi sau de la foc. E o
mare diferenta intre ele, cici lumina stelelor face ca umbrele sa fie
egale cu corpurile, in timp ce umbrele focului sunt mai mari decit
corpurile. Umbra apare cdnd razele luminoase sunt interceptate.

,Leon Battista Alberti, On Painting and On Sculpture, traducere de Cecil
Grayson, London, 1972, p.47, apud Thomas Da Costa Kaufmann, p. 262
(traducere proprie).

Din grecescul skia (umbra) si graphia (scriere).

in Istoria Naturald, Pliniu cel Bitran discut3 in mod repetat despre
cum virtuozitatea artistului poate fi mdsuratd prin abilitatea lui de a
reproduce ,asemdnarea” cu obiectele reprezentate: , Toti acestia erau
artisti notorii, dar nu indeajuns incat sd ne retina cu detalii suplimen-
tare, in graba noastrd de a ajunge la maestrii artei; printre care cel dintai
a fost Apollodorus din Atena, in cea de-a noudzeci si treia Olimpiada.
El a fost primul care a pictat obiectele asa cum apareau in realitate.”
Pliniu cel Bitran, Naturalis Historia, Cartea XXV, capitolul 36. Pentru
toate referintele la Pliniu, voi folosi traducerea in romine@te de Ioana
Costa si Tudor Dinu aparuta in 2001 la Editura Polirom.

Platon foloseste in mod repetat termenul phantasmata, atat pentru
desemnarea aparentelor — felul in care un lucru aratd — cat sia
asemandrii — fidelitatea unei imagini. Pentru un studiu metodic al uti-
lizarilor termenului atat in Republica cat si in Sofistul, a se vedea Victor
Ieronim Stoichitd, Scurtd istorie a umbrei, Humanitas, 2000, pp. 21—28.

Pentru Platon, atdta vreme cdt rimanem spectatori captivi si
pasivi ai iluziei — umbra ca reprezentare pe peretele pesterii —, nu
vom fiin stare sd vedem adevarul existentei. Desigur, ca prizonieri nu
stim ca ceea ce vedem sunt doar umbre, cdci nu avem nicio idee despre
cum aratd lucrurile reale.

Thomas Da Costa Kaufmann. ,,The Perspective of Shadows: The
History of the Theory of Shadow Projection”, Journal of the Warburg and
Courtauld Institutes, vol. 38, 1975, pp. 258—287.

Prin mdsurarea umbrei purtate cu un gnomon, un instrument verti-
cal triunghiular sau in forma de L folosit pentru a avea unghiuri drepte.

Cu sigurantd, chiar dacd unele dintre aceste studii porneau de la
ipoteze stiintifice eronate privind paralelismul razelor luminoase, folo-
sirea umbrei pentru determinarea masuratorilor si distantelor rimane
o chestiune uimitoare. A se vedea Thomas da Costa Kaufmann, op.cit..

Pliniu cel Bitran (Gaius Plinius Secundus, 23—79 p.Chr.) a fost un
istoric roman, autor al unei lucrari monumentale de tip enciclopedic,
Naturalis Historia. Aceasta este singura dintre scrierile sale care a supra-
vietuit si care adund cunostinte de natura diversd, din toate domeniile
timpului sdu: de la medicind, turnarea metalelor sau botanica la artd si
arhitectura. Cartea XXXV din XXVII este dedicatd picturii, sculpturii,
arhitecturii si artelor. Pliniu e un autor citat in mod frecvent de istoricii
romani mai tarzii si a fost de asemenea recuperat de la Renastere
incoace. Pliniu a murit cu ocazia eruptiei Vezuviului, in anul 79, cind
se afla pe un vas ancorat 1angd portul actualului Napoli.

Quintilian (Marcus Fabius Quintilianus, 35—100 p.Chr.) a fost un
pedagog si cdrturar roman. Originar din Spania de astdzi, el a studiat si
apredat retorica la Roma, iar ulterior a fost promovat la rang de consul
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de cdtre imparatul Vespasian. Principala sa lucrare (si singura care s-a
pdstrat) este Institutio Oratoria (95 p.Chr.), in care discutd fundamen-

tele retoricii dar i in general rolul esential al educatiei pentru societate.

Pliniu cel Bitran, Naturalis Historia, Cartea XXV, Capitolul 43.

Quintilian, Institutio Oratoria, X, capitolul 2 (traducere de H.E.
Butler, 1920, Loeb Classical Library) (traducerea noastrd in romand).
Textul meu incepe cu un fragment in care Alberti discuta despre diferi-
tele calitdti ale umbrelor, iar mai departe se refera direct la Quintilian, o
dovada cd textul era cunoscut in Renastere.

»Problema originilor picturii este neclard si nu se incadreaza in
scopul acestei lucrdri. Egiptenii afirma cd aceastd artd a fost inventatd
la ei, cu sase mii de ani inainte de a trece in Grecia; pretentie evident
desarta. Cat despre greci, unii spun ca ar fi fost inventata la Sicyon,
altii in Corint; dar toti sunt de acord cd a inceput cu trasarea unui
contur in jurul umbrei umane.” Pliniu cel Bitrin, Naturalis Historia,
Cartea XXXV, capitolul 5.

Sau, mai precis, a artei modelajului, cdci capitolul 43 al Cartii
XXXV alui Pliniu este ,Inventatorii artei modelajului”.

V.I. Stoichitd, Scurtd istorie a umbrei, op.cit., p.15—18. Stoichitd face
un amplu comentariu al fragmentului din Pliniu si il leagd apoi de
cultul timpuriu al statuilor din Egipt si Grecia, unde atit umbra cat si
statuia aveau functia de a fi receptacole ale sufletului.

Gerhard Wolf, ,, The Origins of Painting”, Res: Anthropology and aes-
thetics 36 (Autumn 1999), pp. 60—78; Hagi Kenaan, ,, Tracing Shadows:
Reflections on the Origins of Painting” in Pictorial Languages and Their
Meanings, Liber Amicorum in Honor of Nurith Kenaan-Kedar, eds. C.
Versar and G. Fishof, Tel Aviv University Publishing, 2006.

Intr-un studiu antropologic devenit clasic, James Frazer exami-
neaza superstitiile privind umbra ca substitut al sufletului in diferite
culturi de pe glob. Umbra e adesea perceputa ca fiind in acelasi timp
puternica si periculoasa, intim legata sau direct raspunzdtoare de
soarta persoanei careia ii apartine. James George Frazer, The Golden
Bough: a study in magic and religion, New York: Macmillan, 1922. A se
vedea capitolul 18.§ 3. ,,The Soul as a Shadow and a Reflection”.

Sufletul defunctului (ka) era transferat ritual efigiei asezate pe
sarcofagul in care era depusi mumia. In cultul funerar din Egiptul antic
existau si anumite figurine de lemn, numite shabawty, care semanau cu
munmiile si aveau rolul sd il serveasca pe defunct in viata de apoi.

Michel Serres, Statues. Le second livre des fondations,

Flammarion, 2014.

,,in timpurile de demult nu era obiceiul [ca statuile] sd fie ase-
madnadtoare indivizilor, cu exceptia celor care meritau sd fie amintiti
pentru faptele lor celebre, pentru victoria la jocurile sacre, siin
particular la Jocurile Olimpice, unde se obisnuia ca atletilor victoriosi
sd li se consacre mereu statui”. Pliniu cel Batran, Naturalis Historia,
Cartea XXXIV, capitolul 9.

Kenneth Gross, The Dream of the Moving Statue, The Pennsylvania
State University Press, 2006.

ibid., p.17.

Din motive de simplificare si cursivitate a textului, ma refer la
»~Romania” intr-un sens foarte larg si nu totdeauna corect istoric, de
vreme ce primul pas cdtre un stat unitar se realizeazd de-abia odatd cu
Unirea Principatelor din 1859.

Relatdrile caldtorilor strdini din secolul al 17-lea si al 18-lea
mentioneaza prezenta unor sculptori dalmatini sau italieni la curtea
lui Constantin Brancoveanu. Dar nicio sculpturd nu s-a pastrat,
sinu exista nicio altd dovada a existentei unor eventuale busturi
ale stramosilor principelui care sd fi fost realizate de acesti artisti.

A se vedea George Oprescu, Sculptura romdneascd, Meridiane,
Bucuresti, 1965, pp. I1—12.

Pentru un studiu exhaustiv despre influenta franceza asupra
gustului, comenzilor publice, colectionarilor de sculptura, a implicarii
artistilor francezi in Romania, a se vedea Ioana Beldiman, Sculptura
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francezd in Romania (1848—1931). Gust artistic, modd, fapt de societate,
Simetria, Bucuresti, 2005.

Statuomania e un termen ce desemneazd obsesia francezd
de aridica monumente publice in secolul al 19-lea si pand la
Primul Razboi Mondial.

Precum Albert-Ernest Carrier-Belleuse pentru prima statuie
ecvestra din Bucuresti, Emmanuel Frémiet pentru ecvestra lui Stefan
cel Mare la Iasi, Ernest Dubois pentru statuia lui I.C.Brdtianu sau bus-
tullui Eugeniu Carada, Ettore Ferrari pentru statuia lui Ion Heliade-
Radulescu etc. A se vedea Ioana Beldiman, op.cit..

Pentru o istorie sinteticd a sculpturii secolului al 19-lea, a se
vedea Robert Rosenblum si HW. Jansen, 19”’ Century Art, Abrams,
1984, si Maurice Rheims, La sculpture au XIXe siécle, Arts et Métiers
Graphiques, Paris, 1972. Pentru cel mai important studiu critic privind
trecerea de la sculptura academicd la cea modernd, a se vedea Rosalind
Krauss, Passages in Modern Sculpture, The MIT Press, 1977.

E vorba in special de coloniile grecesti de la Marea Neagra. Aceste
piese arheologice includ reliefuri votive dedicate unor divinitati locale,
precum reprezentarea Calaretului trac sau Heros Karabasmos —un
zeu ecvestru, sincretic, al cdrui cult apare in regiunea Odessus (Varna
de astdzi) la sfarsitul secolului 2 sau in secolul 11.Chr., pentru a se
raspandi apoi in intreg teritoriul trac. Zeita Cybela si zeul Serapis sunt
alte doua zeitati celebrate local.

Colleen Becker, ,Aby Warburg’s Pathosformel as methodological
paradigm”, Journal of Art Historiography, 9, 2013.

A se vedea Georges Didi-Huberman, L'image survivante.

Histoire de lart et temps des fantdmes selon Aby Warburg, Les Editions
de Minuit, Paris, 2002 si Kurt Foster, ,Introduction”, in Aby
Warburg, The Renewal of Pagan Antiquity, Getty Research Institute
Publications, Los Angeles, 1999.

Descoperitd de arheologul Heinrich Schliemann in 1876, care a cre-
zut cd este masca lui Agamenmnon, conducitor al aheilor in Rizboiul
Troian. Cercetdri arheologice mai recente au datat masca intr-o
perioada precedentd celei in care se presupune cd a avut loc Rizboiul
Troian. Masca se pastreaza la Muzeul de arheologie din Atena.

Ernst Bernkard, Das Ewige Antlitz: Eine Sammlung von Totenmasken,
1927 (Undying Faces: a Collection of Death Masks, publicat de Leonard
si Virginia Woolf, Londra, 1929), catalogul fotografic al celor mai
faimoase colectii europene de masti mortuare era un volum celebru in
perioada interbelica.

Rebecca Wade, ,,D. Brucciani & co., Ltd. Moulding and
Casting the Living and Dead”, The Humility of Plaster, Kettle’s
Yard, Cambridge, 2018.
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A Father, a Daughter,
a Lover and his Shadow

Celia Ghyka

Leon Battista Alberti says,
Some lights are from stars, some from the sun
And moon, and other lights are from fires.
The light from the stars makes the shadow equal to the body.
Light from fire makes it greater,
There, under the tongue, there, under the utterance.
CHARLES WRIGHT, A Short History of the Shadow*

Some (lights) are of stars, such as the sun and the moon and the
morning-star, others of lamps and fire. There is a great difference
between them, for the light of stars makes shadows exactly the same
size as bodies, while the shadows from fire are larger than the bodies. A
shaadow is made when rays of light are intercepted.

LEON BATTISTA Alberti, De Statua*

Skiagraphia. A montage

This volume and the exhibition that originated itis a
montage. A montage of shadows and sculpture, that opens up to
various interpretations, overlapping multiple visual stories and
topics that the reader is invited to unbind, replicate, multiply, take
further, deconstruct.

It is actually a skiagraphic montage: literally using the pro-
jection of shadows for the display of objects. Shadow projection
was used by artists since the Antiquity, and the term skiagraphia
(writing/painting? the shadows) indicated both the representa-
tion of shadows and shade painting: the modelling of the object as
to give an impression of “realism”, of likeness, a suggestion of the
the third dimension®.

As illusory and untruthful as appearance and images may
have been for Plato®, and moreover the shadow of these appear-
ances®, artists seem to have been thinking otherwise. Besides,
Plato’s suspicion of all representation and image as being
deceitful is well known.

However, enhancing the appearance of represented things
in a painting through shadow projection is a question that has
always puzzled artists, but perhaps more tenaciously since the
early Renaissance. How to trace shadows so that they do not
interfere with the theme of the painting, how to draw them, how
to construct them in bi-dimensional representation, which color
to use, how are they different depending on the types of light
(candle light or day light), how to measure the right amount of
light and its relation to shadow so that painting could be as truth-
ful to reality (albeit an imagined one) as possible. In retracing
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the Renaissance history of shadow projection, Thomas Da Costa
Kaufmann’ revisits extensively Alberti, Leonardo and Diirer,
but also reveals how the study of shadows has been essential in
the developments of optics and astronomy since the Antiquity.
Not only establishing the hours of day and night (where shadow
had been the main instrument of measurement with the the
sundials), but triangulation, distance, height, and finally the
infinite attempts at calculating the distance from the sun, or the
circumference of the Earth had been using the observation of cast
shadows® as a primary tool®. So, not so much as a deceitful device,
shadows may turn in fact to be a method for measuring the world,
hence attest to its reality.

But what about sculpture?

A story of doubles

I shall have to go back a little more to the Antiquity, back to
the story of the origins as it has been transmitted to us by Pliny
the Elder'®, but also by Quintilian®. Both had witnessed the end of
the Republic. Both retrace the origin of painting and sculpture to a
mythical story about a father, a daughter, a lover and his shadow.
Quintilian had been Pliny’s teacher in his school of rhetoric in
Rome. Had they ever discussed it? It may very well be possible.
As it may be possible that the story was so popular that it had
already become a myth.

Let us recall the story:

“On painting we have now said enough, and more than
enough but it will be only proper to append some accounts of the
plastic art. Butades, a potter of Sicyon, was the first who invented,
at Corinth, the art of modelling portraits in the earth which he
used in his trade. It was through his daughter that he made the
discovery; who, being deeply in love with a young man about to
depart on a long journey, traced the profile of his face, as thrown
upon the wall by the light of the lamp. Upon seeing this, her father
filled in the outline, by compressing clay upon the surface, and so
made a face in relief, which he then hardened by fire along with
other articles of pottery. This model, it is said, was preserved in
the Nymphaeum at Corinth, until the destruction of that city.”

As for Quintilian, he only briefly mentions the myth
in passing, as an example for the necessity to innovate
in every discipline :

“For what, I ask again, would have been the result if no one
had done more than his predecessors? (...) We should still be sail-
ing on rafts, and the art of painting would be restricted to tracing a
line round a shadow thrown in the sunlight.”*

So, the father captures the image of the daughter’s lover
on the wall, models the portrait in clay in order to obtain a relief
and so the image is born. The representation of a representation,
though, since the image originates in the lover’s shadow, his dou-
ble. Pliny tells the story twice: first when discussing the origin of
painting™, later when he discusses the origin of sculpture *.

The lover must leave, or, as Victor Stoichitd suggests, has already
departed and deceased and the only trace of his existence is
captured in his shadow: “the symbolic creation of a living double,
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a surrogate figure”’. Why else keep his clay portrait in a temple?
Why else, had he not been in danger, make a double of his profile
at all? So at the same time contour of the lover’s shadow, this
image also stands for him once he is gone, it is his replacement (in
loco amantis) and the image of this replacement is his shadow, his
double. The connections between representation, shadow, soul,
double and death have been suggested by Stoichitd, as by other
interpreters” of Pliny’s story.

Shadows have this curious and troubling quality of being
unreal, that is, deprived of consistency and paradoxically testi-
fying to the reality of things, for only real things cast shadows.
Utterly dependent on other elusive elements of the atmosphere:
light, color, texture, shape, it is not for nothing that along the his-
tory of Western culture (and most cultures, in fact)*®, shadow has
always been perceived as disturbing, most often endowed with
supernatural powers that could affect (or protect) the object of its
origin. Greek (and later, Roman) Antiquity believed that once we
die, our soul, taking the form of shadows, would continue to exist
in this immaterial form that does not belong to the real world.

Similar to the shadow’s symbolic position, statues’ initial
function was to act as substitutes for the deceased, or as the rep-
resentation of gods. Sometimes, they would perform a propitia-
tory role, standing for the victims to be killed in ritual sacrifices?®.
Statues of the living worth being honored was probably a later
practice, that would rapidly become common especially since the
Games in Olympia, where the statues of the victorious athletes
were erected on the road to the stadium?.

So, statues are doubles themselves: either for the living (to
be honored), the deceased (to be replaced) or the gods (to make
them present) — and the phantasm of this double is to come back
to life. In a beautifully written book, Kenneth Gross® explores the
outlasting fascination of the animated statue: the dream of the
statue’s awakening. He seeks to understand how, more than just
because of the statue’s resemblance to the standing/living body,
there is a certain uncanny quality that we attach to sculpture,
and this relates to our mortal and fragile body, subject to needs,
desires, terror, suffering and finally decay — all of which stat-
ues are exempt. Bodies “breakable but unwoundable (...) bodies
stripped, paradoxically enough, of the body’s resistant strange-
ness, (...) its soul”?,

The fate of the statue thus denies the fate of our dying per-
sona and becomes an idealized, immobile, untouchable substitute
turned into stone, at the same time triggering our desire to see it
move, act, come back to life.

Like in the shadow theatre.

Shadow as influence

Let me now come back briefly to the story of Romanian®*
sculpture, quite a short story actually, since we can only speak
properly about sculpture in Romania after the second half of the
19th century: historically sculpture has had either a funerary
function (as tombstone decoration), a decorative purpose — as
counterpart of architecture, and sometimes as part of the rare
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pieces of urban furniture such as fountains. So if there is little or
no mention of autonomous sculptural objects in the Romanian
pre-modern principalities, there is, however, a quite long tradition
of ornamental sculpted reliefs that would accompany elements of
ecclesiastic or princely architecture. This is mainly due to a certain
wariness if not altogether iconoclastic attitude of the Orthodox
Church towards sculpted images. Sculpture, and especially large-
scale sculpture has always depended on the existence of wealthy
patrons, among which, in the Western culture, the Catholic
Church. Thus the absence (with extremely rare exceptions®) of
such patrons in the Romanian countries made it very difficult for
such an art to thrive.

Even with the modernization of the 19 century (public
institutions but also private individuals), Romanian society’s
taste for sculpture would be acquired much later than the interest
for easel painting.

This is combined of course with a certain vulnerability of
the medium itself, certainly more expensive in both training and
materials than painting, and thus allowing less innovative light-
ness or freedom than painting.

In the absence of an academic artistic education until quite
late (1864), sculpture as a genre would acquire a certain reputa-
tion via foreign sculptors, later to be consolidated by local artists
trained in the European schools or studios. Especially during
the second half of the 19 century, Romanian cities had been
undergoing a process of modernization, parallel to the symbolic
construction of the idea of a Romanian nation (similar to other
European movements of the time) along with the institutions of a
new and modern state.

As it was expected, this modernization was accompanied
by an intense desire to build a national identity, and what better
artistic form to embody this narrative than the public monument?
Moreover, by the mid 19t century, Romanian intelligentsia had
adopted the French model* in arts, culture, politics, lifestyle,
so the French statuomania® that marked the entire century had
strong echoes among the young Romanian society.

Naturally, along with the European ambitions of the new
State, the emergent collectors but also the public commissions
would also look towards the Western artists, and so many monu-
ments were realized by French or Italian sculptors?®.

But some of these Western artists that came to Romania in
the second half of the 19th century decided to remain: it is the case
of Karl Storck (1826—1887), who arrived from Germany in 1849
and became the founder of Romanian chair of sculpture in 1865,
Wladimir Hegel (1839—1919), French sculptor of Polish origin, or
Oscar Spdethe (1875—1944), also born and trained in Germany.
Karl Storck is not only the founder of sculptural education
but also the father of a dynasty of important sculptors and an
important teacher — two of his sons would follow his steps and
become major figures in the field: Carol (1854—1926) and Frederic
Storck (1872—1942).

Among Karl Storck’s pupils two important figures must
be mentioned: Ioan (Jean) Georgescu (1856—1898) and Stefan
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Ionescu-Valbudea (1856—1918). Together with Storck (Karl and
his eldest son Carol) and Hegel, they are considered to be the most
prominent sculptors of the 19t century. They all excelled in the art
of portraiture, a central theme for the smaller sculpture, destined
to the interior decorations of the bourgeois salons or newly estab-
lished collections. But their efforts and ambitions broadened con-
siderably towards the exploration of public monuments, a domain
which sparked off the interest and ambitions of the young modern
Romanian society. The effervescence of public statuary was in fact
present everywhere in Europe, and sculpture’s prestige is largely
due to its public utility: its role as an accessory to the institutional
(national or municipal) efforts to give public spaces (squares,
boulevards) a monumental character, able to appeal the public’s
patriotic sentiments and inspire noble and moral actions. Hence
the propensity for the allegorical subjects, or patriotic/national
subjects that would enhance the commemorative and narrative
function of sculpture.

The first decades of the 20t century is dominated by the fig-
ures of Frederic (Fritz) Storck and Dimitrie Paciurea (1873—1932),
and obviously by the genius of Constantin Brancusi (1876—1957),
whose grandiose shadow would haunt Romanian (and not only)
artists until late in the 1960s and ’70s, if not even today.

The later 20 century scene would be much larger, for an
already established place for sculpture within the more sophisti-
cated society of the time, and most of its major protagonists are
also represented in the exhibition: Gheorghe Anghel, Constatin
Baraschi, Boris Caragea, Mac Constantinescu, Iosif Fekete, Ion
Jalea, Cornel Medrea, Oscar Han, Hans Mattis-Teutsch, Aurel
Popp. It is worth mentioning the extremely interesant works of
the very few women sculptors that marked the modern moment:
Zoe Bdicoianu, Irina Codreanu, Milita Petrascu, Tulia Onitd.

Most Romanian sculptors from the late 19th and early 20t?
centuries were trained in Bucharest (with Storck or Paciurea)
and then travelled abroad, especially to Paris, but also to Munich
or Italy. Many worked in the studios of the French sculptors and
would be directly influenced by the styles of a Francois Rude,
Charles Despiau, Jean-Baptiste Carpeaux, Henri Bouchard,
Aristide Maillol. A major influence would certainly bear the
authority of Auguste Rodin and later that of his pupil Antoine
Bourdelle. Croatian Ivan MesStrovi¢ played a significant role
as a mentor and as part of the scene of the Romanian inter-
war public sculpture.

Romanian sculpture evolved under and beside the shadow
of the major figures of European art, mainly of French influence,
while the subjects explored by these artists demonstrate a certain
synchronicity with the Western art of the moment: portrait sculp-
ture and monuments to political personalities, men of genius or
heroes of culture, but also private portraits of the patrons, charac-
ter studies, the study of the male and female body, the expressions
of suffering, animal or mythological figures, allegorical composi-
tions, funerary monuments and reliefs.

The recurrent references to the antique motifs or poses
(allusions to mythology, feminine allegorical figures representing
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abstract concepts such as victory, liberty, independence) was only
matching Europe’s overall enthusiasm for classical antiquity (ever
since the 18t century). This appreciation was both political and
philosophic, and was developed on the background of the rise of
the 19th century nationalisms?.

Among the 35 modern authors present in the show, 16 were
born in the 19t century, 8 before 1910, 7 in the interwar period
and 4 immediately after the Second World War, so the selection of
works spans from the late 19" century to the first half of the 20%
century (the vast majority), to a few examples from the postwar
period until the 1980s and 1990s.

The works that compose the montage explore recurrent
motifs of art history, and their display together with antique
pieces that have survived on the territory° of nowadays Romania
only enhances the resurgence or survival of such motifs in time.
Aby Warburg had named these “emotionally charged visual
tropes”® Pathosformeln (pathos formulas): figures and gestures
of special significance, that are recurrent through the entire
Western art history, whose individual understanding varies in
each case, but that appear and reappear mysteriously in differ-
ent moments of time*2.

Not unlike ghosts and shadows.

Death and Appearance. A Republic of Shadows

Let me now return for a little while to the story of doubles:
the shadow is a ghost but also a double, as the statue’s original
function is that of remembering. If we recall Pliny’s story, the
daughter’s lover was about to leave — and probably never come
back. So the shadow on the wall is transformed into his clay
portrait. The origins of sculpture are also drawing us back to the
casting of masks. And more particularly that of death masks.

The practice of funerary masks in Western culture may be
traced back to ancient Egypt (where a sculpted mask was put
on the sarcophagus of the deceased and buried with him) and
Greece (the famous mask of Agamemnon)??, and was common
also throughout the Middle Ages and early modernity, especially
for commemorative purposes (as a reminder for the family or for
future generations) or in order to serve as model for later effigies
or portraits. Later, during the 18 and 19t centuries, this custom
began to mark not just a funerary or commemorative practice,
but also to bear scientific interest (the study of character — either
for famous personalities or for famous criminals) or forensic
purposes (the cast of John or Jane Does would help estab-
lish their identities).

The practice of casting masks from the dead reached a peak
toward the end of the 18" century and especially throughout the
19t century®, when the death mask would gradually be replaced
with post-mortem photography, while at the same time acquiring
an interest as an art object or collectible object in its own.

The making of plaster moulds from masks (taken from dead but
also living persons) had been a profitable and quite spread practice
during the 19 century. This peculiar custom somehow echoed
the rapid spread of photography, as part of the memorialization
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practices. It was common among the makers of plaster moulds
and casts to use different carving or modelling techniques in order
to embellish or slightly modify the mask, as to give it a more life-
like image of the deceased®.

The exhibition includes a series of death masks and hand
casts of Romanian cultural and historical figures from the collec-
tion of the Museum of Romanian Literature. Their presence in the
context of an exhibition about shadow, sculpture and the traces
of antiquity only comes as a logical step: shadow, sculpture and
death are intimately intertwined.

The mask is always a double, the double that substitutes
itself to the person who wears it (like the shadow) but the death
mask is no longer an illusory double, a way of tricking reality, but
the literal double, the cast that captures our final appearance: the
encounter with death.

Death masks are meant to be the last trace before burial and
decomposition, before the complete disappearance: like statues,
they fight oblivion.

Like ghosts, they are doubles.

Note to the reader. The catalogue as ekphrastic montage

As I mentioned already, this book is a montage. More
than just an instrument that describes the works and their
provenance, as well as the artists’ short bios (to be found at the
end of the book), this catalogue is a meditation about shadow,
sculpture and words.

Words (poems, fragments of texts) and images will thus mir-
ror one another, as to provoke the reader to think at the multiple
connections between sculpture as object, shadow as illusion or
double of the object, but also as an essential aesthetic device that
accompanies the understanding of the object.

The readings are multiple, and they are an open invitation to
he or she who would drift throughout the book.

1 Charles Wright, A Short History of Shadow, Farrar,
Straus & Giroux, LLC 2002.
2 Leon Battista Alberti, On Painting and On Sculpture, trans-

lated by Cecil Grayson, London, 1972, p.47, apud Thomas Da
Costa Kaufmann, p.262.
3 From skia (shadow) and graphia (writing).

Pliny the Elder’s encyclopedic Natural History discusses repeat-
edly about how an artist’s virtuosity could be measured by his ability
to reproduce the “likeness” of an object: “All these were artists of
note, but not sufficiently so to detain us by any further details, in our
haste to arrive at the luminaries of the art; first among whom shone
Apollodorus of Athens, in the ninety-third Olympiad. He was the first
to paint objects as they really appeared.” (Pliny the Elder, Naturalis
Historia, Book XXV, chapter 36). For all references to Pliny the Elder,
T use the 1857 translation by John Bostock and H.T. Riley, Henry G.
Bohn publisher, London.

5 He repeatedly uses the term phantasmata both for designating
appearance — how a thing looks, and for designating semblance —
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the likeness of an image. For a methodical account of the uses of phan-
tasmata in both The Republic and The Sophist, see V. 1. Stoichitd, Short
History of the Shadow, Reaktion Books, 1997, pp. 20—29.

For Plato, as long as we remain captive and passive spectators of
the illusion — the shadow representation on the wall of the cave —, we
are not able to really see the truth of real existence. Of course, prison-
ers do not know that what they see are only shadows, since they have
no idea about the appearance of the real things.

Thomas Da Costa Kaufmann. “The Perspective of Shadows: The
History of the Theory of Shadow Projection”, Journal of the Warburg and
Courtauld Institutes, vol. 38, 1975, pp. 258—287.

By measuring the shadows cast by a gnomon, an L-shaped or trian-
gular instrument that is used to draw right angles.

Although some of these studies had been starting from inac-
curate scientific hypotheses about the parallel rays of light, the
extraordinary use of shadows in determining all sorts of measure-
ments and distances remains as a startling point. See Thomas da
Costa Kaufmann, op.cit..

Pliny the Elder (Gaius Plinius Secundus, 23—79 AD) was a
Roman historian who wrote an ambitious work, of encyclopedic
nature, Naturalis Historia. It is the only one of his writings that has
survived and it gathers information from all areas of knowledge from
his time: from medicine, casting metals, botanics to art and architec-
ture. Book XXV deals with painting, sculpture, architecture and the
arts. It is frequently cited by later Roman historians and recuperated
since the Renaissance (from Petrarch to Vasari and beyond). Pliny
dies on a ship anchored in the port of today’s Naples at the eruption
of Vesuvius in 79 AD.

Quintilian (Marcus Fabius Quintilianus, 35—100 AD) was a
Roman rhetorician and pedagogue. Originally from from what is now
Spain, he studied and taught rhetoric in Rome and eventually was
made consul by emperor Vespasian. His major work (and the only one
that survived) is Institutio Oratoria (95 AD), in which he discusses the
foundation of rhetoric but also generally the vital role of education.

Pliny the Elder, Naturalis Historia, Book XXV, Chapter 43.

Quintilian, Institutio Oratoria, X, chapter 2 (translated by H.E.
Butler, 1920, Loeb Classical Library). Alberti discusses the different
qualities of shadows as indicated at the beginning of my essay, but a
little further refers directly at Quintilian, a proof that the text was well
known by the time of Alberti’s On Painting and on Sculpture, op.cit..

“We have no certain knowledge as to the commencement of the
art of painting, nor does this enquiry fall under our consideration.
The Egyptians assert that it was invented among themselves, six
thousand years before it passed into Greece; a vain boast, it is very
evident. As to the Greeks, some say that it was invented at Sicyon,
others at Corinth; but they all agree that it originated in tracing lines
round the human shadow.” Pliny the Elder, Naturalis Historia, Book
XXV, chapter 5 (p. 228).

Or, more accurately, the art of modeling, since the title of Pliny’s
chapter 43 (Book XXV) is “The inventors of the art of modeling”.

V.IL Stoichitd, Short History of the Shadow, 1997, p.18. Stoichitd
amply comments the entire passage from Pliny and then connects
is with the early cult of statues in Egypt and Greece, where both the
shadow and the statue were seen as receptacles of the soul.

Gerhard Wolf, “The Origins of Painting”, Res: Anthropology and aes-
thetics 36 (Autumn 1999), pp. 60 — 78; Hagi Kenaan, “Tracing Shadows:
Reflections on the Origins of Painting” in Pictorial Languages and Their
Meanings, Liber Amicorum in Honor of Nurith Kenaan-Kedar, eds. C.
Versar and G. Fishof, Tel Aviv University Publishing, 2006.

In his now classical anthropology study, James Frazer looks
at superstitions about shadow as reflection of the soul in different
cultures across the globe. Shadow is often perceived as both powerful
and dangerous, as intimately linked with or directly responsible for the
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person’s fate. James George Frazer, The Golden Bough: a study in magic and
religion, New York: Macmillan, 1922. See chapter 18.§ 3. “The Soul as a
Shadow and a Reflection.”

Unlike the sculptural sarcophagus for the mummy and the stone
effigy where the dead man’s soul (ka) was transferred, some funerary
figures in ancient Egypt, called shabawty, would look like mummies
and have the role to serve the pharaoh or the deceased in the afterlife.

Michel Serres, Statues. Le second livre des fondations,

Flammarion, 2014.

“It was not the custom in former times to give the likeness of indi-
viduals, except of such as deserved to be held in lasting remembrance
on account of some illustrious deed in the first instance, for a victory at
the sacred games, and more particularly the Olympic Games, where it
was the usage for the victors always to have their statues consecrated.”
Pliny, Book XXIV, chapter 9.

Kenneth Gross, The Dream of the Moving Statue, The Pennsylvania
State University Press, 2006. I am indebted to Darby English for his
generosity of having shared with me this wonderful reference, as he
has with other excellent ideas.

ibid., p.17.

For the sake of simplification, I use the term Romanian in a very
broad sense, although not entirely correct historically, since the first
step towards a Romanian state was acquired with the unification of
the two southern and eastern principalities, Wallachia and Moldavia,
in 1859, to be followed by the integration of Transylvania at the end
of the First World War, in 1918. So here I refer mainly to the first
modern Romanian state.

The accounts of foreign travelers from the 17" and early 18th
centuries speak about the presence of some Dalmatian and Italian
sculptors employed at the court of Constantin Brincoveanu. Yet
none of the statues had survived and there is no clear evidence of
the eventual busts of the Prince’s ancestors that would have been
realized by these artists. See George Oprescu, Sculptura romdneascd,
Meridiane, Bucuresti, 1965.

For an exhaustive account of the French influence on Romanian
taste, public commissions, collectors of sculpture, participa-
tion of French artists in Romania, see Ioana Beldiman, Sculptura
francezd in Romania (1848—1931). Gust artistic, modd, fapt de societate,
Simetria, Bucuresti, 2005.

Statuomania (or the rage for statues) designers the French obses-
sion with erecting public statuary, during the entire 19th century and
up until the First World War.

Such as Albert-Ernest Carrier-Belleuse for the first equestrian
statue in Bucharest, Emmanuel Fremiet for the equestrian statue of
Stefan cel Mare in Iasi, Ernest Dubois for the statue of I.C. Bratianu
and the bust of Eugeniu Carada, Ettore Ferrari for the statue of Ion
Heliade-Radulescu, etc. See Ioana Beldiman, op.cit..

For an excellent survey of 19 century sculpture, see Robert
Rosenblum and HW. Jansen, 19 Century Art, Abrams, 1984, the chapter
dedicated to Sculpture, as well as Maurice Rheims, La sculpture au XIXe
siécle, Arts et Métiers Graphiques, Paris, 1972. For the most important
critical study about the passage from academic to modern sculpture,
see Rosalind Krauss’ exceptional book Passages in Modern Sculpture,
The MIT Press, 1977.

Mostly in the Greek founded cities along the Black Sea. These
pieces include votive reliefs dedicated to local deities, such as the
representation of the Thracian horseman or Heros Karabasmos — a
syncretic, equestrian god that combines local cults in the region of
Odessus (today’s Varna). His shrine was erected in Odessus in the
second half of the 2™ century or the early 1st century BC, and then
spread all over Thracia. The goddess Cybela was another commonly
worshiped deity on the coast of the Black Sea, as was the god Serapis.
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Colleen Becker, “Aby Warburg’s Pathosformel as methodological
paradigm”, Journal of Art Historiography, 9, 2013.

See Georges Didi-Huberman, L'image survivante. Histoire
de lart et temps des fantémes selon Aby Warburg, Les Editions
de Minuit, Paris, 2002 and Kurt Foster, “Introduction”, in Aby
Warburg, The Renewal of Pagan Antiquity, Getty Research Institute
Publications, Los Angeles, 1999.

Discovered by the archeologist Heinrich Schliemann in 1876,
who believed it to be the mask of Agamemnon, leader of the
Acheans in the Trojan war. More recent archeological research
has dated the mask prior to the period when the Trojan War
was believed to have taken place. The mask in gold is kept at the
Archeological Museum in Athens.

Ernst Bernkard, Das Ewige Antlitz: Eine Sammlung von Totenmasken,
1927 (Undying Faces: a Collection of Death Masks, Published by Leonard
and Virginia Woolf, London, 1929), a photographic recording of the
most important death mask collections in Europe that was a quite
famous book during the interwar period.

Rebecca Wade, “D. Brucciani § co., Ltd. Moulding and
Casting the Living and Dead”, The Humility of Plaster, Kettle’s Yard,
Cambridge, September 2018.
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La umbra umbrelor

Calin Dan

Motto 1:

REPVBLICA — scrisd cu,,V” in loc de ,,U”, un cuvant-cheie
menit sd deschidad calea cdtre cea mai dinamica si complexa forma
de organizare politicd, validatd si distrusd succesiv in timpul
antichitdtii Mediteraneene de cdtre cele doua puteri clasice ale
perioadei: oragele-stat ale Greciei, si Roma. Inspirat de rdmasitele
epigrafice de pe ruinele si monumentele romane, majestuosul ,V”
ne proiecteaza intr-o lume ambigud, unde politica si arta se spri-
jind reciproc pentru controlul maselor.

Motto 2:

UMBRA — dimensiune inerentd a sculpturii, umbra e
manifestarea stravechii aspiratii cdtre anima. Lumina miscatoare
a zilei sau a focului nocturn dd statuilor puterea magica a miscd-
rii — prin umbre; si deci iluzia vietii — anima. De la Pygmalion la
Comandorul lui Don Giovanni, statuile sunt visate in miscare —
rdspandind frisoane erotice, sau funebre.

Motto 3:

Existd doar doud cazuri notorii de luptd cu prezenta
umbrei in sculpturd.

1. Michelangelo siregimul luminii in Capela Medici.
Michelangelo si-a creat, prin diverse strategii, propriul regim de
iluminare in jurul lucririlor. in Capela Medici el a proiectat o baie
de lumind diurnd neutrd, unde sculpturile grele plutesc in pofida
gravitatiei. Linigtea accentueazd acest miracol al lipsei de greutate
a pietrei suspendate intr-o lumind fird umbre. in Monumentul
Papei Iuliu al 2-lea formele umane se proiecteaza pe un complex
fundal architectural, care impiedicd lumina sa interactioneze cu
puritatea contorsionatelor forme anatomice. Statuile au o dimen-
siune graficd — devenind o complexa retea de linii negre profilate
pe volumele albe. Sau Sclavii, luptand sd iasd din blocurile amorfe
de marmura care 1i contin, prizonieri ai materiei precum cadavrele
din Pompei in imbratisarea lavei.

2. Brancusi. Opera lui este in principal un efort de polisare
a suprafetelor sculptate pand la atingerea unui nivel de perfectiune
care permite respingerea luminii, amdgind astfel ochiul naiv prin
efecte de oglindire. Oglinda e sora vitrega a Umbrei (proiectate),
dar umbrele nu pot concura cu oglinda. Lumina reflectata e mai
puternica, deoarece ea nu genereaza umbre, si nu suportd proximi-
tatea umbrelor. S-ar putea spune ca oglinda e negarea umbrei.
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Lui Brancusi i-ar fi placut Pieta Rondanini, deoarece face exact
asta: intdi absoarbe toatd lumina, apoi o trimite inapoi, intr-o
radiatie tandrd, de soare muribund.

Motto 4:

Umbrele ne invatd o lectie importanta — sculptura are
MULTIPLE dimensiuni. Cind fotografia a preluat istoria artei, a
mostenit si aceastd stranie prejudecata: sculptura nu trebuia sd fie
vazutd altfel decat pictura — dintr-un punct de contemplare fix,
si fard umbre. Istoria artei a devenit un sir de lucrari bi-dimensi-
onale. §i totusi, sculptura si umbra mdsoara timpul; combinatia
dintre ele umple orasul de ceasuri solare.

CAteva note preliminare. Despre noi, atunci

Sd ne imaginam pentru o clipd cd avem amintiri din pre-isto-
rie. Cum ardta umbra — atunci?

Era ea un semn prin care ochiul agil identifica prezenta unor
suprafete protectoare, a unor ascunzisuri unde hominizii puteau
sd isiia o pauzd de la lupta cu soarele nemilos sau cu animalele de
pradd? Sau era un surogat al beznei amenintatoare in care trdiau
speciile jumadtate din timpul care le era dat, inainte de descoperirea
primelor forme de administrare si control al focului? Probabil o
misterioasd combinatie a celor doud.

Umbra naturald, aruncatd de lumina planetelor si soare-
lui, era 0o manifestare a elementelor, o realitate venitd de sus.
Acceptata ca o fatalitate, aceasta umbra era probabil expresia unei
entitati superioare atotputernice, forma vizibild a unei forte invizi-
bile care putea da viata lucrurilor. Dar umbra ar fi putut fi ea insasi
un spirit viu, din moment ce se misca, crescand si micsorandu-se,
pdstrand forma unui obiect sau deformand-o pand la nerecunoas-
tere. Umbra putea sa dispard intr-o clipd, chiar siin plind zi. Dar
apoi putea sd reapard, exact in acelasi loc sau — surprinzdtor — in
alta parte. Umbra era o punte spre altceva, dar ce era acel altceva
ramanea neclar. Singura evidentd de necontestat era cea a benefici-
ilor oferite de lumind in comparatie cu intunericul.

in procesul luptei cu intunericul prin invdtarea tehnicilor de
control al focului, omenirea a descoperit un surogat al celui dintai,
produs de cel de-al doilea: umbra proiectatd. Prin aceastd umbra
omul a fost pus in fata unui paradox: in timp ce il proteja de fortele
care pandeau in intunericul noptii, al padurilor de nepatruns, sau
al pesterilor misterioase, puternicul si capriciosul foc dddea nas-
tere unor forme amenintdtoare, unor contururi miscatoare, unor
evenimente de neinteles. in timp ce focul genera lumind, cildura
si protectie impotriva animalelor, el ardea carnea si distrugea
totul in cale. Deci, conform celei mai elementare logicii a fricii,
umbrele care veneau de la foc puteau fi la fel de bune, sau la fel de
rele ca focul insusi.

Umbrele aruncate de foc au adus mortii printre cei vii. Ca
orice mamifer, oamenii pre-istorici aveau vise nocturne inspi-
rate de experientele zilnice, care erau despre supravietuire, deci
despre violentd, sange si moarte. Ei visau si apoi uitau ce au visat,
deoarece in starea de veghe toate energiile se concentrau pe acum.
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Focurile au permis extinderea activitdtilor zilnice in perioada intu-
nericului nocturn. Astfel, prin dansul umbrelor proiectate, oame-
nii au inceput sd isi aminteascd ce au visat. Treptat au realizat cd
visau despre rudele si tovardsii morti, despre animalele pe care
le-au ucis sau care i-au ucis pe cei apropiati lor, despre oameni,
fapte si lucruri care disparuserd. Umbrele i-au ajutat sa patrundd
intr-o altd lume; o lume a memoriei, dar mai ales o lume a unei alte
realitdti, imateriale.

Spatiul omului pre-istoric a fost definit cu ajutorul umbrelor
proiectate. in absenta acestora, tot ce exista era doar naturd — o
realitate amorfa, imprevizibild, cu propriile jocuri de umbre, auto-
nome, firi cauzalitate aparent3. In prezenta umbrelor aruncate de
foc totul devenea o pestera plind de forme miscdtoare. O pesterd
amintind de lumile pe care oamenii le vizitau in somn, lumi popu-
late cu fantome si morti vii. Pestera virtuald generata de umbre
a transformat universul intr-un spatiu boltit, craniul gigantic
adapostind materia fragild a unei inteligente colective, si manifes-
tdrile ei misterioase.

Razand in pesterd. Platon si ironia inselatoare

Republica este unul dintre cele mai importante dialoguri
scrise de Platon, o afirmatie demonstrabild fie si dacd ne uitdm
doar la calitatea sa de reper in sistemul de referinte al culturii
Europene din ultimii 2.500 de ani. Textul e atit de profund asi-
milat — nu doar la nivelul conceptiei noastre despre lume, ci sila
cel al relatiei asociative cu vocabularul, incAt dacd cineva rosteste
cuvantul »pesterd”, instantaneu toata lumea génde§te ,Platon”.
Dialogul adreseaza o serie de probleme fundamentale, de la esenta
adevdrului, la mecanismele cunoasterii, la organizarea orasului
(polis), 1a evolutia si decdderea sistemelor politice. Dar in centrul
tuturor acestor dezbateri rimane Alegoria Pesterii.

Ce face forta acestei alegorii atat de mare incdt sd o trans-
forme intr-unul dintre miturile fondatoare ale umanitatii?
Probabil cd in primul rdnd dimensiunea vizuald, de o mare
pregnantd. Sd ne reamintim faptele descrise de Socrate, persona-
jul lui Platon, in acest dialog. Socrate 1i cere interlocutorului sau
Glaucon sd urmdreasca prin cdile imaginatiei, deci sd vizualizeze
in interiorul spatiului boltit al propriului craniu urmatoarea
situatie: o pesterd conectatd cu suprafata pamantului printr-o
galerie lungd; spatiul principal al pesterii este un amfiteatru cu
douad nivele, situat in fata unui perete cu suprafata generoasd; la
nivelul de jos sunt asezati prizonierii, legati strans cu un sistem
de legdturi gdndit in asa fel incat ei sd nu poatd privi decit inainte,
spre perete, fara posibilitatea de a-si rdsuci capetele; la nivelul de
sus e un drum; Iintre acesta si nivelul inferior e un zid de indltime
medie; de partea cealaltd a drumului arde un foc puternic; pe drum
trec oameni care poartd diverse obiecte, in asa fel incat umbrele
acestora sunt proiectate mereu pe peretele cel mare.

Aceastd descriere minutioasd are o importantd dimensi-
une teatrala (scend, lumini, performance), dar si o cruzime care
depdseste fictiunea printr-o precizie de tip documentar. Situatia
descrisa e absurda, cruzimea descrisd in amanunt e lipsitd de scop
practic, dar credibilitatea intregii constructii merge dincolo de

33

fictiune, e factuald, e realitatea. Rezultatul e o imagine care obse-
deazd omenirea de milenii. Aceastd rezistentd la timp nu poate fi
explicata doar prin calitdtile literare ale textului, oricdt de sugestiv
ar fi acesta; sau prin explicatiile care urmeaza in dialog — despre
esenta cunoasterii. Pestera populatd de umbre dansand in fata
unor oameni terorizati e de fapt pestera imemoriald a vanatorilor
de la inceputurile istoriei umanitatii.

Pestera lui Platon e deopotriva o alegorie a relatiei pe care
umanitatea o are cu universul perceptibil, pe cit e o vizualizare
a vietii in pre-istorie, poate singura descriere mai detaliatd a
mediului in care trdiau oamenii cavernelor — deopotrivad adapost
si inchisoare a unei specii care incerca sa isi gaseasca un loc in
univers. Cum a reusit Platon o asemenea performanta? Faptul cd
era cu aproximativ 2.500 de ani mai aproape de perioada respectiva
decat suntem noi nu poate sa aiba importantd la nivelul faptelor
(in sensul accesului constient la informatii care puteau fi distruse
de cursul ulterior al istoriei); dar un creier mai tandr, mai putin
impovdrat de straturile successive ale civilizatiei putea fi de folos
in sondarea amintirilor subliminale acumulate de primii oameni,
areflexelor de supravietuire inscrise in codul genetic al umanitatii.
Egoul subliminal al filosofului a fost activat in procesul scrierii
dialogului Republica, iar Alegoria Pesterii ni se adreseazd la acest
nivel, al sub-ego-ului psihanalitic, sau mai degraba ne atinge in
acea profunzime abisald, chiar si astdzi.

Platon se distanteaza in mod limpede de acest univers
subliminal al memoriei ancestrale prin instrumentul literar al
ironiei. Personajul Socrate este consecvent cu sine insusi — usor
arogant, manevrandu-si audienta prin intrebari obraznice, con-
struind situatii aberante pentru a-si construi argumentatia. Dar
in Republica personajul Socrate al lui Platon atinge un alt nivel
de intensitate: propunerile sale pentru societatea ideald sunt
extreme; ideile sale despre cresterea copiilor in comun siimpar-
tirea democraticd a accesului la neveste, despre alungarea artei,

a teatrului si poeziei din cetate sunt sfiddri la adresa experientei
comune si a bunului simt. Conducdtorii pe care ii vede gestio-
nand toate aspectele educatiei si administrdrii societdtii au ceva
sinistru, si nu ne putem reprima intrebarea: sa fie acestia pur-
tdtorii diverselor obiecte proiectate pe peretele pesterii? $i daca
nu sunt ei, atunci cine indeplineste aceasta functie? Indriznesc
sa sugerez cd excesele logicii platoniciene in privinta societatii
ideale sunt forme de ironie adresatd deopotriva subiectului tratat
si subiectilor care sunt supusi unui test referitor la independenta
judecatii lor critice.

Din pestera catre lumina. Drumul inseldtor al Politicului.

Ironie dublatd de cinism, ma grdbesc sd adaug, daca ne uitdm
la analiza fdrd iluzii pe care Platon o aplicd cresterii, decdderii si
succesiunii diverselor forme politice de-a lungul istoriei.

De laidealul Aristocratiei (o meritocratie cu accente filoso-
fice), cetatea (polis) cade in Timocratie (o versiune a precedentei,
in care puterea militard si cea economica sunt criterii de selectare
a conducdtorilor); apoi, mai jos, in Oligarhie, unde clasa domi-
nantd acumuleaza si mai multd bogidtie si putere in defavoarea
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claselor de jos. Spirala descendentd continud cu Democratia, cand
cei sdraci obtin un rol mai important in administrarea cetatii; in
fine, prin portile populismului, deschise larg de citre democratie,
avanseazd Tirania, cAnd se instaleazd domnia haosului. Tiranul e
deopotriva produsul democratiei — si ucigasul ei.

Aceasta e deopotriva o grild analitica si o perspectiva dis-
topicd, ce pot fi ambele aplicate cu succes intregii istorii statale a
umanitatii, de la oragele Greciei pre-clasice si clasice mai departe.
Dar pe langd nivelul uimitor de actualitate, importanta acestei per-
spective vine din directa ei legdturd cu Pestera. Daca in economia
istoriei cunoasterii alegoria Pesterii ar trebui sd fie dincolo de tim-
pul istoric, descrierea pesterii poate fi vizutd ca primul pas in lantul
schimbdrilor politice schitate anterior, o fazd initiald a umanitadtii
in faza ei de evolutie pre-societala.

in aceasti cheie de lecturd, ceea ce vedem in Republica este
reprezentarea unei umanitati venind dintr-o obscuritate fard defi-
nitie, trezindu-se brusc la constiintd pentru a se gdsi legatd fedeles
intr-o pesterd intunecoasa. fn mod ciudat, oamenii nu sunt singuri
in acel spatiu. Cineva trebuie sa fi realizat acele legaturi sofisticate,
sa fi gandit in detaliu acea tortura rafinatd. De asemenea, oamenii
care performeaza spectacolul umbrelor trebuie sd 1i fi precedat si
ei pe prizonierii pesterii. Dar de unde vin ei? E interesant de notat
cd Platon, altfel extrem de minutios in detalierea alegoriei, uitd sa
specifice un fapt important: purtdtorii de obiecte merg intr-o sin-
gurd directie? Sau defileaza dinspre cele doud capete ale drumului?
Siunde sunt, pand la urmd, acele capete de drum? Intrebirile pot
pdrea triviale, dar raspunsurile ne-ar fi putut da unele indicatii
despre motivele din spatele acestei coregrafii sumare.

Putem cddea de acord, agsa cum sugeram mai sus, cd oamenii
care defileaza pe scena pesterii sunt paznicii cetatii, asa cum {i defi-
neste Socrate (al lui Platon) in caldtoria sa prin sistemele politice.
Dar astaridicd o altd serie de intrebari. Fac parte acestia din sis-
temul Pesterii? Sau vin ei din lumea de afard, asa cum ne apare ea
ceva mai departe in povestea alegoricd? Sunt ei deopotriva autorii
coregrafiei sau doar interpretii unui scenariu prestabilit? Paznicii
trecand cu obiecte intre foc si zid ar putea apartine oricareia dintre
clasele dominante descrise de catre Platon. Concluzia generala ar
fi cd umanitatea e fard speranta — prizonierd intr-o pestera a igno-
rantei si amadgita prin diferite forme de experiment politic.

Tinand cont de aceste concluzii partiale, putem continua
seria intrebarilor noastre. Ce sunt obiectele pe care paznicii le
plimba prin fata focului? De unde provin ele? Asa cum ne ami-
nitim, cei care trec prin pesterd poartd imagini de oameni si
reprezentdri de animale. Acestea sunt evident forme sculpturale,
supuse logicii umbrelor. Imagini sau reprezentdri — aceste doud
notiuni diferite sunt probabil alese pentru a defini portrete/masti
umane, respectiv figurine animaliere; ele reprezintd esenta repre-
zentarii in societatile pre-istorice, definite prin relatii ambigue
intre vanator si pradd, ambii victime ale unui sistem violent —
ambii zeititi ale acestuia. In mod semnificativ pentru incercarea
noastra de a identifica perioada istorica la care s-ar putea referi ale-
goria pesterii, Platon nu include intre obiectele defildrii artefacte
cu valoare simbolica ale timpului sdu — arme, scuturi, coifuri,
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veseld, tesaturi, mobild, fructe — toate reprezentate in mod
generos de arta secolului 5 1. Chr.. Pestera lui Platon nu e populata
de sculpturi, ci de totemuri. Mai precis, de umbre ale totemurilor,
acestea din urmad fiind ele insele umbre ale celor dusi — oameni
sianimale legati printr-o relatie indestructibild de distrugere si
interdependentd magicd.

De la primele sale manifestdri, sculptura a fost asociatd cu
moartea, memoria — si umbra. Pardsirea pesterii nu a schimbat
acest lucru, dar a introdus citeva nuante in rolul jucat de

aceastd componentd importantd in defini-
rea psihicului uman.

Dacd omenirea a pardsit pestera pre-istoricd, ea nu a pdrasit
niciodatd cu adevarat pestera mentald. Acest conflict a marcat
evolutia sculpturii.

Umbre sau ne-umbre. Tridarea umbrei in Republica

in afara pesterii, subiectele sculpturii sunt la fel de limitate
cain interior: dominante riman Corpul Uman (Nudul Masculin —
Rdzboinicul; Nudul Feminin — Zeita / Mama), si Animalul ($arpe
/ Cal/ Cdine / Felind / Pasare / Animal de apd / Peste). O categorie
speciald o constituie Masca, vehicol magic obtinut prin amprenta-
rea directd a trasdturilor celui decedat, turnata apoi in ceard, gips
si, mai tarziu, bronz. Masca trece in portret, si prin aceasta tra-
ducere se opereazd tranzitia de la magie la politica. Rememorarea
stramosilor prin masti era (si) un coagulant social, dar functiona
intr-o lume care se baza in special pe credinta in atotputernicia
fortelor spirituale. Portretul introduce o distantd fatd de subiect;
astfel, sculptura a inceput sa ii celebreze pe puternicii zilei
deghizandu-i in stramosi, si generand astfel un interval definit de
vectorii complicati ai Puterii (politicd, economicd, militard).

Abandonand vandtoarea ca activitate ce garanta supravietui-
rea, dar mentinand-o ca functie simbolicd si ca manifestare a pute-
rii, regatul a pastrat de asemenea vechile reprezentari sculpturale
nu atat pentru valoarea lor spirituald, cit pentru a crea intervalul
mentionat anterior. Scoasa din pestera si plasatd in contextul
oragului, sculptura a devenit simultan doud lucruri:

1. uncoagulant spatial; sculptura actioneaza ca o umbrd —
decupand din infinitul spatiului natural teritoriul limitat al spatiu-
lui public, impartdsit de grupuri cu convingeri si valori comune.
Sculptura defineste limitele si structurile contextului urban, asa
cum umbra le definea pe cele ale naturii.

2. uninstrument de control social; sculptura devine un
simptom al politicului, ludnd forma patologicd a monumentului si
participand astfel in trecerea perceptiei umane din teritoriul spiri-
tual in cel al pragmatismului social. Prin acest proces sculptura nu
mai e magicd, ci alegoricd, agsa cum pestera lui Platon devine din-
tr-o cdldtorie prin trecutul imemorial al speciei umane o alegorie
a conditiei acesteia.

Cu cat sunt mai sofisticate evolutiile, si cu cat mai subtile
schimbdrile, cu atit e tridarea mai eficientd. Timp de milenii,
sculptura a modelat spatiile publice ale regatului sau ale diverse-
lor forme ale republicii, devenind vehiculul citorva — nu multe
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— teme simbolice menite sd satisfacd deopotriva pe conducatori si
pe cei condusi. Cdldtoria de la pestera la Forul Roman a consolidat
o serie de imagini care vor bantui civilizatia Europeana timp de
milenii. Rdzboi / Moarte / Fugd / Victorie / Maternitate / Iubire /
Furie / Putere / Disperare / Memorie cutreierd incd lumea, populand
deopotriva spatiile deschise si interioarele ocupate de catre Putere
si de cdtre cei puternici, contaminand astfel perceptia noastra des-
pre politicd, artd si oras.

Intre timp, Umbra a generat un joc al multiplicitatilor:
umbrele spatiului public, controlate, dar totusi la discretia ele-
mentelor naturale; umbrele autoritare ale pietelor, ale marilor
sdli de adunare si ale bisericilor; umbrele ambitioase ale caselor
burgheze; umbrele sofisticate ale palatelor; umbrele aspre, tdioase
ale Mediteranei; umbrele moi, cetoase ale Nordului. Si intre toate
acestea, primind si generand umbre — sculpturile. Aceastd lon-
gevitate a formelor magice sub camuflajul sculpturii figurative e o
trasdturd fascinanta a mintii omenesti, siisi are probabil originea
in Pestera lui Platon, asa cum ne-a fost ea povestita de citre un
filozof fictiv, pe nume Socrate.
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In the Shadow of Shadows

Calin Dan

Motto1:

REPVBLICA — written with a “V” instead of a “U”, a key-
word for accessing the most dynamic and most complex form of
political organization, successively validated and destroyed in the
Mediterranean Antiquity by both classical powers of the period
— the Greek polis and ancient Rome. Inspired by the epigraphic
remains inscribed on Roman ruins and monuments, the majestic
“V” projects us in a world of ambiguity, where politics and art are
helping each other to control the masses.

Motto 2:

SHADOW — an inherent dimension of sculpture, the
Shadow is a manifestation of the old longing for anima. The mov-
ing light of the day or of the nightly fire is conferring the statues
the magic power of movement — through shadows — and thus
the illusion of being alive. From Pygmalion to the Commander of
Don Giovanni, the statues are imagined in motion — radiating
erotic chills and morbid threats.

Motto 3:

There are only two notorious cases of fighting the presence
of shadows in sculpture.

1. Michelangelo and the light regimen of the Medici Chapel.
Through various strategies, Michelangelo has always created
his own lighting system around the works. In the Medici Chapel
he designed a bay of neutral daylight, where the heavy sculp-
tures are floating against gravity. The silence is underlining this
miracle of the weightless stone suspended in a shadow-less light.
In the monument of Pope Julius II, the human forms are backed
by a complex architecture, which does not allow natural light to
interfere with the purity of the contorted anatomic forms. The
statues have a definite graphic dimension — becoming a complex
network of curved black lines profiled against white volumes. And
finally the Slaves, fighting to get out of the shapeless marble stones
containing their form, and being prisoners in that matter like the
corpses from Pompeii in a lava embrace.

2. Brancusi. Most of his work is about inventing a form
that would allow/require polishing the surface to a level of finish-
ing so perfect that it would be deflecting light and thus deceive the
gullible eye through mirroring effects. The mirror is a stepsister
to the (projected) shadow, but shadows cannot compete with the
mirror. Reflected light is stronger, because it will not shed any
shadow, and will stand no shadow in proximity. It is the denial
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of shadows, one could say. Brancusi must have liked the Pietd
Rondanini, because it does just that — first it absorbs all the light,
and then it sends it back, in a gentle radiation, like a dying sun.

Motto 4:

Shadows teach us a valuable lesson — sculpture has
MULTIPLE dimensions. When photography took over art history,
it also inherited this strange preconception: sculpture was sup-
posed to be seen not otherwise than painting — from a fixed point
of contemplation — and shadowless. Art history became a series
of bi-dimensional sculptures. Still, sculpture and shadow together
are counting time — their combination fills the city with sundials.

A few preliminary notes. How were we then?

Let us indulge for a second into a self-made version of the
pre-historic memory. What was the shadow — then? Was it a sign
indicating to the agile eye the presence of protecting surfaces, of
underneath(s) where the hominids could take a break from being
hunted by the merciless sun or by other predators? Or was it a sur-
rogate of the threatening darkness where the species were living
half of their time, before discovering the first forms of fire admin-
istration and control? A combination of both, we could presume,
and very intriguing, with that.

The natural shadow, thrown by the planets and the sun,
was a manifestation of elements, and thus a reality coming from
above. While accepted as a fatality, this shadow could have been
in itself the expression of an overwhelming superior force, the
visible form of some invisible power that could animate things.
But the shadow could have been itself a living spirit, since it was
moving, growing and shrinking, holding the shape of an object, or
distorting it beyond recognition. The shadow could disappear in a
whim, even in broad daylight. But then it could reappear, exactly
in the same place or — even more amazing — somewhere else.
The shadow was a connection to something else, but what that
was precisely remained unclear. The only obvious thing was the
benefit of light over darkness.

In the process of fighting darkness by learning how to con-
trol fire, mankind realized a surrogate of the previous, generated
by the last — the projected shadow. With this shadow — man was
forced to confront a paradox: while protecting him from the forces
looming in the darkness of the night, of the impenetrable woods,
or of the mysterious caves, the powerful and capricious fire was
also generating ominous forms, moving shapes, incomprehensible
events. While fire was giving light, warmth and protection from
animals, it was also burning the flesh and destroying everything
it touched. Thus, in the most elementary logic of fear, the shad-
ows coming from the fire could have been just as good — or as
bad as the fire itself.

The shadows thrown by fire brought the dead among the
living. Like all the mammals, people were having nocturnal
dreams inspired from their everyday experience, which was about
survival, thus mostly about violence, blood, and death. They were
dreaming and then they were forgetting — as in the wake state all
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energy was focussed on the now. But fires allowed the extension of
daily life into the darkness and stillness of night. There, through
the dance of projected shadows people started to recollect their
dreams. And slowly they remembered that they were dreaming
about their dead siblings, about the animals they killed, or who
killed their companions, about things that did not exist anymore.
Shadows helped them enter into another world; a world of mem-
ory, but also a world of another — immaterial — reality.

The pre-historic space was defined with the help of the
generated shadows. In their absence, there was only nature —
amorphous and unpredictable, a game of independent shadows
in its own, but different. In the presence of the shadows thrown
by fire, everything was transformed into a cave filled with moving
shapes. A cave reminding of the worlds that people were visiting
in their sleep, worlds populated with phantoms and revenants.
The virtual cave created by shadows was transforming the uni-
verse into a gigantic skull filled with the soft tissues of a collec-
tive brain — a domed space containing the living matter and its
mysterious occurrences.

Laughing in the cave. Plato’s deceptive irony

The Republic is one of the most important dialogues written
by Plato, an obvious fact even if we look only at its power of ref-
erence for the European cultural system in the last two and a half
millennia. It is so much imbedded not only in our perception of
the world, but also in our associative relation to vocabulary, that
when someone utters the word “cave”, the audience will instantly
think “Plato”. The dialogue is touching a number of fundamental
issues, from the essence of truth, to the mechanisms of knowl-
edge, to the organization of the city-state (polis), to the evolution
and decay of political systems. But central to all this remains the
Allegory of the Cave.

What makes this allegory so powerful as to become one
of the founding myths of humanity? First of all, probably, it is
the compelling visual dimension. Let me remind you the facts
described by Plato’s Socrates in the dialogue. He asks his com-
panion Glaucon to follow with the imagination, thus to visualize
in the dome of his skull the following situation: a cave connected
through a long gallery to the surface; the main space of the cave
is an amphitheatre with two levels, facing a large wall; on the
lower level are sitting the prisoners, tied tightly with a system
designed in a way that will force them to look only forward, at
the wall, without the possibility of turning their heads; on the
higher level is a road; between the road and the lower level there
is a wall of medium height; opposite to the wall, on the roadside
burns a strong fire; the road is walked by people carrying various
objects in such manner that their shadows are continuously pro-
jected on the large wall.

This minute description has a strong theatrical dimension
(stage, lights, performance), but also a cruelty going beyond fic-
tion, into a documentary-type dimension. The situation described
is absurd, the cruelty described is purposeless from a practical
perspective, but the credibility of the whole set-up is going
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beyond the fiction, it is matter-of-factly, it is real. The result is an
image haunting humanity for millennia. This resilience cannot be
explained only through the literary qualities of the text, suggestive
as they might be; or through the ensuing speculative explanation
about the essence of knowledge. The cave populated by shadows
dancing in front of terrorized people is actually the immemorial
cave of the hunters from the beginnings of human history.

Plato’s cave is as much an allegory of the relation humanity
has with the perceived universe, as it is a visualization of life in
pre-history, maybe the only one describing in some detail the
environment of cavemen — both shelter and prison of a species
trying to find a place in the world. How did Plato achieve such a
performance? Being with some 2.500 years closer to that period
than we are now could not make a difference at the level of facts
(in the sense of the conscious access to surviving information,
presumably deleted by later historical events); but a “younger”
brain, less heavy with the successive layers of civilization might
have helped in touching the subliminal memories accumu-
lated by the first people, the survival reflexes deep embedded
in the genetic code of humanity. Plato’s sub-ego was active in
the process of writing The Republic, and it is at the level of the
sub-ego (in the sense given to this term by psychoanalysis) that
the Allegory of the Cave speaks to us, or — more accurately —
touches us, even today.

Plato takes a clear distance from this subliminal universe of
ancestral memory through the literary tool of irony. The character
Socrates is his usual self — slightly arrogant, pushing his audience
through insolent questions, and constructing aberrant situations
for the sake of the argument. But in The Republic Plato’s Socrates
reaches another level of intensity: his construction of the ideal
society is extreme, and so are his ideas about common wives and
children, or the ways in which art, comedy (theatre), and poetry
are banned from the ideal society. His guardians have something
ominous in their ways, and one cannot stop asking oneself if they
are not also the people carrying the various projected on the cave’s
wall. And, if they are not — then who might those guardians be? I
dare inferring that the extremes to which Plato’s logic goes as far
as the ideal society (city/polis) is concerned, are a form of irony
pointed both at the subject in debate, and at the subjects who are
tested about their independent (critical) judgment.

From cave to broad light. The deceiving road of politics
Irony doubled by cynicism, I might add, if we look at the
analysis without illusions Plato makes of the rise, decay and
succession of various political forms manifest in history. From
the ideal Aristocracy (meritocracy with a twist of philosophy), the
polis descends into Timocracy (a version of the previous, where
military might and economic power are criteria for selecting
the leaders); then again lower into Oligarchy, where the ruling
class accumulates even more wealth and power in detriment
of the ruled. The spiral goes further down with Democracy,
where the poor ones gain an increasing importance in the
political administration of the polis; finally, through the gate
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of populism wide opened by democracy comes forth Tyranny,
where chaos rules. The tyrant is the product of democracy, and its
killer at the same time.

This is an analytical grid of reading as well as a dystopian
perspective that could both be applied with success to the whole
history of humanity, from pre-classic and classic Greek cities
onwards. But besides its amazing level of actuality, the impor-
tance of this perspective comes from its direct connection to
the Cave. While in the economy of the history of knowledge
the allegory of the Cave should be timeless, the description of the
cave might be seen as a first step in the chain of political changes
sketched above, an initial stage of humanity in its pre-societal
phase of evolution.

In that key, what we see in The Republic is the representation
of a humanity coming from a nondescript obscurity, waking up to
sudden consciousness and finding itself tightly bound in a dark
cave. Strangely, the humans are not alone in that space. Somebody
must have performed the intricate bonding and methodically
thought of the details of this refined torture. Also, the people
performing the spectacle of shadows obviously preceded them
in this world. But where are they coming from? It is interesting
to note that Plato, otherwise very accurate in the detailing of
the allegory, forgets to specify an essential fact: are the people
carrying objects going in one direction only? Or do they parade
coming from both ends of the road? Where are those road ends?
The questions might sound trivial, but the answers would have
given us an indication about the reasons behind this otherwise
rudimentary choreography.

‘We might agree, as suggested above, that the people walking
above the stage are the guardians, used by Plato’s Socrates in his
excursion through the political systems of organization. But then
another set of questions arises. Do they belong to the Cave? Or
do they belong to the outside world, revealed a little further in
the allegorical story? Are they the authors of the choreography
or just the performers of a pre-written script? The guardians
passing with objects between the open fire and the closing wall
could belong to any of the ruling classes defined by Plato. The
overall conclusion would be that humanity is hopeless — pris-
oner in a cave of ignorance and deceived by various forms of
political experiment.

With that in mind we should push on further with our
questions. What are the objects carried by the guardians in front
of the fire? And what would be their provenance? As we should
remember, the people walking in the cave bear human images and
representations of animals. Those are obviously sculptural forms,
submitted to the regimen of shadows. Images versus representa-
tions — this difference is meant probably to define portraits/
masks of humans next to small figures of various animals; the
essence of representation in the pre-historic societies, defined by
the ambiguous relation between hunter and pray, both victims of
a violent system, both gods. Significantly for our attempt to iden-
tify the historical period to which the allegory of the cave could
be connected, Plato does not include in the objects’ parade any
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artefacts with symbolic value from his time — weapons, shields,
helmets, vessels, cloths, fruit, furniture — all generously repre-
sented in the art of the 5% century BC. Plato’s Cave is populated
not by sculptures, but by totems. More accurately, by the shadows
of totems, the latter in their turn shadows of departed beings —
humans and animals entangled in a mutual relation of destruction
and magic dependence.

From the very beginning of its manifestations, sculpture
has been associated with death, memory and shadow. Leaving
the cave did not change that, but it introduced some nuances in
the role played by this important component in the definition
of the human psyche. If humanity left the cave of pre-history, it
never left for good the cave of the mind. That conflict defines the
evolution of sculpture.

Shadows or no-shadows.

The betrayal of the shadow in the Republic

Out of the cave, sculpture is as limited in subjects as it is
inside: dominant are the Human Body (Male Nude — The Warrior
/ The Hero; Female Nude — The Goddess / The Mother), and the
Animal (Snake / Horse / Dog / Feline / Bird / Water Animal / Fish).
A special category is The Mask, a magic vehicle obtained from a
direct moulding of the (dead) person’s features, eventually cast
in wax, plaster, and later bronze. The mask transitioned into the
portrait, and that triggered the fundamental shift from magic to
politics. Remembering the ancestors through masks was (also)

a social coagulant, but it functioned in a world based mainly on
the belief in the overall power of spiritual forces. The portrait
introduced a distance from to the subject; through that, sculpture
started celebrating the powerful people of the day by disguising
them in ancestors, and generating an interval defined by the com-
plicated vectors of (military, economic, political) Power.

While giving up hunting for survival reasons, and maintain-
ing this activity only as a symbolic function and as a manifesta-
tion of power, the class societies retained also the old sculptural
representations not so much for their spiritual values, but for
their capacity to create the interval mentioned above. Taken out
of the cave and placed into the environment of the city, sculpture
became simultaneously two things:

I. aspace coagulant; sculpture acts like the shadow —
carving into the infinity of the natural space a limited public space
shared by groups with common beliefs and values. Sculpture
defines the limits and the structures of urban context, much in the
same way as the shadow defined those of nature.

2. asocial deterrent; sculpture becomes a symptom of pol-
itics, taking the pathological form of the monument, and partici-
pating in the translation of human perception from the spiritual
to the societal-pragmatic realm. In the process, sculpture becomes
from magic strictly allegorical, in the same way that Plato’s cave
becomes from a journey through the immemorial past of human
species an allegory of human condition.

The more sophisticated the developments, the more subtle
the changes, the more effective the betrayal. For millennia,
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sculpture modelled the public spaces of kingdoms and various
versions of republics, becoming the vehicle for several — not
many — symbolic themes meant to satisfy both the public and the
rulers. The journey from the cave to the Roman Forum consol-
idated a set of images that will haunt the European civilization

for millennia. War / Death / Flight / Victory / Motherhood / Love

/ Anger / Might / Despair / Memory are still travelling the world,
populating both the open and the interior spaces occupied by
Power and the powerful, thus contaminating our perception of
politics, art and the city.

Meanwhile, the Shadow generated a game of multiplicity: the
shadows of the public space, controlled but still dominated by the
natural elements; the authoritarian shadows of the squares and of
the large assembly rooms and churches; the ambitious shadows
of the bourgeois homes; the sophisticated shadows of the palaces;
the hard, edgy shadows of the Mediterranean; the soft, foggy
shadows of the North. And in the middle of all this, receiving and
generating shadows — the sculptures. This longevity of the magi-
cal forms under the disguise of figurative sculpture is a fascinating
feature of the human brain, and probably it originates in Plato’s
Cave, as narrated to us by a fictional philosopher named Socrates.



The shadow of the object fell upon the ego.
SIGMUND FREUD, Mourning and Melancholia

Umbra obiectului s-a lasat asupra Eului.
SIGMUND FREUD, Doliu si melancolie
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Ioan Georgescu

1856—1898

Vasile Alecsandri
1884

bronz / bronze
35 x 26 x I7 cm

Muzeul de Artd Vizuald Galati
/ Galati Museum of Visual Art

47

Frederic Storck

1872—1942

Alexandrina

[1900]

bronz, soclu marmura / bronze, marble socle
49 x 22 x 19 cm

(cu soclu / with socle; bronz / bronze: h 34 cm)

Complexul Muzeal Arad
/ Arad Museum Complex
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Mi-a povestit un caldtor venit

Din tiri strivechi: — Intr-o pustietate

Vidzui doud picioare de granit,

Enorme. In nisip pe jumitate

Ascuns, un chip c-un ranjet impietrit,

Care vaddea cd sculptorul ghicise

Acele patimi, ce-au rimas intregi -

Mult dupd inima ce le nutrise.

Pe soclu, citeva cuvinte-s scrise:
»Sunt Ozymandias, rege peste regi.

Puternicilor, opera grozava

Priviti-mi-o si nu sperati in van!”

Std singura gigantica epavd,

Si-n jur — nisipu-i ca un ocean...

P. B. SHELLEY, Ozymandias

losif Fekete (Negrulea) Don Quijote
1938—40
1903—1979 bronz / bronze

62 x 84 x I3 cCIm

Colectie privata
/ Private collection
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I met a traveller from an antique land,
Who said — Two vast and trunkless legs of stone
Stand in the desert. ... Near them, on the sand,
Half sunk a shattered visage lies, whose frown,
And wrinkled lip, and sneer of cold command,
Tell that its sculptor well those passions read
Which yet survive, stamped on these lifeless things,
The hand that mocked them, and the heart that fed;
And on the pedestal, these words appear:
“My name is Ozymandias, King of Kings;
Look on my Works, ye Mighty, and despair!
Nothing beside remains. Round the decay
Of that colossal Wreck, boundless and bare.”
The lone and level sands stretch far away.

P. B. SHELLEY, Ozymandias

Cavalerul trac, relief
/ Relief of the Thracian horseman

Sec. 2—3 p.Chr., perioada romana
/ 2"—3" century ap, Roman period
mamura / marble

32 x 32,5 Cm

Muzeul de Arheologie ,,Callatis”, Mangalia
/ “Callatis” Museum of Archaeology, Mangalia
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Ferdinand Gallas

1893—1949

Hamal in port / Docher in the port
1927

bronz / bronze

57 x 20 x I9 CmM

Complexul Muzeal Arad
/ Arad Museum Complex

51

Picior de masa cu efeb
/ Table foot with ephebe figure

Sec. 2—11.Chr. / 2"%—1% century BC
marmura/ marble
17,573 Cm

Muzeul de Arheologie ,,Callatis”, Mangalia
/ “Callatis” Museum of Archaeology, Mangalia
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Oscar Han

1891—1976

Arcas / Archer
1935

bronz / bronze
115 x 86 X 47 cCm

Colectie privata
/ Private collection
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Ion Jalea

1887—1983

Lucifer / Lucifer

nedatat / undated [cca. 1929]
bronz / bronze

70 x 55 x 20 cm

Muzeul Tarii Crisurilor Oradea
/ Oradea “Tdrii Crisurilor” Museum



54

Constantin Baraschi

1902—1966

Zbor / Flight
bronz / bronze
26 xI6 x 8 cm

Colectie privata
/ Private collection

55

Hans Mattis-Teutsch

1884—I1960

Tors de femeie / Female Torso
nedatat / undated [cca. 1925-1931]
lemn / wood

34,5% 6 x5Cm

Colectia George Macovescu
/ George Macovescu Collection
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Pavel Bucur

1945—2016

Inaripata / Winged Creature
1979

bronz, soclu marmura

/ bronze, marble socle

h: 77 cm

Familia artistului
/ Artist’s Estate

57

Ion Alin Gheorghiu

1929—2001

Himera (Pasare) / Chimera (Bird)
nedatat / undated

bronz, soclu marmura neagra

/ bronze, black marble socle

47 x I3 x 12 cCm

Colectie privatd
/ Private collection
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Ce este deci aceastd himerd numitd om? Ce noutate,

ce monstru, ce haos, ce subiect de contradictie, ce

minune! Judecator al tuturor lucrurilor, vierme imbecil

al pdmantului, trezorierul adevarului, cloaca de incerti-

tudine si eroare: slava si scarna universului.

Cine va deslusi aceastd complexitate? [...] Afld, deci,

trufasule, ce paradox esti chiar tu pentru tine insuti!
BLAISE PASCAL, Cugetdri

Sarpe, fragment dintr-un ansamblu ce o
reprezintd pe zeita Hygeea / Serpent (fragment
from a statuary ensemble of the goddess Hygeea)

Perioadd greacd / Greek period
marmura / marble
42 x 108 x 27 cCm

Muzeul de Arheologie ,,Callatis”, Mangalia
/ “Callatis” Museum of Archaeology, Mangalia
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What a chimera, then, is man! What a novelty!
‘What a monster, what a chaos, what a contradiction,
what a prodigy! Judge of all things, imbecile worm
of the earth; depositary of truth, a sink of uncertainty
and error; the pride and refuse of the universe!
‘Who will unravel this tangle? [...] Know then, proud
man, what a paradox you are to yourself.

BLAISE PASCAL, Pensées

Dimitrie Paciurea

1873—1932

Himera Pimantului/ Chimera of the Earth
nedatat / undated [cca. 1927-28]

bronz / bronze

55 x 58 x 33 cCm

Colectie privatd
/ Private collection
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Vasile Gorduz

1931—2008

Pasdre / Bird
bronz / bronze
21,5 x IO x I5 CIm

Colectia Eduard Uzunov
/ Eduard Uzunov Collection

61

Relief votiv cu Dyonisos si Pan
/ Votive relief with gods Dyonisos and Pan

perioadd romand / Roman period
marmura / marble
25 %36 Cm

Muzeul de Arheologie ,,Callatis”, Mangalia
/ “Callatis” Museum of Archaeology, Mangalia
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Stefan Cdldrdsanu

1947—2013

Apreés nature

2011

bronz / bronze

piatra (trovant) / stone (trovant)
23 X 34 x 24 CM / 23 X 34 X 25 CM

Colectia Herczeg, Timigoara
/ Herczeg Private Collection, Timisoara

63

Stefan Caldrdsanu

1947—20I13

»

»5
2007

piatrd / stone
32x25x13Ccm

Colectia Herczeg, Timigoara
/ Herczeg Private Collection, Timisoara
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Ion Alin Gheorghiu

1929—2001

Himera (Zoomorfism)

/ Chimera (Zoomorphism)
nedatat / undated
marmura gri / grey marble
57 x 22 x IO CmM

Colectie privata
/ Private collection

65

Picior de masa cu delfin si doud
reprezentdri antropomorfe

/ Table foot with dolphin and
anthropomorphic figures

marmura alba / white marble
20 x 62 Ccm

Muzeul de Arheologie ,,Callatis”, Mangalia
/ “Callatis” Museum of Archaeology, Mangalia
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Nu trebuie sa Ii cerem antichitatii sd ne rispunda
cu pistolul la timpld dacd e ,,clasic-senind” sau
»~demonic-frenetica”, ca si cum acestea ar fi singurele
alternative. Mai degrabd depinde de profilul subiectiv
al contemporanilor decat de caracterul obiectiv al
mostenirii clasice dacd simtim cd ne inspird actiuni
pline de pasiune sau ne induce calmul intelepciunii
senine. Fiecare epocd are antichitatea pe care o merita.

ABY WARBURG
Mac Constantinescu Danaida / Danaide
1932
1900—1979 bronz / bronze

58,5 x I7 x I4 CIm

Colectie privata
/ Private collection
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‘We must not demand of antiquity that it should
answer the question at pistol point whether it is
classically serene or demonically frenzied, as if there
were only these alternatives. It really depends on the
subjective make-up of the late-born rather than on the
objective character of the classical heritage whether
we feel that it arouses passionate action or induces the
calm of serene wisdom. Every age has the renaissance
of antiquity that it deserves.

ABY WARBURG
Mac Constantinescu Virsitor / Aquarius
nedatat [anii ’30] / undated [1930s]
1900—1979 basorelief bronz / bronze bas-relief
54 %37 x 6,5 Cm

Colectie privatd
/ Private collection
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Ioan Iorddanescu

1881—I1949

Portret de femeie / Female potrait
bronz / bronze
42 % 41x23Ccm

Complexul Muzeal Arad
/ Arad Museum Complex

Alexandru Calinescu

1889—1978

Cap de expresie / Character Head
nedatat / undated

bronz / bronze

30 x29 x 27 Ccm

Complexul Muzeal Arad
/ Arad Museum Complex



70
Teodor Burca
1889—1950

Durere / Suffering
nedatat / undated
bronz / bronze
42x33x33Ccm

Complexul Muzeal Arad
/ Arad Museum Complex

71

Ferdinand Gallas

1893—1949

Tdrancd sezand / Seated countrywoman
[cca. 1930]

bronz / bronze

42 x19 x 29 M

Complexul Muzeal Arad
/ Arad Museum Complex
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Nu j-am stiut capul nemaivazut

in care-al ochilor rotund se parguia. Dar,
candelabru, torsul 1i mai arde clar,

unde privirea-i, doar supta-n inceput,

se-atine stralucind. Alftel, cum ar putea
pieptul sa te orbeasca, si-n rasucirea

lind-a soldului n-ar luneca plutirea

unui surds spre centrul simanta ce-o purta.

Altfel, piatra, desfiguratd, ciuntd,
sub transparenta umerilor franta,
nu ar luci ca blana salbdticiunei
sin-ar iradia din suprafata
intreaga, ca o stea. Cdci orice loc al ei
te vede. Trebuie sa-ti shimbi viata.
RAINER MARIA RILKE,
Torsul arhaic al lui Apollo
Personaj feminin (drapat in chiton
si hymation) / Fragment of a feminine
figure dressed
in chiton and hymation

mamura / marble
h41cm

Muzeul de Arheologie ,,Callatis”, Mangalia
/ “Callatis” Museum of Archaeology, Mangalia
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‘We never knew his head and all the light
that ripened in his fabled eyes. But

his torso still glows like a gas lamp dimmed
in which his gaze, lit long ago,

holds fast and shines. Otherwise the surge
of the breast could not blind you, nor a smile
run through the slight twist of the loins

toward that center where procraeation thrived.

Otherwise this stone would stand deformed and curt

under the shoulders’ transparent plunge
and not glisten just like wild beasts’ fur

and not burst forth from all its contours
like a star: for there is no place

that does not see you. You must change your life.

RAINER MARIA RILKE,
Archaic Torso of Apollo

Eros cu pasarea — statuetd fragmentara
/ Eros with a bird (fragment)

Perioada elenistica (sec. 2 p.Chr.)
/ Hellenistic period (2% century AD)
marmura/ marble

25 x 45 Ccm

Muzeul de Arheologie ,,Callatis”, Mangalia
/ “Callatis” Museum of Archaeology, Mangalia



74

losif Fekete (Negrulea)

1903—1979

Tors / Torso
Calcar / Limestone
27 x II x 5 Cm

Muzeul Tarii Crisurilor Oradea
/ Oradea “Tdrii Crigurilor” Museum

75
Tulia Onitd
1922—1987

Tors / Torso
bronz / bronze

Muzeul de Artd Vizuald Galati
/ Galati Museum of Visual Art
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Dimitrie Paciurea

1873—1932

Nud de femeie / Female nude
nedatat / undated [cca. 1913-15]
bronz patinat / patinated bronze
20,7 x 7,7 x 8 cm

Muzeul de Arta Craiova
/ Craiova Museum of Art

77

Anghel Chiciu (Kiciu)

1883—1963

Tors de femeie / Female Torso
1919

marmura alba / white marble
84,4 x 37 x 29 cm

Muzeul de Artd Craiova
/ Craiova Museum of Art
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Ion Vlasiu
1908—1997

Tors / Torso
lemn / wood
54 % 35 % 19 CImM

Colectie privata
/ Private collection

79

Sergiu Dumitrescu

1954—2016

Tors / Torso
marmura / marble

Muzeul de Artd Vizuald Galati
[ Galati Museum of Visual Art



80

Z.0e Bdicoianu

1910—I1987

Nud / Nude
nedatat / undated
gips / plaster

47 x 28 x 33 CmM

Colectie privata
/ Colectie privatd

81

Cornel Medrea

1888—1967

Nud / Nude
bronz / bronze
71 x 23 X 26 CIM

Colectie privatd
/ Private collection
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Din ce substantd esti facutd oare

Cd mii de umbre-atragi in preajma ta?

Cand orice lucrul doar o umbri are,

Tu, singurd, poti mii imprumuta.

Descrie-1 pe Adonis, si-o sd fie

O slaba copie a tot ce esti.

Reda-i Elenei vraja frungii, vie,

Vei fi tot tu-n podoabe vechi, grecesti.

Sldveste primadvara, rodnicia:

Prima ti-e umbra-a frumusetii doar,

A doua-ti suie-n sldvi marinimia;

Din scumpe forme-nvii tu, cea de har.

Nu-i farmec sd nu-mbrace-a ta fiintd;

Nu semeni, si n-ai seaman, in credinta.
WILLIAM SHAKESPEARE, Sonetul 53

Constantin Baraschi Tors de femeie / Female Torso
nedatat / undated [cca. 1935]
1902—I1966 bronz patinat / patinated bronze

39,6 x 74,5 x 25,2 Cm

Muzeul de Artd Craiova
/ Craiova Museum of Art
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What is your substance, whereof are you made,

That millions of strange shadows on you tend?

Since every one hath, every one, one shade,

And you, but one, can every shadow lend.

Describe Adonis, and the counterfeit

Is poorly imitated after you;

On Helen’s cheek all art of beauty set,

And you in Grecian tires are painted new:

Speak of the spring and foison of the year,

The one doth shadow of your beauty show,

The other as your bounty doth appear;

And you in every blessed shape we know.

In all external grace you have some part,

But you like none, none you, for constant heart.
WILLIAM SHAKESPEARE, Sonnet 53

Fragment de statuie, divinitate feminind
/ Feminine figure, fragment

Perioadd romana / Roman period
marmura / marble
cca.20 x30Ccm

Muzeul de Arheologie ,,Callatis”, Mangalia
/ “Callatis” Museum of Archaeology, Mangalia
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Oscar Han

1891—1976

Tors / Torso

1935

bronz patinat / patinated bronze
48,4 x 23,6 x 25 CM.

Muzeul de Arta Craiova
/ Craiova Museum of Art

85

Ton Irimescu

1903—2005

Nud / Nude
bronz / bronze
50 x 34 x 149 CmM

Muzeul de Artd Constanta
/ Constanta Art Museum
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Acum moare jarul in vatra
Sijerbe de flacari se-nchid,
Dar inima, inima nu conteneste sd ardd,
Siumbra ta creste pe zid.
DAN BOTTA, Umbra ta

Aurel POpp Cusatoreasa / The Needlewoman
gips patinat / patinated plaster
1879—I1960 49 X 46 x 30 cIm

Muzeul de Artd Satu Mare
/ Satu Mare Museum of Art
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Blaze now fades in the hearth

And wreaths of fire dissolve,

But the heart, the heart incessantly burns,

And your shadow expands on the wall.
DAN BOTTA, Your shadow

-,

Statuia zeitei Cybella pe tron (drapata in
chiton si hymation)

/ Goddess Cybella on her throne (dressed in
chiton and hymation)

Perioadd romanad timpurie

/ Early Roman period
marmura alba / white marble
15 x 9,5 x 23,3 Cm

Muzeul de Arheologie ,,Callatis”, Mangalia
/ “Callatis” Museum of Archaeology, Mangalia
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Mac Constantinescu

1900—1979

Eva/Eve
piatra, soclu granit / stone, granite socle
40 x20 x14Cm

Muzeul Tdrii Crisurilor Oradea
/ Oradea “Tdrii Crisurilor” Museum

89

Relief Cybella cu fronton
/ Goddess Cybella on her throne, relief

Perioadd romand / Roman period
calcar / limestone
26,5 X 42 CImM

Muzeul de Arheologie ,,Callatis”, Mangalia
/ “Callatis” Museum of Archaeology, Mangalia
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Nu v-a mirat pe cdte-o steld aticd prudenta
gestului omenesc? Iubirea si despdrtirea nu erau oare
atdt de bland agezate pe umeri ca si cum ar fi fost facute
din altd substantd decat a noastra? Amintiti-vd mainile,
cat de fara greutate se lasd, desi torsul e-atat de puternic.
Acesti stapani pe ei insisi, stiau: numai
atdt ni-i cuprinsul, ATATA e numai al nostru, ASA sd ne-atingem;
mai puternic zeii ne strang. Dar asta e treaba zeilor.
De-am putea sinoi sd gasim o purd, ingustd, ddinuitoare
esentd de omenesc, o fisie de pimant roditor care sd fie
al nostru intre fluviu si stancd. Cdci inima noastra
ne depdseste mereu ca si ei.

RAINER MARIA RILKE, A doua elegie duinezd

Steld funerara cu Charon (zeul Charon linga
barcd, tindnd de mand un personaj masculin,
aldturi de ciinele Cerber)

Sec 3—21.Chr.,, perioada elenisticd

/ 3"—2" century BC, Hellenistic period
marmura / marble

27 x 42 x 0,8 cCm

Muzeul de Arheologie ,,Callatis”, Mangalia
/ “Callatis” Museum of Archaeology, Mangalia
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Remember those Attic stelae, how amazed
you were at the caution
of human gestures; at the way love and parting were
so lightly laid on their shoulders, as if made of other stuff
from ours? And their hands, how they touched
without pressure, even though such strength is in the torsos.
Those self-mastered ones knew: this far we can go,
this much is ours, to touch this way; the gods press down
on us more forcefully. But that’s for the gods.
If only we too could find a pure, carved-out, narrow
human place, our own small strip of fertile soil
between stream and stone. For even now our heart
transcends us, just as it did those others. And no longer
can we gaze after it into images that soothe it, or
into godlike bodies where it finds a higher restraint.
RAINER MARIA RILKE, Second Duinese Elegy Steld funerard cu epigrama

(banchet funerar)
/ Stela representing a funerary
banquet (with epigram)

Sec. 21.Chr., perioada elenisticad
/3" century BC, Hellenistic period
mamura / marble

66,5 x 45 x I M

Muzeul de Arheologie ,,Callatis”, Mangalia
/ “Callatis” Museum of Archaeology, Mangalia
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Aurel Popp

1879—I1960

Memento Mori
gips turnat / moulded plaster
33 x30 x 47 Cm

Muzeul de Artd Satu Mare
/ Satu Mare Museum of Art
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Tulia Onita
1922—1987

Bocitoarele / The Mourners
1965

bronz / bronze

57 X I8 x 53 Cm

Muzeul de Artd Constanta
/ Constanta Art Museum



94

Ion Vlad

Masca mortuara a lui Vasile Voiculescu
Death mask of Vasile Voiculescu
ipsos / plaster

Muzeul National al Literaturii Romane
/ National Museum of Romanian Literature
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Filip Marin / Mac Constantinescu

Masca mortuard a lui Mihai Eminescu
Death mask of Mihai Eminescu
bronz / bron

Muzeul National al Literaturii Romane
/ National Museum of Romanian Literature
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George Lowendal

Mulajul mainii drepte a lui Victor Ion Popa
Right hand cast of Victor Ion Popa
ipsos / plaster

Muzeul National al Literaturii Romane
/ National Museum of Romanian Literature
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Autor necunoscut
Unknown author

Mulajul mdinii drepte a lui Alexandru Vlahutd
Right hand cast of Alexandru Vlahutd
ipsos/ plaster

Muzeul National al Literaturii Romane
/ National Museum of Romanian Literature
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Autor necunoscut
Unknown author

Masca mortuara a lui Octavian Goga
Death mask of Octavian Goga
bronz / bronze

Muzeul National al Literaturii Romane
/ National Museum of Romanian Literature
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Cornel Medrea

Masca mortuara a lui Alexandru Davilla
Death mask of Alexandru Davilla
ipsos / plaster

Muzeul National al Literaturii Romane
/ National Museum of Romanian Literature
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Petre Bartoluzzi

Masca mortuard a lui George Bacovia
/ Death mask of George Bacovia
ipsos/ plaster

Mugzeul National al Literaturii Romane
/ National Museum of Romanian Literature

I0I

Constantin Baraschi

Masca mortuarad a lui Ionel Teodoreanu
Death mask of Ionel Teodoreanu
bronz / bronze

Muzeul National al Literaturii Romane
/ National Museum of Romanian Literature
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Autor necunoscut Mulajul mainilor lui George Cilinescu

Unknown author Hands cast of George Cdlinescu

ipsos / plaster

Muzeul National al Literaturii Romane
/ National Museum of Romanian Literature

Ce raddcini se catdra, ce ramuri cresc

Din sfardmdturile astea pietroase? Fiu al omului,

Nu poti sa spui, sau sd ghicesti, pentru cd tu cunosti
Doar un morman de imagini, frinte in lumina soarelui,

Unde copacii mortii nu-ti daruie adapost si nici greierii usurare,
Iar in pietrele sterpe nu se aude un susur de apa. Umbra

Afli numai sub stanca aceasta roscatd,

(Vino la umbra acestei stanci roscate),

Siam sa-ti ardt ceva deosebit fatd de oricare

Din umbrele tale matinale care-ti urmeaza cu pasi mari

Ori fatd de umbra ta vesperald, ridicindu-se sa-ti vind in intampinare;

Am si-ti ardt frica intr-un pumn de tdrana.
T.S.ELIOT, The Waste Land
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Aurel Popp

1879—I1960

What are the roots that clutch, what branches grow
Out of this stony rubbish? Son of man,
You cannot say, or guess, for you know only
A heap of broken images, where the sun beats,
And the dead tree gives no shelter, the cricket no relief,
And the dry stone no sound of water. Only
There is shadow under this red rock,
(Come in under the shadow of this red rock),
And I will show you something different from either
Your shadow at morning striding behind you
Or your shadow at evening rising to meet you;
I will show you fear in a handful of dust.
T.S.ELIOT, The Waste Land

Mana Dr. LiikG Béla / Hand of Dr. Liiké Béla
1912

bronz / bronze

28 x 20 x I5 CM

Muzeul de Arta Satu Mare
/ Satu Mare Museum of Art
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Pictorii vid in umbre i protuberante mult mai mult
decit o putem noi face vreodatd.
CICERO, Academica

Cornel Medrea Tdrancd din Sibiu / Coutrywoman from Sibiu
1935
1888—1967 bronz patinat / patinated bronze

57 X 55 % 26 cCm

Colectia Vasile Stoica
/ Vasile Stoica Collection
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Painters see more in shadows and
protrusions than we ever do.
CICERO, Academica

Milita Petrascu

1888—1976

Artemis
marmura alba / white marble
68,5 x 42,2 x 26,1 CmM

Muzeul de Arta Craiova
/ Craiova Museum of Art
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Oscar Han
1891—1976

Cap de femeie / Head of a Woman
nedatat / undated

piatrd / stone

55,5 X 22,5 X 28.5 CmM.

Muzeul de Arta Craiova
/ Craiova Museum of Art
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Gheorghe Anghel

1904—I1966

Cap de femeie / Head of a Woman
nedatat / undated [cca. 1960]
bronz / bronze

40 x 20 x 31 CmM

Muzeul de Artd Vizuald Galati
/ Galati Museum of Visual Art
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Mﬂit’la Petra:;‘cu Portret de femeie / Portrait of a woman
piatra / limestone

1888—1976 33 x I8 x 21 CM

Muzeul Tarii Crisurilor Oradea
/ Oradea “Tdrii Crisurilor” Museum
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Constantin Baraschi

1902—1966

Portret de femeie / Portrait of a Woman

1947
bronz / bronze
39 x 36 x 22 Ccm

Colectie privata / Private collection
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Miliga Petra§cu Claudia Millian Minulescu Boris Caragea Portretul Zoei Biicoianu
piatra / limestone / Portrait of Zoe Bdicoianu
1888—1976 28 x 19 x 22 CIm 1906—1982 nedatat [anii ’50] / undated [1950s]
bronz, soclu travertin / bronze, travertine socle
hs54cm
Muzeul Tdrii Crigurilor Oradea Muzeul Tdrii Crisurilor Oradea

/ Oradea “Tdrii Crisurilor” Museum / Oradea “Tdrii Crisurilor” Museum
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Cel dintai care a exprimat trdsiturile umane prin
potrivirea unui mulaj de ipsos pe fatd, si apoi imbuna-
tdtirea lui prin turnarea de ceara topitd in mulaj, a fost
Lysistratus din Sicyon [...] El a fost de altfel acela care
si-a propus sa studieze asemanarea fideld cu realitatea;
caci inaintea lui, artistii doar se gindeau cum sa faca
portretele cit mai frumoase cu putinta.

PLINIU CEL BATRAN, Naturalis Historia

Alexandru Calinescu Masci / Mask
[1927—1928]
1889—1978 bronz, soclu de marmura

/ bronze, marble socle
17 X 12 X I5 Cm

Muzeul Judetean de Artd Prahova
,Jon Ionescu-Quintus”
/ Prahova County Art Museum
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The first person who expressed the human features
by fitting a mould of plaster upon the face, and then
improving it by pouring melted wax into the cast, was
Lysistratus of Sicyon, brother of Lysippus, already
mentioned. It was he, in fact, who first made it his
study to give a faithful likeness; for before his time,
artists only thought how to make their portraits as
handsome as possible.

PLINY THE ELDER, Naturalis Historia

Milita Petrascu

1888—1976
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Mascd / Mask

[anii’30/193058]

bronz, soclu piatra / bronze, limestone socle
31 x 18 x I8,5 Cm

Muzeul Tarii Crisurilor Oradea
/ Oradea “Tdrii Crisurilor” Museum
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GHEORGHE ANGHEL, (1904—1966), Cap de femeie / Head of a Woman,
bronz / bronze, [cca. 1960], Muzeul de Artd Vizuala Galati/ Galati
Museum of Visual Art

ZOE BAICOIANU, (1910—1987), Nud / Nude, gips / plaster,
Colectie privata / Private collection

CONSTANTIN BARASCHI,(1902—1966), Tors de femeie / Female Torso, nedatat /
undated [cca. 1935], bronz patinat / patinated bronze, Muzeul de Artd Craiova /
Craiova Museum of Art

CONSTANTIN BARASCH]I, Portret de femeie / Portrait of a Woman, 1947,
bronz /bronze, Colectie privatd / Private collection

CONSTANTIN BARASCHI, Zbor / Flight, bronz / bronze, Colectie privata
/ Private collection,

ION BITZAN (1924—1997), Dracaena Draco, 1996, lemn, metal vopsit
(tabla zincatd) / wood, painted metal (zinc-coated sheet), Colectie privatd
/ Private collection

PAVEL BUCUR (1945—2016), fnaripata / Winged Creature, 1979, h 77cm, bronz,
soclu marmura / bronze, marble socle, Familia artistului / Artist’s Estate

TEODOR BURCA (1889—1950), Durere / Suffering, nedatat / undated, bronz
/ bronze, 42 x 33 X 33 cm, Complexul Muzeal Arad / Arad Museum Complex

STEFAN CALARASANU (1947—2013), ,,5”, 2007, piatra / stone, 32 X 25 X 13 cm,
Colectia Herczeg, Timigoara / Herczeg Private Collection, Timisoara

STEFAN CALARASANU (1947—2013), Apreés nature, 2011, piatrd (trovant)
/ stone (trovant), 23 X 34 x 24 cm, Colectia Herczeg / Herczeg Private
Collection, Timisoara

STEFAN CALARASANU, (1947—2013), Aprés nature, 2011, bronz / bronze,
23 X 34 X 24 cm, Colectia Herczeg / Herczeg Private Collection, Timisoara

ALEXANDRU CALINESCU (1889—1978), Cap de expresie / Character Head, bronz
/ bronze, 30 x 29 X 27 cm, Complexul Muzeal Arad / Arad Museum Complex

ALEXANDRU CALINESCU, Mascd / Mask, 1927—1928, Ronde bosse / bronz
si marmura / bronze, marble socle, 17 X 12 X 15 cm, Muzeul Judetean de Arta
Prahova Ion Ionescu-Quintus / Prahova County Art Museum

BORIS CARAGEA (1906—1982), Portretul Zoei Bdicoianu / Portrait of Zoe
Bdicoianu, [1950s], bronz, soclu travertin / bronze, travertine socle, Muzeul Tdrii
Crisurilor Oradea / Oradea “Tdrii Crisurilor” Museum

ANGHEL CHICIU (KICIU) (1883—1963), Tors de femeie/ Female Torso, 1919,
white marble / marmurd albd, 84,4 X 37 X 29 cm, Muzeul de Artad Craiova
/ Craiova Museum of Art
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IRINA CODREANU (1896—1985), Tors / Torso, bronz / bronze, Muzeul Tarii
Crisurilor Oradea / Oradea “Tarii Crisurilor” Museum

MAC CONSTANTINESCU, Danaida / Danaide, [1932], bronz / bronze,
58,5 X 17 X 14 cm, Colectie privatd / Private collection

MAC CONSTANTINESCU, Varsdtor / Aquarius, [anii '30 / 1930s], 54 X 37 X 6,5 cm,
basorelief bronz / bronze bas-relief, Colectie privatd / Private collection

MAC CONSTANTINESCU, Eva/ Eve, piatrd, soclu granit / stone,
granite socle, 40 x 20 x 14 cm, Muzeul Tadrii Crisurilor Oradea
/ Oradea “Tdrii Crisurilor” Museum

SERGIU DUMITRESCU (1954—2016), Tors / Torso, marmura / marble,
Muzeul de Artd Vizuala Galati/ Galati Museum of Visual Art

10SIF FEKETE (NEGRULEA) (1903—1979), Don Quijote, [1938—40],
bronz / bronze, 62 x 84 x 13 cm, Colectie privatd / Private collection

I0SIF FEKETE (NEGRULEA), Tors / Torso, calcar/ limestone, 27 X 11 X 5 cm,
Muzeul Tdrii Crigurilor Oradea / Oradea “Tdrii Crisurilor” Museum

FERDINAND GALLAS (1893—1949), Hamal in port / Docher in the port,
1926, bronz / bronze, 57 X 20 x 19 cm, Complexul Muzeal Arad
[ Arad Museum Complex

FERDINAND GALLAS, Tdrancd sezand / Seated countrywoman,
[cca. 1930], bronz / bronze, 42 x 19 X 29 cm, Complexul Muzeal Arad
/ Arad Museum Complex

I0AN (ION, JEAN) GEORGESCU (1856—1898), Vasile Alecsandri,
bronz / bronze [cca. 1884], Muzeul de Artd Vizuala Galati
/ Galati Museum of Visual Art

ION ALIN GHEORGHIU (1929—2001), Himera (Pasare)/ Chimera (Bird), nedatat
/ undated [anii’90 / 1990s], bronz, soclu marmura neagra / bronze, black marble
socle, 47 x 13 x 12 cm, Colectie privatd / Private collection

ION ALIN GHEORGHIU, Himerd (Zoomorfism) / Chimera (Zoomorphism),
nedatat / undated [anii’90 / 1990s], marmura gri / grey marble, 57 X 22 X 10 cm,
Colectie privatd / Private collection

VASILE GORDUZ (1931—2008), Pasdre / Bird, bronz / bronze, 21,5 X 10 X 15 cIm,
Colectia Eduard Uzunov / Eduard Uzunov collection

OSCAR HAN (1891—1976), Tors / Torso, 1935, bronz patinat, soclu marmura
/ patinated bronze, marble socle, 48,4 X 23,6 X 25 cm, Muzeul de Artd Craiova
/ Craiova Museum of Art

OSCAR HAN, Elegie / Elegy, 1928, bronz patinat / patinated bronze,
49,2 X 38,7 x 39 cm, Muzeul de Artd Craiova / Craiova Museum of Art

OSCAR HAN, Cap de femeie / Head of a Woman, piatra / stone, nedatat / undated,
55,5 X 22,5 X 28,5 cm, Muzeul de Artd Craiova / Craiova Museum of Art

OSCAR HAN, Arcas / Archer, 1935, bronz / bronze, 115 X 86 X 47 cm,
Colectie privatd / Private collection



118

GHEORGHE ILIESCU-CALINESTI (1932—2002), Compozitie / Composition,
nedatat / undated, piatra / stone, 55,2 X 28,7 X 16,8 cm, Muzeul de Artd Craiova
/ Craiova Museum of Art

IOAN IORDANESCU (Jorddnescu) (1881—1949), Portret de femeie
/ Female potrait, bronz / bronze, 42 X 41 X 23 cm, Complexul Muzeal Arad
| Arad Museum Complex

ION IRIMESCU (1903—2005), Nud / Nude, bronz / bronze, 50 X 34 X 149 cm,
Muzeul de Artd Constanta / Constanta Art Museum

ION JALEA (1887—1983), Lucifer, [cca. 1929], bronz / bronze,
70 X 55 X 20 cm, Muzeul Térii Crisurilor Oradea / Oradea
“Tdrii Crigurilor” Museum

ION JALEA, Arcas in repaos / Reclining Archer, 1926, bronz / bronze,
38 X 21 X 47 cm, Colectie privata / Private collection

HANS MATTIS-TEUTSCH (1884—1960), Tors de femeie / Female Torso,
[1925—1931], lemn / wood, 34,5 x 6 X 5 cm, Colectia George Macovescu
/ George Macovescu collection

CORNEL MEDREA (1888—1967), Nud / Nude, bronz / bronze, 71 X 23 X 26 cm,
Colectie privatd / Private collection

CORNEL MEDREA, Tdrancd din Sibiu / Coutrywoman from Sibiu, 1935,
bronz patinat / patinated bronze, 57 X 55 X 26 cm, Colectia Vasile Stoica
/ Vasile Stoica collection

ION LUCIAN MURNU (1910—1984), Nina Cassian, 1961, gips / plaster,
30 X 59 X 38 cm, Muzeul de Artd Craiova / Craiova Museum of Art

PAUL NEAGU (1938—2004), Edgerunner, anii *80 / 1980s, otel sudat
/ welded steel, 185 x 300 x 160 cm, Colectia Fundatiei Fildas Art
/ Collection of the Fildas Art Foundation

IULIA ONITA (1922—1987), Bocitoarele / The Mourners, 1965, bronz / bronze,
57 X 18 X 53 cm, Muzeul de Artd Constanta / Constanta Art Museum

IULIA ONITA, Tors / Torso, bronz / bronze, Muzeul de Arta Vizuald Galati
/ Galati Museum of Visual Art

DIMITRIE PACIUREA (1873—1932), Nud de femeie / Female nude, [cca. 1913—15],
bronz patinat / patinated bronze, 20,7 X 7,7 X 8 cm, Muzeul de Artd Craiova
/ Craiova Museum of Art

DIMITRIE PACIUREA, Himera Pimantului / Chimera of the Earth, [1927—28],
bronz / bronze, 55 x 58 x 33 cm, Colectie privata / Private collection

IOAN (JEAN) PARVAN (1950—1998), Arlechin / Harlequin, bronz / bronze,
170 X 57 X 40 cm, Colectie privata / Private collection

MILITA (MILITZA, MELANIA NICOLAEVICI) PETRASCU (OJOGA) (1888—1976),
Artemis, marmura alba / white marble, nedatat / undated, Muzeul de Artda
Craiova / Craiova Museum of Art

MILITA PETRASCU, Portret de femeie / Portrait of a woman, piatrd / limestone, 33
X 18 X 21 cm, Muzeul Tarii Crigurilor Oradea / Oradea “Tarii Crisurilor” Museum
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MILITA PETRASCU, Claudia Millian Minulescu, piatra / limestone, 28 X19 X 22 cm,
Muzeul Tdrii Crigurilor Oradea / Oradea “Tirii Crisurilor” Museum

MILITA PETRASCU, Mascd / Mask, [mid 1930s], bronz, soclu piatra/ bronze,
limestone socle, 31 X 18 x 18,5 cm, Muzeul Tarii Crisurilor Oradea / Oradea
“Tdrii Crisurilor” Museum

AUREL POPP (1879—1960), Mina Dr. Liik6 Béla / Hand of Dr. Liikd Béla, 1912,
bronz / bronze, 28 X 20 X 15 cm, Muzeul de Artd Satu Mare
/ Satu Mare Museum of Art

AUREL POPP, Cusdtoreasa / The Needlewoman, gips patinat / patinated plaster,
49 X 46 x 30 cm, Muzeul de Artd Satu Mare / Satu Mare Museum of Art

AUREL POPP, Memento Mori, gips turnat / moulded plaster, Muzeul de Arta Satu
Mare / Satu Mare Museum of Art

FREDERIC STORCK (1872—1942), Alexandrina, [1900], bronz, soclu marmura
/ bronze, marble socle, 49 x 22 x 19 cm, Complexul Muzeal Arad
/ Arad Museum Complex

FREDERIC STORCK, Pierrot, 1898, bronz / bronze, 55 X 28 cm,
Colectie privatd / Private collection

ION VLASIU (1908—1997), Tors / Torso, lemn / wood, 54 X 35 X 19 cm,
Colectie privatd / Private collection

Piese arheologice / Archaeological pieces

Cavalerul trac, relief / Relief of the Thracian horseman, Sec. 2—3 p.Chr.,
perioadd romana / 2"d—3’d century AD, Roman period, mamurd / marble,
32X 32,5 cm, Muzeul de Arheologie ,,Callatis”, Mangalia / “Callatis” Museum
of Archaeology, Mangalia

Eros cu pasdrea — statueta fragmentara (Eros copil nud cu porumbel)

/ Eros with a bird (fragment), Perioada elenistica (sec.2 p.Chr.) / Hellenistic
period (2“"’ century AD), marmurd / marble, 25 X 45 cm, Muzeul de Arheologie
,Callatis”, Mangalia / “Callatis” Museum of Archaeology, Mangalia

Personaj feminin — statuie / Fragment of a feminine figure, marmura / marble,
h 41 cm, Muzeul de Arheologie ,,Callatis”, Mangalia / "Callatis” Museum of
Archaeology, Mangalia

Picior de masi cu efeb / Table foot with ephebe figure, Sec. 2—11.Chr. / 27—t

century BC, marmura / marble, 17,5 x 73 cm, Muzeul de Arheologie , Callatis”,
Mangalia / “Callatis” Museum of Archaeology, Mangalia

Steld funerard cu epigrama (banchet funerar) / Stela representing a fune-
rary banquet, Sec. 21.Chr., perioadi elenistici / 2™ century BC, Hellenistic
period, marmurd / marble, 66,5 X 45 x 11 cm, Muzeul de Arheologie ,,Callatis”,
Mangalia / “Callatis” Museum of Archaeology, Mangalia

Steld funerard cu Charon / Funerary stela with the god Charon, Sec. 3-21.Chr,,
perioadd elenistica / 3d_ond century BC, Hellenistic period, marmurd / marble,
27 X 42 X 0,8 cm, Muzeul de Arheologie ,,Callatis”, Mangalia / “Callatis”
Museum of Archaeology, Mangalia
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Statuia zeitei Cybella pe tron / Goddess Cybella on her throne, perioada
romand timpurie / early Roman period, marmura alba / white marble,

15 X 9,5 X 23,3 cm Muzeul de Arheologie , Callatis”, Mangalia / “Callatis”
Museum of Archaeology, Mangalia

Relieful zeitei Cybella cu fronton / Goddess Cybella on her throne, relief, perioada
romand / Roman period, calcar / limestone, 26,5 x 42 cm, Muzeul de Arheologie
,Callatis”, Mangalia / “Callatis” Museum of Archaeology, Mangalia

Fragment statuie divinitate feminina / Feminine figure, fragment, perioada
romana / Roman period, marmura / marble, cca. 20 X 30 cm, Muzeul de
Arheologie ,,Callatis”, Mangalia / “Callatis” Museum of Archaeology, Mangalia

Sarpe, fragment dintr-un ansamblu ce o reprezinta pe zeita Hygeea / Serpent
(fragment from a statuary ensemble of the goddess Hygeea), Perioada greacd

/ Greek period, marmurd / marble, 42 X 108 X 27 cm, Muzeul de Arheologie
,Callatis”, Mangalia / “Callatis” Museum of Archaeology, Mangalia

Relief votiv cu Dyonisos si Pan / Votive relief with gods Dyonisos and Pan,
marmurd / marble, perioadd romana / Roman period, 25 X 36 cm, Muzeul de
Arheologie ,,Callatis”, Mangalia / “Callatis” Museum of Archaeology, Mangalia

Picior de masa cu delfin si doud reprezentari antropomorfe / Table foot
with dolphin and anthropomorphic figures, marmura alba / white marble,

20 x 62 cm, Muzeul de Arheologie ,,Callatis”, Mangalia / “Callatis” Museum
of Archaeology, Mangalia

Potretul Zeului Serapis / Head of the God Serapis, marmura / marble,
inceputul Sec.2 p.Chr., perioadd romana timpurie / earlyz”d century AD,
early Roman period, 20 X 14,5 cm, Muzeul National de Istorie a Romaniei
/ The National Museum of Romanian History

Fragment de mascd / Antique mask (fragment), bronz / bronze, Muzeul
National de Istorie a Transilvaniei, Cluj / The National History Museum
of Transylvania, Cluj

Magsti si mulaje / Masks and casts

Constantin Baraschi, Masca mortuara a lui Ionel Teodoreanu / Death mask
of Ionel Teodoreanu, bronz / bronze, Muzeul National al Literaturii Roméine
/ National Museum of Romanian Literature

Petre Bartoluzzi, Masca mortuard a lui George Bacovia / Death mask of George
Bacovia, ipsos / plaster, Muzeul National al Literaturii Romane / National
Museum of Romanian Literature

George Lowendal, Mulajul mainii drepte a lui Victor Ion Popa / Right hand cast
of Viictor Ion Popa, ipsos / plaster, Muzeul National al Literaturii Romane
/ National Museum of Romanian Literature

Filip Marin / Mac Constantinescu, Masca mortuara a lui Mihai Eminescu
/ Death mask of Mihai Eminescu, bronz / bronze, Muzeul National al Literaturii
Romane / National Museum of Romanian Literature

Cornel Medrea, Masca mortuara a lui Alexandru Davilla / Death mask of
Alexandru Davilla, ipsos / plaster, Muzeul National al Literaturii Romane
/ National Museum of Romanian Literature
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Ton Vlad, Masca mortuara a lui Vasile Voiculescu / Death mask of Vasile
Voiculescu, ipsos / plaster, Muzeul National al Literaturii Romane
/ National Museum of Romanian Literature

Autor necunoscut / Unknown author, Masca mortuard a lui Tudor Arghezi
/ Death mask of Tudor Arghezi, ipsos / plaster, Muzeul National al Literaturii
Romane / National Museum of Romanian Literature

Autor necunoscut / Unknown author, Masca mortuard a lui George Bacovia
/ Death mask of George Bacovia, ipsos / plaster, Muzeul National al Literaturii
Romane / National Museum of Romanian Literature

Autor necunoscut / Unknown author, Masca mortuara a lui Dan Botta / Death
mask of Dan Botta, ipsos / plaster, Muzeul National al Literaturii Romane
/ National Museum of Romanian Literature

Autor necunoscut / Unknown author, Masca mortuara a lui Oscar Walter
Cisek / Death mask of Oscar Walter Cisek, ipsos / plaster, Muzeul National al
Literaturii Romane / National Museum of Romanian Literature

Autor necunoscut / Unknown author, Masca mortuard a lui Octavian Goga
/ Death mask of Octavian Goga, bronz / bronze, Muzeul National al Literaturii
Romane / National Museum of Romanian Literature

Autor necunoscut / Unknown author, Masca mortuara a lui Mihail
Kogédlniceanu / Death mask of Mihail Kogdlniceanu, ipsos / plaster, Muzeul
National al Literaturii Romane / National Museum of Romanian Literature

Autor necunoscut / Unknown author, Mulajul mdinii drepte a lui Alexandru
Vlahuta / Right hand cast of Alexandru Vlahutd, ipsos / plaster, Muzeul
National al Literaturii Romane / National Museum of Romanian Literature

Autor necunoscut / Unknown author, Mulajul miinilor lui George Cilinescu
/ Hands cast of George Calinescu, ipsos / plaster, Muzeul National al Literaturii
Romane / National Museum of Romanian Literature




Scurte biografii ale artistilor
Artists’ short biographies

Notd / Note: resursa cea mai importantd folositd pentru compilarea biografiior artistilor a
fost / the most valuable resource in compiling the artist’s short biographies has been:

Dictionarul sculptorilor din Romdnia secolele XIX—XX, coordonator/editor
Ioana Vlasiu, Editura Academiei Romane, Bucuresti, 2011.

Abrevieri /Abbreviations UAP Uniunea Artistilor Plastici/ Union of Fine Artists

IAP Institutul de Arte Plastice / Institute of Fine Arts
Biografii compilate Cdlin Dan si Celia Ghyka, traduceri Sandra Demetrescu, Daniela Calciu
de / Artists biographies / Cdlin Dan and Celia Ghyka, translations Sandra Demetrescu, Daniela Calciu
compiled by

GHEORGHE D. ANGHEL
(1904, Turnu Severin—1966, Bucuresti). Studii: 1923, Bucuresti, Scoala
Nationala de Arte Frumoase, clasa Dimitrie Paciurea. 1924—1937, Ecole
Nationale des Beaux-Arts si diverse ateliere private (Bréncu§i, Minazzoli,
Al Delanof). Participari numeroase la expozitii in Franta si Romania.
Premii: 1940, Premiul ,Anastase Simu”; 1946, Premiul I, Salonul Oficial;
1947, ,Meritul Cultural”; 1954, Ordinul Muncii cl. ITI; 1959, Maestru Emerit al
Artei; 1964, Ordinul Muncii cl. IT; 1966, Artist al Poporului. Modelator subtil,
preocupat de crearea unui limbaj sintetic intre figurativul de sorginte clasica
si abstractiune; autorul unei tipologii generice in portret, nud si statuara
monumentald, unde a realizat doud capodopere — Monseniorul Ghyka (1938)
22 si Mihai Eminescu (1966).

Studies: 1923, Bucharest, The National School of Fine Arts, class of
Dimitrie Paciurea. 1924—1937, Ecole Nationale des Beaux-Arts and var-
ious private studios (Bréncu@i, Minazzoli, Al. Delanof). Participations
in multiple exhibitions in France and Romania. Awards: 1940,
“Anastase Simu” Award; 1946, 1°t Prize, Official Salon; 1947, “Cultural
Merit”; 1954, Order of Work cl. III; 1959, Emeritus Master of Art; 1964,
Order of Work cl. IT; 1966, Artist of the People. Subtle modeler, involved
in creating a synthetic language between figuration of classical descent
and abstraction; author of a generic typology in portraiture, nude and
monumental sculpture. Concerning the latter, two masterpieces may
be noted: the Monsignor Ghyka (1938) and Mihai Eminescu (1966).

ZOE BAICOIANU

(1910, Predeal—1987, Bucuresti). Studii: 1930—1937, Paris, Ecole des Beaux-
Arts; in paralel, picturd cu André Lhote. 1931, debuteaza la Paris. Din 1936,
membrd in Société des Artistes Francais; 1938—1947, membrd a societatii
Tinerimea Artisticd, apoi membra UAP. Profesoara la Catedra de ceramica si
sticld, IAP Bucuresti. Premii: 1933, 1936, Salon des artistes frangais (lucrarile
Chinezoaica, Eva); 1938, premiul ,, Anastase Simu” (Maternitate); 1952, Premiul
de Stat; 1964, Artist emerit. Formati in ambianta artistica din Franta inter-
belicd, Z. B. se inscrie in curentul modernismului clasicizant, dominant in
epoca. Preocupata de expresia echilibratd a corpului uman, lucreaza cu teme
recurente precum maternitatea si nudul feminin.

Studies: 1930—1937, Paris, Ecole des Beaux-Arts; at the same time,
painting with André Lhote. She debuts in 1931, in Paris. From 1936,
member of the Société des Artistes Frangais; 1938—1947, member of
the Society “Tinerimea Artisticd”, then of UAP (The Union of Fine
Artists). Professor at the Department of ceramics and glass, at the
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Institute of Fine Arts in Bucharest. Awards: 1933, 1936, Salon des
artistes francais (the works Chinese woman, Eva); 1938, “Anastase Simu”
Award (Maternity); 1952, State Award; 1964, Emeritus Artist. Shaped
in the artistic milieu of interwar France, Z. B. pertains to the trend of
classicizing modernism which was dominant at the time. Concerned
with the harmonious expression of the human body, she works with
recurrent themes such as maternity and the feminine nude.

CONSTANTIN BARASCHI (MUSAT)

(1902, Campulung-Muscel—1966, Bucuresti). Studii: 1921—1923, Bucuresti,
Scoala de Belle-Arte, cu Fritz Storck si Dimitrie Paciurea; 1927—1928, Paris,
Academiile Grande-Chaumiére si Julian (unde studiaza cu Henri Bouchard,
Antoine Bourdelle). 1939, presedinte al Sindicatului artelor frumoase. Din
1950, profesor la IAP Bucuresti. Premii: 1927, bursa Salonului Oficial pentru
Paris; 1929, Expozitia internationald Barcelona, diploma de onoare; 1937,
Expozitia universald Arts et Techniques dans la Vie Moderne, Paris, medalia
de aur; 1940, Trienala Milano, medalia de argint pentru sculptura Sfantul
Gheorghe; 1949, 1951, 1953, Premiul de Stat; 1954, Artist al Poporului; 1955,
Membru corespondent al Academiei Romane. Ilustreazd preferinta pentru
un stil realist academizant, caracteristic regimurilor totalitare din perioada
interbelicd si realismului socialist postbelic. Autor de portrete si sculpturi cu
caracter monumental, de for public.

Studies: 1921—1923, Bucharest, the School of Fine Arts, with Fritz
Storck and Dimitrie Paciurea; 1927—1928, Paris, Academies Grande-
Chaumiére and Julian (Henri Bouchard, Antoine Bourdelle). 1939,
president of the Fine Arts Union. From 1950, professor at the Institute
of Fine Arts in Bucharest. Awards: 1927, grant of the Official Salon

for Paris; 1929, the International Exhibition in Barcelona, honorary
diploma; 1937, the Universal Exhibition Arts et Techniques dans la Vie
Moderne, Paris, gold medal; 1940, Milano Triennial, silver medal for the
sculpture St. George; 1949, 1951, 1953, State Award; 1954, Artist of the
People; 1955, Corresponding Member of the Romanian Academy. He
illustrates the taste for a realist academic style, characteristic of the
totalitarian regimes in the interwar period.

ION BITZAN

(1923 Limanu, Constanta—1997, Bucuresti). Studii: 1945—1951, IAP (profesori
J. Al. Steriadi si M.H. Maxy). Predad la Institutul de Arte Plastice ,Nicolae
Grigorescu” din 1963 pand in 1997; 1981, Visiting professor la universitati de
arta din New York, Washington, San Francisco si Philadelphia; 1990—1997
Decan al Facultdtii de Arte Decorative, Bucuresti. Premii: 1965, Premiul
Uniunii Artistilor Plastici din Romania pentru picturd monumentald; 1968,
Ordinul Meritul Cultural clasa a ITI-a; 1969, Prix d'achat, International engra-
ving Biennial, Ljubljana; 1971, Ordinul Meritul Cultural clasa I; 1972, Premiul
Criticii UAP; 1984, Premiul UAP pentru artd monumentald; 1987, Premiul I al
Festivalului National Cantarea Romaniei; 1988, Marele Premiu al UAP; 1997,
Premiul special al UAP. Pasionat de inovatie artisticd, fascinat de experimen-
tarea unor tehnologii si procedee noi, I. B. a dezvoltat in opera sa autonoma
o istorie vie a artei contemporane din intervalul deceniilor sapte-zece

ale secolului trecut.

Studies: 1945—1951, The Institute of Fine Arts, Bucharest (professors
J. Al Steriadi and M.H. Maxy). Teaches at the Institute of Fine Arts
Bucharest (1963—1997); 1981, visiting professor at art schools in New
York, Washington, San Francisco si Philadelphia; 1990—1997, Dean
of the Decorative Arts Faculty, Bucharest. Prizes: prize of the UAP
for monumental painting; 1968, Cultural Merit third class; 1969, Prix
d'achat, International engraving Biennial, Ljubljana; 1971, Cultural
Merit first class; 1972, Critics' prize UAP; 1984, Prize of the Union of
Fine artists for monumental art (with Vladimir Setran); 1987, First
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prize at the Cantarea Romaniei [Chant of Romania] festival; 1988,
Grand prize of the UAP; 1997, Special prize of the Union of Fine artists.
Passionate about artistic innovation, fascinated to experiment with
new technologies and methods, I.B. developed in his autonomous body
of work a living history of contemporary art, spanning the seventh
through the tenth decades of the last century.

PAVEL BUCUR

(Bistrita, 1945—Timisul de Sus, 2016). Studii: 1965—1971, IAP Bucuresti,

cu Ion Lucian Murnu. Premii: 1971, bursa Ion Andreescu; 1972, bursa UAP;
1973—1975, bursa Dimitrie Paciurea; 1975, Premiul International al simpozi-
onului de sculptura de la Oronsko, Polonia; 1986, Premiul UAP pentru arta
monumentald. Elaboreaza un vocabular la granita dintre figurativ si abstract,
definind un set de formule reprezentative derivate din tema Victoriei antice
(Nike), pe care le pune a lucru in diverse medii (sculpturd, desen, tapiserie)
si materiale (lemn, piatrd, metal). Cea mai notabild lucrare este Monumentul
Tineretului (Canalul Dundrea-Marea Neagrd, punctul Straja, 1986).

Studies: 1965—1971, Institute of Fine Arts, Bucharest, with Ion Lucian
Murnu. Awards: 1971, Ion Andreescu grant; 1972, grant of the Union of
Fine Artists; 1973—1975, Dimitrie Paciurea grant; 1975, International
award of the sculpture symposium in Oronsko, Poland; 1986, Award
of the Union of Fine Artists for monumental art. He elaborates a
vocabulary at the intersection between figuration and abstraction,
defining a set of representative formulas derived from the theme of
Victory (Niké) from classical antiquity through various media (sculp-
ture, drawing, tapestry) and materials (wood, stone, metal). The most
notable work is the Straja Youth Monument (The Danube—Black Sea
Canal, Straja, 1986).

TEODOR (THEODOR) BURCA

(1889, Slatina—1950, Bucuresti). Studii: Scoala de arte si meserii, Craiova;
Scoala de Belle-Arte, Bucuresti (profesori Wladimir Hegel si Dimitrie
Paciurea); Scoala de Arte Decorative, Viena; 1910—1913, Academia Julian,
Paris (profesor Ernest Dubois). Din 1934 conservator si custode al Pinacotecii
Municipale Bucuresti. Sculptor monumentalist, autorul unor busturi de scri-
itori si militari, dar mai ales participant la realizarea de monumente inchinate
eroilor romani din primul rizboi mondial.

Studies: School of Arts and Crafts, Craiova; the School of Fine Arts
in Bucharest (professors Wladimir Hegel and Dimitrie Paciurea); the
School of Decorative/Applied Arts, Vienna; 1910—1913, Julian Academy,
Paris (professor Ernest Dubois). From 1934 he is a conservator and
custodian at the Bucharest Municipal Pinacotheque. Monumental
sculptor, author of writers’ and military men’s busts, and foremost
participant in the realization of monuments honoring the fallen
Romanian heroes from WWI.

STEFAN CALARASANU

(Drobeta Turnu Severin, 1947—Timisoara, 2013). 1973—1975, studii la
Timisoara, apoi in atelierul lui George Apostu. Oscileaza intre figurativ si non
figurativ, materiale diverse dar mai ales piatra si lemn, uneori cu insertii sau
incizii metalice, avand o preferintd pentru combinarea materialelor. Incizii,
numere, teme abstracte (scrierea, numadrul) dar si permanente referinte

la naturd sau la religie (martiri, Christ, clopote, jertfa). Monumente de for
public: Timisoara, Turnu Severin. Compozitii formale cu volume simple,
ample, monumentale chiar si pentru lucrdrile de mai mici dimensiuni.

Studies: in Timisoara, between 1973—1975, then in the studio of George
Apostu. He oscillates between the figurative and non-figurative, var-
ious materials but especially stone and wood, sometimes with metal
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insertions, having a penchant for combining materials. Incisions,
numbers, abstract themes (writing, the number) but also constant
references to nature or religion (martyrs, Christ, bells, sacrifice).
Monuments in public space: Timigoara, Turnu Severin. Formal compo-
sitions with simple yet ample, almost monumental volumes, even in
his smaller scale works.

ALEXANDRU CALINESCU

(Bucuresti, 1889—1978). Studii: Scoala de Belle-Arte, Bucuresti (profesori
Wladimir Hegel, Dimitrie Paciurea); 1913—1915, bursier al statului roman la
Paris, Ecole Nationale Supérieure des Beaux-Arts (profesor Antonin Mercié);
1922—1928, Paris, continuad studiile cu Jean Boucher. Din 1928, membru al
asociatiilor Cenaclul Idealist si Tinerimea Artisticd. 1931—1963, profesor

de modelaj la Scoala Superioara de Arhitecturd. Autor de lucrdri publice de
sculptura si artd decorativd, multe in relatie cu arhitectura. Influentat de Art
Nouveau si simbolism, ajunge la un stil modernist de nuantd clasicizantd.

Studies: School of Fine Arts, Bucharest (professors Wladimir Hegel,
Dimitrie Paciurea); 1913—1915, grantee of the Romanian State in

Paris, Ecole Nationale Supérieure des Beaux-Arts (professor Antonin
Mercié); 1922—1928, Paris, continues his studies with Jean Boucher.
From 1928, member of the associations of the Idealist Literary Circe
and Tinerimea Artistica [Artistic Youth]. 1931—1963, professor of
modelling at the School of Architecture. Author of public works of
sculpture and decorative arts, many of them in relation to architecture.
Influenced by Art Nouveau and symbolism, he crystallizes a modernist
style of classical descent.

BORIS CARAGEA
(Balcic, 1906—Bucuresti, 1982). 1926—1932 Academia de Belle-Arte (Frederic
Storck, Oscar Han, Dimitrie Paciurea). Din 1949 profesor de sculpturad la IAP
Bucuresti. 1951-1957 presedinte al UAP. 1962—1968 presedinte al Consiliului
artelor plastice din Comitetul de stat pentru culturd si artd. 1963, Membru
corespondent al Academiei Romadne. Premii: 1937, Premiul pentru sculpturd al
Ministerului Artelor; 1951, Premiul de Stat cl. I, Maestru emerit al artei; 1953,
Premiul de Stat cl. a II-a; 1954, Ordinul Muncii cl. a II-a; 1956, Ordinul Muncii
cl. I; 1959, Ordinul 23 August cl. a IV-a; 1962, Artist al Poporului; 1968, ,,Meritul
Cultural” cl. I. Influentat de Maillol si Mestrovic, B. C. a fost apreciat in tim-
pul comunismului, realizind numeroase lucrdri tematice pe gustul epocii.

1926—1932 Academy of Fine Arts (where he studies with Frederic
Storck, Oscar Han, Dimitrie Paciurea). From 1949 he becomes a
professor at the Institute of Fine Arts, Bucharest. 1951—1957 he is the
president of the Union of Fine artists. 1962—1968 president of the

Fine arts Council of the State Committe for Arts and Culture. From
1963, corresponding member of the Romanian Academy. Prizes: 1937,
Prize for sculpture of the Arts Ministry; 1951, State prize First class,
Emeritus master of the arts; 1953, State prize second class; 1954, Artist
of the People; 1968, the Cultural Merit first class. Influenced by Aristide
Maillol and Ivan Mestrovic, Caragea was also prolific during the com-
munist regime, when he received numerous commissions for thematic
works of the epoch.

ANGHEL CHICIU (KICIU)

(Craiova, 1883—Bucuresti, 1963). Studii: 1899—1905, Craiova $coala de Arte
si Meserii. 1905—1909, Bucuresti, $coala de Belle-Arte. Frecventeazd un an
Ecole Nationale des Beaux-Arts din Paris. Premii: 1913, premiul I1I la Salonul
Oficial. Sculptor de facturd simbolistd, influentat de Rodin, cu citevarealizari
notabile in studiile de maini si portrete psihologizante, revelatoare pentru
estetica inceputului de secol 20.
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Studies: 1899—1905, Craiova, School of Arts and Crafts. 1905—1909,
Bucharest, School of Fine Arts. $coala de Belle-Arte. He attends, for a
year, the Ecole Nationale des Beaux-Arts in Paris. Awards: 1913, 3" prize
at the Official Salon. Symbolist sculptor, influenced by Rodin, with
some notable achievements in his hand studies and psychologizing
portraits, compelling for early 2oth century aesthetics.

IRINA (LIZICA) CODREANU

(Bucuresti, 1896—Nogent sur Marne, 1985). Studii: 1918, absolventd a Scolii
de Belle-Arte, Bucuresti (profesori Dimitrie Serafim, Ipolit Strimbulescu,
Cecilia Cutescu-Storck). 1919, Academia La Grande Chaumiére (profesor
Antoine Bourdelle). 1924—1928, in atelierul lui Brancusi.

Colaboreaza la revistele de avangarda Contimporanul, Integral, participa la
expozitiile organizate de Asociatia Arta. Intre 1932—1934 se va dedica picturii.
Premii: 1968, medalia de argint a orasului Paris; 1969, Cavaler al Ordinului
Artelor si Literelor; 1970, marele premiu, Expozitia internationald de picturd,
sculpturd si artd decorativa feminine, Paris; medalia de argint, Expozitia
internationald culturala a femeilor, K6ln; 1977, Ofiter al Ordinului Artelor

si Literelor; 1978, marele premiu pentru sculpturd, Bienala internationald,
Vichy. Influentatd la inceput de Brancusi si Bourdelle, I.C. evolueazd apoi
spre o sculpturd de modelaj sensibil, cu accente clasice, unde se remarca
temele animaliere, nudurile si portretele.

Studies: 1918, graduates from the School of Fine Arts in Bucharest
(professors Dimitrie Serafim, Ipolit Strimbulescu, Cecilia Cutescu-
Storck). 1919, La Grande Chaumiére Academy (professor Antoine
Bourdelle). 1924—1928, in Brancusi’s studio. She collaborates with the
avant-garde magazines Contimporanul, Integral, and participates in the
exhibitions organized by the Arta Association. Between 1932—1934 she
commits to painting. Awards: 1968, silver medal of the city of Paris;
1969, “Chevalier” title of the ”Ordre des Arts et des Lettres”; 1978, grand
prize, the International Cultural Exhibition of Women, Cologne; 1977,
“Officier des Arts et des Lettres”; 1978, the grand prize for sculpture,
the Vichy International Biennial. Influenced at the onset by Brancusi
and Bourdelle, L. C. evolves later on towards a sculpture marked by a
sensitive modelling with classical accents, revolving around themes
like animals, nudes and portraits.

MAC CONSTANTINESCU
(Berlin-Charlottenburg, 1900—Campina, 1979). Studii: 19920—1923, Bucuresti,
Scoala de Belle-Arte (professor Ion Jalea); Academia libera de pictura, desen
si sculpturd, (profesori L. Jalea, J. Al. Steriadi, A. G. Verona, Stefan Popescu);
1924—1926, Paris, Ecole des Beaux-Arts (profesor Jean Boucher); Academia
La Grande Chaumieére (profesor Antoine Bourdelle); Academia Julian
(profesori J. Boucher, Paul Landowski); audiaza cursuri la Sorbona si Ecole
du Louvre (istoria artei cu Louis Hautecoeur); 1926, stagiu la manufactura
Sévres; 1927—1928, Scoala Romand de la Roma (studii de arheologie siresta-
urare). 1945—1964, profesor de istoria artei 1a Institutul de Arhitectura ,Ion
Mincu”; 1964—1970, profesor la Catedra de arte decorative la IAP Bucuresti.
Premii: 1935, Bruxelles, Expozitia universala — medalia de argint; 1937, Paris,
Expozitia universald — medalia de argint; 1957, Artist emerit. Personalitate
complexd a culturii vizuale din Romania, decorator, ceramist, ilustrator,
restaurator, pedagog, M. C. a practicat o sculpturd de ambianta arhitecturala
(reliefuri, frontoane, fintdni), cu un stil elegant, sintetic, inconfundabil.

Studies: 1920—1923, Bucharest, School of Fine Arts (where he studies
with I. Jalea, , J. Al Steriadi, A. G. Verona, Stefan Popescu); 1924—1926,
Paris, Ecole des Beaux-Arts (professor Jean Boucher), La Grande
Chaumiére Academy (professor Antoine Bourdelle), Julian Academy
(professors J. Boucher, Paul Landowski); he follows courses at the
Sorbonne and Ecole du Louvre (among which art history with Louis
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Hautecoeur). From 1926 he works as a trainee at the Sévres manufac-
ture; 1927—1928, the Romanian School in Rome (archeology and con-
servation). Between 1945—1964 he is a professor at the “Ion Mincu”
Institute of Architecture; 1964—1970, professor at the Chair of decora-
tive arts of the Institute of Fine arts in Bucharest. Complex personality
of the visual culture in Romania, decorator, ceramic artist, illustrator,
pedagogue, restorator. Architecture-related sculpture (reliefs, pedi-
ments, fountains) in an elegant, synthetic, remarkable style.

10SIF FEKETE (NEGRULEA)

(Hunedoara, 1903—Oradea, 1979). Studii: 1921—1927, Academia de Arte
Frumoase, Bucuresti (profesor Dimitrie Paciurea, Fritz Storck). 1931—1941,
sculptor animalier la Institutul National Zootehnic, Bucuresti. 1935, membru
al Tinerimii Artistice. Premii: 1929, Salonul Oficial, Bucuresti, Diana; 1931,

Sf. Francisc de Assisi; 1932, Taurul; 1933, portalul Ministerului de Justitie; 1930,
Salonul de arhitectura si arte decorative, pr. II; 1952, Premiul de Stat; 1954,
Medalia Muncii; 1954, Ordinul Muncii cl. a ITI-a; 1968, ,Meritul Cultural”

cl. aIV-a. Artist prolix, prelucrand cu usurintd cele mai diverse materiale.
Coautor (cu Lidia Kotzebue) al Monumentului Aviatorilor, Bucuresti.

Studies: 1921—1927, School of Fine Arts, Bucharest (professors Dimitrie
Paciurea, Fritz Storck). 1931—1941, sculptor of animals at the National
Zootechnical Institute in Bucharest. 1935, member of Tinerimea
Artistica[Artistic Youth]. Awards: 1929, the Official Salon, Bucharest,
Diana; 1931, St. Francis of Assisi; 1932, The Bull; 1933, portal for the
Ministry of Justice; 1930, Salon of architecture and decorative arts,
second prize; 1952, State Award; 1954, Medal for Work; 1954, Order for
Work, 3 class; 1968, Cultural Merit, 4 class. Prolific artist, working
with ease with the most diverse materials. Co-author (with Lidia
Kotzebue) of the Monument to the Heroes of the Air in Bucharest.

FERDINAND GALLAS
(Timisoara, 1893—Lovrin, Timis, 1949). Studii: 1905—1909, Timisoara, Scoala
profesionald pentru industria lemnului si a metalului (Andrés Sipos, Laszlé
Inotay); 1909—1912, Budapesta, Scoala Superioard de Arte Decorative (Lajos
Mitray, Géza Mar6ti, Imre Simay); 1912—1914, asistent la aceeasi scoald.
Participd la Primul Rdzboi Mondial si cade prizonier in Siberia; 1917—1919,
voluntar in Armata Rosie; 1919—1921, Scoala Superioara de Arte Plastice,
Moscova; 1922—1923, Dresda, $coala libera de arta ,Der Weg”. 1924, Satu Mare,
realizeazd modele pentru Fabrica de ceramicd a pictorului Aurel Popp. 1925,
Arad, colaboreazd cu revista de avangarda , Periszkop”. 1928, executa impre-
und cu Aurel Popp macheta Monumentului Unirii de la Alba Iulia (nerea-
lizat). Premii: 1928, Salonul Oficial Bucuresti, Dansatoarea grotescd; 1930,
premiu Ila Salonul artistilor banateni, Timisoara, impreuna cu Romul Ladea.
Sculptor, ceramist, ilustrator, scenograf, publicist, activist cultural, educator,
F. G. aldsat o opera ce oscileazd intre avangarda si clasicism.

Studies: 1905—1909, Timisoara, Professional school for wood and metal
industry (Andras Sipos, Laszl6 Inotay); 1909—1912, Budapest, Superior
School for Decorative Arts (Lajos Matray, Géza Mar6ti, Imre Simay); 1912
—I914, teaching assistant at the same school. He taks part in the First World
‘War and is taken hostage in Siberia; 1917—1919, volunteer in the Red Army;
1919—1921, Superior school for Fine Arts, Moscow; 1922—1923, Dresden,
Freescholfor arts “Der Weg”. 1924, Satu Mare, he makes models for the
Ceramics factory of Aurel Popp. 1925, Arad, he collaborates with the avant-
garde magazine “Periszkop”. 1928, he works with Aurel Popp at the model
for a Unity Monument in AlbaIulia (unrealized). Prizes: 1928, Official Salon,
Bucuresti, for the Grotesque Dancer; 1930, first prize at the Salon of artists
from Banat, premiuIla Timigoara, together with Romul Ladea. Sculptor,
ceramic artist, illustrator, scenographer, writer, cultural activist, educator,
F.G.produced awork that oscillates between avant-garde and classicism.
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ION (ALIN) GHEORGHIU

(1929—Bucuresti, 2001). Studii: 1954, absolva IAP Bucuresti (Camil Ressu).
Premii: 1965, premiul UAP pentru picturd; 1966, premiul Ioan Andreescu;
1972 — marele premiu al UAP. Debuteazd in anii 1950 ca pictor, cu portrete
sinaturi statice influentate de pictura romdaneascd interbelica. Dupad o fazd

de cautdri in zona modernismului, I. G. se concentreazd dupd 1970 asu-

pra a doud mari teme: Gradini suspendate si Himere, lucrdri abstracte de
inspiratie biologicd sau zoologicd, realizate dupa retete combinatorii evocand
arta manieristd. Aceste forme migreaza ulterior in obiecte tridimensionale
din ceramicd si bronz.

Studies: 1954, he graduates from the Institute of Fine Arts Bucharest
(student of Camil Ressu). Prizes: 1965, prize of the Union of Fine
Artists for painting;; 1966, prize “Ioan Andreescu”; 1972, the grand prize
of the Union of Fine Artists. He starts in the 1950s as a painter, with
potraits and still lives largely influenced by the Romanian interwar
period. After an exploratory modernist phase, after 1970 he would
concentrate on two theme: suspended gardens and chimeras, abstract
sculptures inspired by biology and zoology, realized in a mannerist
style. The e forms migrate later to three dimensional objects made

in bronze or ceramics.

VASILE GORDUZ

(Trifesti, Orhei, 1931—Bucuresti, 2008). Studii: 1954—1961, IAP Bucuresti
(Boris Caragea). Membru UAP. Premii: 1972, premiul UAP pentru sculpturs;
1977, premiul ,,Jon Andreescu” al Academiei Romane; 2000, Ordinul ,,Steaua
Romadniei” (in grad de Cavaler); 2003, premiul ,,Prometheus” pentru Opera
omnia acordat de Fundatia ,,Anonimul”. 1957, debut cu compozitia istorica
Stefan cel Mare. Opera sa rememoreaza fragmentar stiluri si epoci diverse:
sculptura greaca preclasica, resturi arheologice dobrogene, statuara monu-
mentald romand. Autor al unor lucrdri de for public, dintre care se remarca
monumentul fmpiratului Traian (Roma, Academia di Romania, i Sevilla).

Studies: 1954—1961, IAP (The Institute of Fine Arts) Bucharest (Boris
Caragea). Member of UAP (The Union of Fine Artists). Awards:

1972, the UAP award for sculpture; 1977, the “Ion Andreescu” award
of the Romanian Academy; 2000, Order of the Star of Romania
(Knight); 200, the “Prometheus” award for Opera omnia given by the
“Anonimul” Foundation. 1957, debut with the historical composition
Stefan cel Mare. His work recalls fragments of various styles and eras:
Greek pre-classical sculpture, archaeological remains of Dobruja,
Roman monumental statues. Author of several public artworks, the
most noteworthy being the statue of Trajan (Rome, Academia di
Romania, and Seville).

OSCAR HAN
(Bucuresti, 1891—1976). Studii: 1909—1914, Scoala Nationald de Arte
Frumoase (Dimitrie Paciurea, Fritz Storck). 1927—1944; 1956, profesor la
Catedra de sculpturd si modelaj a aceleiasi institutii. Premii: 1936, premiul
I'la concursul pentru statuile ecvestre ale regilor Carol I si Ferdinand I
(neexecutate); 1937, Paris, Expozitia universald Arts et techniques dans la vie
moderne, diploma de onoare; 1939, New York, Expozitia Universald, diploma
de onoare; 1964, Maestru emerit al artei; 1968, Ordinul Meritul Cultural cl. I;
1971, Ordinul Muncii cl. I; 1972, Ordinul Steaua RSR cl. I. Membru fondator

al Societdtii Arta Romanad; 1926, Bucuresti, membru fondator al Asociatiei
Grupul celor patru (cu N. Tonitza, St. Dimitrescu, Fr. Sirato). Stil monumen-
tal, cu volume monolitice si planuri energice care se asambleaza riguros;
opera sa are o precizie arhitecturald si o inconfundabild insertie in contextul
urban. Autor al numeroase lucrari publice si monumente (1936, Constanta,
Anghel Saligny; 1939, Bucuresti, Mihail Kogalniceanu, etc.); talentat critic de
artd si memorialist.
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Studies: 19909—1914, The National School of Fine Arts (Dimitrie
Paciurea, Fritz Storck). 1927—1944; 1956, professor at the Chair of
sculpture and modeling of the same institution. Awards: 1936, first
prize of the competition for the equestrian statues of kings Carol I and
Ferdinand I (not executed); 1937, Paris, the International Exposition of
Art and Technology in Modern Life, honorary diploma; 1939, New York
‘World’s Fair, honorary diploma; 1964, emeritus Master of arts; 1968,
Order “Cultural Merit” cl. I; 1971, Order of Labour cl. I; 1972, Order of
the Star of the Socialist Republic of Romania cl. I. Founding member

of the Romanian Art Society; 1926, Bucharest, founding member of the
Association “The group of the four” (with N. Tonitza, $t. Dumitrescu,
Fr. Sirato). Monumental style, with monolithic volumes and vigorously
cut planes; his work has architectural precision and blends perfectly
into the urban context. Author of numerous public monuments (1936,
Constanta, Anghel Saligny; 1939, Bucharest, Mihail Kogalniceanu, etc.);
talented art critic and memorialist.

GHEORGHE ILIESCU-CALINESTI

(Calinesti, jud. Arges / Bucuresti). Studii: 1953—1959, IAP Bucuresti (Cornel
Medrea). Premii: 1960—1962, bursa Frederic Storck; 1966, Premiul UAP
pentru sculpturd; 1977, Premiul Simpozionului de sculpturd, Oronsko;

1993, Premiul Academiei Romane; 2001, Marele Premiu al Salonului de arta
Bucuresti. Stil abstract, arhaizant, cu trimiteri la obiecte etnografice sicu o
vaditd curiozitate fatd de modelul Brancusi. Caracterul decorativ al operei
devine tot mai evident de-a lungul carierei, care se imparte intre atelier, sim-
pozioane de creatie in aer liber si lucrari monumentale de spatiu public.

Studies: 1953—1959, IAP (The Institute of Fine Arts) Bucharest (Cornel
Medrea). Awards: 1960—1962, Frederic Storck grant; 1966, the UAP
award for sculpture; 1977, the award of the Sculpture Sympo-sium,
Oronsko; 1993 — the award of the Romanian Academy; 2001, the

Grand Prize of the Bucharest Art Salon. Abstract, archaistic style, with
references to ethnographic objects and with a clear curiosi-ty about
the Brancusi model. The decorative character of the work becomes
more and more visible throughout his career, which is divided between
his workshop, outdoor creation symposia, and monumental art

in the public space.

ION IRIMESCU
(Preutesti, Suceava, 1903—Falticeni, 2005). Studii: 1924—28, Bucuresti,
Academia de Belle-Arte (Dimitrie Paciurea, Oscar Han); 1930—1932, Paris,
bursier la Scoala Romana Fontenay-aux-Roses; Académie de la Grande
Chaumiére (Joseph Bernard). 1934—1936, Tinerimea Artistica. Activitate
didactica: 1936—1938, Liceul ,,Aurel Vlaicu”, Bucuresti; 1938—1940, Slatina;
1940—1950, profesor la Academia de Belle-Arte, Iasi, din 1944 rector;
1950—1955, IAP Cluj-Napoca; din 1966 profesor la IAP Bucuresti. 1955—1963,
secretar al UAP; 1963—1968, vicepresedinte UAP; 1994, doctor honoris

causa al Universitatii de Artd ,,G. Enescu”, Iasi. 1975, se infiinteaza Mueul

de Arta ,Ion Irimescu”, Félticeni, din donatiile artistului. Premii: 1931, Paris,
Salonul de primavard, Mentiune de onoare pentru Autoportret; 1935, Premiul
Fundatiei Simu; 1936, Premiul Hanul Ancutei; 1937, bursa Dimitrie Paciurea;
1943, Premiul C. Hamangiu al Academiei Romane; 1954, Premiul de Stat; 1964,
Artist al Poporului; membru onorific al Academiei Romane. Artist longe-
viv, a schimbat cdteva stiluri de-a lungul unei existente centenare, de la un
figurativism sec, de facturd post-simbolistd, 1a realismul socialist al perioadei
staliniste, la un decorativism moale in ultimele decenii de activitate - peri-
oada prin care a ramas cunoscut.

Studies: 1924—28, Bucharest, Fine Arts Academy (Dimitrie Paciurea,
Oscar Han); 1930—1932, Paris, grantee at the Romanian School
Fontenay-aux-Roses; Académie de la Grande Chaumiére (Joseph



130

Bernard). 1934—1936, Artistic Youth. Teaching: 1936—1938, “Aurel
Vlaicu” High School, Bucharest; 1938—1940, Slatina; 1940—1950,
professor ath the Fine Arts Academy, Iassy, rector starting from 1944;
1950—1955, IAP (the Institute of Fine Arts) Cluj-Napoca; from 1966
professor at IAP (the Institute fo Fine Arts) Bucharest. 1955—1963,
secretary of UAP (The Union of Fine Artists); 1963—1968, vice-presi-
dent of UAP; 1994, doctor honoris causa of the “G. Enescu” University
of Art, Iassy. 1975, the establishment of the “Ion Irimescu” Art
Museum, Filticeni, with the artist’s donations. Awards: 1931, Paris,

the Spring Salon, honorary mention for Self-portait; 1935, the Simu
Foundation Award; 1936, Hanul Ancutei Award; 1937, Dimitrie Paciurea
grant; 1943, C. Hamangiu Award of the Romanian Academy; 1954,

State Award; 1964, People’s Artist; honorary member of the Romanian
Academy. Long-lived artist, he went through several styles from aus-
tere post-symbolic formalism, to the socialist realism of the Stalinist
time, to a soft decorativism in the last decades of his activity, for which
he is most known.

ION JALEA
(Casimcea, 1887—Bucuresti, 1983). Studii: 19903—1907, Scoala de Arte si
Meserii, Bucuresti (St. Ionescu-Valbudea, Vladimir Hegel); 1911, termina
Academia de Arte Frumoase, Bucuresti (Dimitrie Paciurea); 1915, Paris,
Academia Julien (Paul Landowski, Henri Bouchard). 1919—1922, Paris,
Académie de la Grande Chaumiére. Membru fondator al mai multor grupdri
artistice: Asociatiunea artistica (1913), Arta romanad (1918), Salonul artistilor
sculptori romani (1918), Criterion (1932), Arta (1937). Premii: 1913, Premiul
I11, Salonul Oficial; 1929, Marele premiu pentru sculpturd la Expozitia
internationala, Barcelona; 1941, Premiul national; 1957, Artist al poporului;
1968, Erou al muncii socialiste. 1957—1969, presedinte al UAP; 1963, membru
al Academiei Romane. Detine si functii politice precum deputat in Marea
Adunare Nationala. Stil clasicizant, bazat pe un modelaj robust, influentat

de Antoine Buurdelle. Tematicd eroicd, figurativism cu tentd narativa, fiind
unul dintre sculptorii ce au adoptat in mod firesc realismul socialist. Autor a
numeroaase monumente, dintre care se remarca Spiru Haret (1935, Bucuresti,
Piata Universitadtii), sau George Enescu 1957, Bucuresti).

Studies: 1903—1907, Arts and Crafts School, Bucharest ($t. Ionescu-
Valbudea, Vladimir Hegel); 1911, he graduates from the Fine Arts
Academy, Bucharest (Dimitrie Paciurea); 1915—Paris, Académie Julien
(Paul Landowski, Henri Bouchard). 1919—1922, Paris, Académie de

la Grande Chaumiére. Founding member of several artist groups:
Asociatiunea artistica (The Artistic Association) (1913), Arta romana
(Romanian Art) (1918), Salonul artistilor sculptori romani (The
Romanian Sculptors Salon) (1918), Criterion (1932), Arta (1937).
Awards: 1913, Third Prize, The Official Salon; 1929, the Grand Prize for
Sculpture at the Barcelona International Exhibition; 1941, the National
Prize; 1957, People’s artist; 1968, Hero of the socialist labour. 1957—1969,
president of UAP (the Union of Fine Artists); 1963, member of the
Romanian Academy. He holds political positions like deputy in The
Great National Assembly. Classicist style, based on robust modelling,
influenced by Antoine Buurdelle. Heroic themes, narrative formalism,
being one of the sculptors who adopted socialist realism naturally.
Author of numerous monuments, which include Spiru Haret (1935,
Bucharest, Piata Universitdtii), or George Enescu (1957, Bucharest).

FILIP MARIN (MARINESCU)

Bucuresti, 1865—1928). Studii: Bucuresti, $coala Nationald de Arte Frumoase
(Karl Storck); Roma, Academia de Arte Frumoase. Profesor la $coala de Belle
Arte, Bucuresti. Sculptor academist, cu tendinte simboliste. Genul preferat -
portretul. Autor de monumente, sculpturi funerare, busturi. Compozitiile cu
caracter simbolist au devenit cunoscute postum, fiind turnate in bronz dupa
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versiuni de atelier (gips): Odihna, Sclav ranit, Durere, Sdarutul, etc. Autor al
unor monumente bucurestene (1905, Fintana Cazzavillan; 1906, Parcul Carol,
Nimfa adormita). A prelevat masca mortuard a lui Mihai Eminescu.

Studies: Bucharest, The National School of Fine Arts (Karl Storck);
Rome, Fine Arts Academy. Professor at the Fine Arts School,
Bucharest. Academic sculptor, with symbolist tendencies. Preferred
style - the portrait. Author of monuments, funerary sculptures, busts.
The symbolist compositions gained visibility after his death, being cast
in bronze after workshop versions (gypsum): Sleep, Wounded Slave,
Suffering, The Kiss, etc. Author of some monuments in Bucharest
(1905, the Cazzavillan Fountain; 1906, Carol Park, The Sleeping
Nymph). He took Mihai Eminescu’s mortuary mask.

MATTIS-TEUTSCH HANS

(Brasov, 1884—1960). Studii: 1897—1901, Brasov, Scoala profesionald de stat
pentru industria lemnului; 1901—1903, Budapesta, Scoala Superioara de Arte
Decorative; 1903—1905, Miinchen, Academia Regald Bavarezd, Sectia sculp-
tura (Wilhelm Riimann, Balthasar Schmidt). 1909—1960, Bragov, profesor
de modelaj la Scoala profesionald pentru industria lemnului. 1944—1945,
fondeaza Gruparea artistilor plastici din Brasov; primul presedinte al filialei
UAP Brasov. Pictor, grafician, sculptor, atasat avangardei internationale

de expresie germand (cercul revistei ,Der Sturm”), si constructivismului
maghiar (revista MA). Consistentd cu motivele vizuale din picturd, sculptura
de mici dimensiuni a lui M.-T. reflectd asupra corpului uman intr-un limbaj
inspirat de formele decorative ale Artei 1900.

Studies: 1897—1901, Bragov, The State Professional School for

the Wood Industry; 1901—1903, Budapest, the Superior School of
Decorative Arts; 1903—1905, Munich, the Bavarian Royal Academy,
Sculpture (Wilhelm Riimann, Balthasar Schmidt). 1909—1960, Brasov,
professor of modelling at the State Professional School for the Wood
Industry. 1944—1945, founder of the group of fine artists in Bragov;
the first president of UAP (The Union of Fine Artists) Brasov. Painter,
graphic designer, sculptor, attached to the German avant-garde (“Der
Sturm” magazine) and the Hungarian constructivism (the MA maga-
zine). Consistent with the visual motifs from his painting, the small
sculpture is a reflection on the human body in a language inspired by
the decorative forms of Art Nouveau.

CORNEL MEDREA (CORNELIU VIRGIL)

(Miercurea Sibiuliu 1888—Bucuresti, 1964). Studii: din 1905, Zlatna, $coala de
Arte si Meserii; 1909—1912, Budapesta. $coala Superioard de Arte Decorative,
(J. Matray, G. Maroti, A. Ligeti). Lucreaza in atelierul sculptorului Gy. Zala

la Monumentul Mileniului. 1916—1918, mobilizat in grupul de artisti de pe
lingd Marele Cartier General al Armatei. 1939—1964 profesor la Academia

de Arte Frumoase, Bucuresti. 1928, 1937, 1949, Bienala de la Venetia; 1929,
Diploma de onoare, Expozitia Uiversald, Barcelona; 1937, Marele premiu,
Expozitia Internationald, Paris; 1939, Premiul Expozitiei INternationale, New
York; 1955, membru corespondent al Academiei Romane; 1956, Premiul de
Stat; 1957, Artist al Poporului. C. M. practicd o sculptura de facturd bourde-
lliand, cu volume grele, rotunjite, cu o concentrare gravitationala a formelor.
Suprafetele sunt modelate subtil, umbrele sunt retinute, conteazd masivita-
tea compozitiei, de factud vag primitiva.

Studies: from 1905, Zlatna, Arts and Crafts School; 1909—I1912,
Budapest, The Superior School of Decorative Arts (J. Matray, G.
Maroti, A. Ligeti). He works on the Millennium Monument in the
workshop of the sculptor Gy. Zala. 1916—1918, he is deployed in

the group of artists by the Grand Army Headquarters. 1939—1964,
professor at the Fine Arts Academy, Bucharest. 1928, 1937, 1949, The
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Venice Biennial; 1929, Honorary Diploma, The Barcelona International
Exhibition; 1937, Grand Prize, Exposition Internationale des Arts et
Techniques dans la Vie Moderne, Paris; 1939, the New York World’s

Fair Award; 1955, correspondent member of the Romanian Academy;
1956, The State Award; 1957, People’s Artist. C.M.’s sculpture is inspired
by Bourdelle, with heavy, rounded volumes, outlining gravity. The
surfaces are subtle, shadows are discrete, what matters is the massive,
slightly primitive composition.

ION LUCIAN MURNU

(Bucuresti, 1910—1984). Studii: 1930—1936, Bucuresti, Scoala Nationala de
Arte Frumoase (Oscar Han, Camil Ressu). 1938—1940, bursier Academia
Romand, Roma. Din 1943 predd la IAP Bucuresti, fiind unul ditre cei mai
apreciati profesori din istoria catedrei de sculptura. Premii: 1938 — premiul
Anastase Simu; 1940, premiul Scolii Romane de la Roma; 1946, Premiul la
Salonul Oficial; 1967, medalia de aur a oragului Cerveteri, Italia. Sculptura lui
e centratd pe figura umang, redatd intr-un limbaj epurat, cu stilizdri pline de
elegantd, infuentate de plastica antica.

Studies: 1930—1936, Bucharest, National School of Fine Arts (Oscar
Han, Camil Ressu). 1938—1940, grantee of the Romanian Academy,
Rome. In 1943 he started to teach at the Institute of Fine Arts in
Bucharest, becoming one of the most appreciated professors in the
history of the chair of sculpture. Awards: 1938, the Anastase Simu
award; 1949, the Romanian School in Rome Award; 1946, First Prize at
the Official Salon; 1967, the golden medal of the city of Cerveteri, Italy.
His sculpture is focused on the human figure, translated in a simplified
language, with elegant stylised shapes, influenced by the antiquity.

NEAGU PAUL

(Bucuresti, 1938—Londra, 2004). Studii: 1956—1959, Scoala serald de dese-
natori tehnici; 19960—1965, IAP Bucuresti (Octavian Anghelutd). 1970 se
stabileste la Londra. Din 1973 este profesor asociat la Hornsey College of Art
din Londra (Middlesex University); 1975—1976, Royal College of Art, Londra;
1982, Concordia University, Montreal; Slade College, Londra. Premii: 1996,
premiul guvernului japonez. Sculptura, pictura, desenul, obiectul si actiunile
formeazad la P. N. un continuum conceptual si de cercetare, cu motive care
migreaza dintr-un mediu intr-altul. 1968—1969, primele ,,obiecte tactile”,
productie care continua sila inceputul anilor 1970. 1969, Manifestul artei
palpabile, care explicd rolul simtului tactil si gustativ (seria de actiuni Cake
Man) in regenerarea artei. 1972, formeza Grupul de Artd Generativd (GAG),

o fictiune cu care va produce mai multe expozitii si publicatii. 1975, primul
Hyphen (cratima), obiect-sculptura care se doreste fara trecut sau filiatie;
1983, incepe seria de Sculpturi catalitice. Artd publicd: 1997, Bucuresti, Crucea
secolului (bronz); 1999, Timisoara, Crucificare (inox); 2012, Londra, Parcul
Owen’s Fields, Edgerunner.

Studies: 1956—1959, the evening school of technical drawers; 19960—
1965, the Institute of Fine Arts Bucharest (Octavian Anghelutad). In
1970 he moves to London. Since 1973 he is an associated professor at
Hornsey College of Art in London (Middlesex University); 1975—1976,
Royal College of Art, London; 1982, Concordia University, Montreal;
Slade College, London. Awards: 1996, the Japan Government Award.

P. N.’s sculptures, paintings, drawings, objects, and actions form a
conceptual and research continuum, with motives that migrate from
one medium to another. 1968—1969, first “tactile objects”, a produc-
tion that continues through the beginning of the 1970s. 1969, The
Tactile Art Manifest, which explains the role of touch and taste in the
regeneration of art (the Cake Man series of actions). 1972, he founds
the Generative Art Group (GAG), a fiction with which he will produce
several exhibitions and publications. 1975, the first Hyphen, object
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- sculpture without a past or belonging; 1983, he starts the Catalitic
Sculptures series. Public art: 1997, Bucharest, the Century Cross
(bronze); 1999, Timisoara, Crucifixion (stainless steel); 2012, London,
Owen’s Field Park, Edgerunner.

IULIA ONITA

(Dorohoi, 1922—Bucuresti, 1987). Studii: 1941—1943 Academia de Belle-Arte,
TasI (Ton Irimescu); 1946, absolva Academia de Belle-Arte, Bucuresti (Cornel
Medrea). Din 1963 preda la IAP Bucuresti. Premii: 1966, Premiul IT al UAP;
1968, Ordinul cultural cl. a IV-a; 1980, Premiul ,,Jon Andreescu” al Academiei
Romane; 1981, Premiul I, ,,Cintarea Romaniei”; 1985, Premiul revistei ,, Arta”.
Debuteazi in plin realism socialist, cu portrete dedicate unor personaje
generice (furnalistul, utecista, soldatul etc.), ce rispundeau cerintelor vremii.
in anii 1960 produce o serie de figuri feminine stilizate. in anii 1970—I1980,
seria cea mai notabild, nuduri feminine compacte, veritabile conglomerate
de volume poliaxiale duse la limita abstractiunii, dar pastrind o minima
sugestie anatomicd. Artd publicd: 1958, Oradea, Monumentul ostasului
romadn; 1961, Eforie Nord, Tinerete; 1969, Targoviste, Coresi; 1974, Drobeta-
Turnu Severin, Garzile patriotice; 1977, Tg. Jiu, Ecaterina Teodoroiu; 1982,
Baraolt (Covasna), Minerii.

Studies: 1941—1943 The Fine Arts Academy, Iasi (Ion Irimescu); 1946,
she graduates from the Fine Arts Academy in Bucharest (Cornel
Medrea). Since 1963, she teaches at the Institute fo Fine Arts in
Bucharest. Awards: 1966, the Second Prize of UAP (The Union of Fine
Artists); 1968, the Cultural Order cl. IV; 1980, the “Ion Andreescu”
Award of the Romanian Academy; 1981, First Prize, “Cantarea
Romaniei” (Praise of Romania); 1985, the Arta magazine award. She
debuts in full socialist realism, with portraits dedicated to generic
characters (the furnace worker, the politically engaged woman, the
soldier, etc.), according to the requirements of the time. In the 1960,
she produces a series of stylised feminine figures. In the 1970—8o0s, the
most noteworthy series is the one of compact feminine nudes, conglo-
merates of polyaxial volumes bordering the abstract, but conserving
minimal anatomic suggestions. Public art: 1958, Oradea, the Monument
of the Romanian Soldier; 1961, Eforie Nord, Youth; 1969, Targoviste,
Coresi; 1974, Drobeta-Turnu Severin, the Patriotic Guards; 1977, Tg. Jiu,
Ecaterina Teodoroiu; 1982, Baraolt (Covasna), The Miners.

DIMITRIE PACIUREA
(Bucuresti, 1873—1932). Studii: 1890—1894, Scoala de Arte si Meserii,
Bucuresti (Wladimir Hegel); 1895—1900, Paris, Scoala de Arte Decorative si
Industriale; Scoala de Belle Arte (Gabriel Thomas, Jean-Antoine Injalbert);
1898—1899, Academia Julian (William Bouguereau, Gabriel Ferrier). Din 1909,
profesor la Scoala Nationald de Belle-Arte si custode al Muzeului Theodor
Aman. 1919, membru fondator ,Arta Romand”. 1924, Bienala de la Venetia.
Premii: 1894, Mentiune onorabild Expozitia Artistilor in Viata; 1909, Premiul
11, expozitia Tinerimii Artistice; 1909, 1910, Premiul al II-lea la Salonul Oficial
de Pictura si Sculpturd; 1914, Medalia cl. a IT-a la Salonul Oficial de Picturd si
Sculpturd; 1927, Premiul National pentru Sculptura (Himera vazduhului);
1929, Medalia de bronz ,Marele premiu clasa a II-a” pentru Zeul rdizboiului

la Expozitia internationald, Barcelona. Artd publica: 1906, ,Gigantul”, Parcul
Carol I. Adept al simbolismului (Zeul razboiului, Sfinxul, Pan), D. P. devine
unul dintre cei mai importanti artisti ai modernitdtii romanesti prin ciclul
Himerelor. A caror originalitate de viziune si pregnantd plasticd riman neega-
late pand in prezent.

Studies: 1890—1894, School of Arts and Crafts, Bucharest (Wladimir
Hegel); 1895—1900, Paris, School of Decorative and Industrial

Arts; Fine Arts School (Gabriel Thomas, Jean-Antoine Injalbert);
1898—1899, Académie Julian (William Bouguereau, Gabriel Ferrier).
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Since 1909, professor at the National School of Fine Arts and curator
of the Theodor Aman Museum. 1919, founding member of “Arta
Romand” (Romanian Art). 1924, Venice Biennale. Awards: 1894,
honorary mention at the Living Artists Exhibition; 1909, Second Prize,
Tinerimea Artistcad (Young Artists) Exhibition; 1909, 1910, Second
Prize at the Official Salon of Painting and Sculpture; 1914, Medal cl.

II at the Official Salon of Painting and Sculpture; 1927, The National
Award for Sculpture (Chimera of the Air); 1929, the bronze medal “The
Grand Prize cl. II” for The God of War at the Barcelona International
Exhibition. Public art: 1906, “The Giant”, Carol I Park. Follower of sym-
bolism (The God of War, The Sphinx, Pan), D. P. is recognised as one
of the most important modern artists of Romania due to his Chimeras
series. Their original vision and plastic poignancy remain unequalled.

IOAN (JEAN) PARVAN

(Bucuresti 1950—1998). Studii: 1974, absolvd IAP Bucuresti. Se specializeazd
in turnarea, prelucrarea si cizelarea formelor din bronz de mici dimensiuni.
Tema unicd a sculpturii sale este personajul ambivalent al clovnului, tratat
intr-o manierd elegant-decorativa, cu finisaje minutioase. Arta publicd: 1985,
Simpozionul Sighet (Steaguri).

Studies: 1974, graduates from the Institute of Fine Arts in Bucharest.
He becomes a specialist in casting, processing and polishing small
bronze shapes. His only theme in sculpture is the ambivalent charac-
ter of the clown, treated in an elegant decorative manner, with fine
finishings. Public art: 1985, the Sighet Symposium (Flags).

MILITA (MILITZA, MELANIA NICOLAEVICI) PETRASCU (OJOGA)

(Chisindu, 1892—Bucuresti, 1976). Studii: 1907—1909 $coala de Arte
Stroganov, Moscova; 1909, litere si filosofie, Institutul Bestujev, Sankt
Petersburg; 1910, Academia de picturd, Miinchen; 1910—1914, Paris, in
atelierele lui Antoine Bourdelle si Henri Matisse; Académie de la Grande
Chaumiére (Felix Valloton); 1919—1923, lucreaza in atelierul lui Brancusi.
Premii: 1939, Premiul Elena si Gh. Vlasto pentru sculptura al Academiei
Romane; 1972, Marele Premiu al UAP. Membr3 a grupdrilor de avangardd
,Contimporanul”, ,,Grupul nostru”, ,,Criterion”, M. P. a fost una dintre cele
mai importante personalitdti ale artei interbelice, colaboratoare a lui Marcel
Iancu, autoare a unui numadr impresionant de lucrdri in cele mai diverse
tehnici (modelaj, cioplit, sgraffito, desen, pastel, linogra-vurd, mozaic). Se
remarca prin portretistica care se concentreaza asupra unor personalitdti cul-
turale ale vremii, §i prin caracterul neconventional al redadrii figurii feminine.
Autoare a numeroase lucrari de for public, intre care se distinge Monumentul
Ecaterinei Teodoroiu (Tg. Jiu, 1936).

Studies: 1907—1909 The Stroganov Fine Arts School, Moscow; 1909,
literature and phylosophy, the Bestujev Institute, Sankt Petersburg;
1910, The Painting Academy, Miinchen; 1910—1914, Paris, in the wor-
kshops of Antoine Bourdelle i Henri Matisse; Académie de la Grande
Chaumiére (Felix Val-loton); 1919—1923, works in the workshop of
Brancusi. Awards: 1939, Elena si Gh. Vlasto Award for sculpture, of the
Romanian Academy; 1972, the Grand Prize of UAP (The Union of Fine
Artists). Member of the avant-garde groups “Contimporanul” (the
Contemporary), “Grupul nostru” (Our Group), “Criterion”, M. P. was
one of the most important personalities of the interwar art, she colla-
borated with Marcel Iancu, author of an impressive number of works
ranging a wide variety of techniques (modelling, carving, sgraffito,
drawing, pastel, linocut, mosaic). She stands out through her portrait
art, which focuses on cultural personalities of the time, and through
the non-conventional character of the feminine figure. Her exten-
sive work in public art is dominated by the Monument of Ecaterina
Teodoroiu (Tg. Jiu, 1936).
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FREDERIC (FRITZ) STORCK

(Bucuresti, 1872—1932). Studii: 1888—1893, Bucuresti, Scoala Nationald

de arte Frumoase (Ioan Georgescu); 1893—1897, Miinchen, Akademie der
Bildenden Kiinste (Wilhelm von Riimann). Din 1899, activ in Bucuresti,
numeroase comenzi de portrete oficiale (Ion Heliade Rddulescu, Ion Ghica,
Spiru Haret, Anastase Simu, Al. Macedonski), monumente funerare (Cavoul
Gheorghieff, 19903—1905), scene de gen (Pe ganduri, Tristete, Tigancd). Din
1906, profesor la $coala de Arte Frumoase, Bucuresti. Expune a majoritatea
Saloanelor Oficiale si la expozitiile Tunerimii Artistice (unde e membru fon-
dator). Personalitate marcantd a scolii de sculpturd din Romania, consolidand
tendinta academista si promovand o manierd de lucru impecabila tehnic si
riguroasd in compozitie.

(Bucuresti, 1872—1932). Studies: 1888 - Bucharest, School of Fine Arts
(with Ion Georgescu); 1893—1897, Munich, Akademie der Bildenden
Kiinste (Wilhelm von Riimann). Active in Bucharest starting 1899,
commissions for official potraits (Ion Heliade Ridulescu, Ion Ghica,
Spiru Haret, Anastase Simu, Al. Macedonski), funerary monuments
(Cavoul Gheorghieff, 1903—1905), genre sculpture (Il Pensieroso,
Sadness, Gypsy woman). Starting 1906, he is a professor at the School
of FIne Arts (where he is a founding member, following the steps of
his father Karl Storck). Major personality of the Romanian school of
sculpture, where he reinforces the academic tendency and he advocates
an exemplary work from a technical and compositional point of view.

ION VLASIU

(Lechinta, jud. Mures, 1908—Bucuresti, 1997). Studii: 1921—1926, Targu-
Mures, Scoala de Arte si Meserii; 1928—1931, Cluj-Napoca, Scoala de Belle-
Arte (studiaza cu Romul Ladea, Alexandru Popp, Catul Bogdan). 1938—1939,
profesor la Academia de Arte Frumoase din Timigoara; 1943—1946, inspector
al artelor pentru Transilvania; 1963—1966, redactor sef al revistei , Arta”.
Premii: 1939, Premiul Expozitiei ASTRA, Cluj-Napoca; 1940, Premiul
Adamache pentru literatura al Academiei Roméine pentru romanul auto-
biografic Am plecat din sat; 1942, Premiul pentru sculpturd Anastase Simu
pentru lucrarile expuse la Salonul Oficial; 1980, Premiul UAP; 1993, Doctor
Honoris Causa al Universitatii din Cluj-Napoca. I. V. penduleaza intre ima-
gini abstracte, cu un caracter violent, frust, si un figurativism stilizat, anti-ca-
lofil. Modelator, cioplitor, pictor, scriitor, artistul edificd o lume unde energia
materiei se situeaza mai presus de frumusetea compozitiei si logica materiei.
Ceramica, lemnul si piatra sunt tratate nediscriminat, la fel, lucrarile fiind
purtdtoare ale unui mesaj spiritual fara apartenenta culturald determinata.

Studies: 1921—1926, Targu-Mures, School of Arts and Crafts [Scoala de
Arte si Meserii]; 1928—1931, Cluj-Napoca, School of Fine Arts [$coala
de Belle-Arte] (pupil of Romul Ladea, Alexandru Popp, Catul Bogdan)
1938—1939, professor at the Academy of Fine arts in Timigoara; 1943—
1946, inspector for the arts for Transylvania; 1963—1966, editor in chief
of the “Art” [“Arta”] magazine. Prizes: 1939, Prize for the ASTRA exhi-
bition, Cluj-Napoca; 1940, “Adamache” for literature of the Romanian
Academy for his autobiographic novel I left the village [Am plecat din
sat]; 1942, Prize for sculpture Anastase Simu for his works shown at
the Official Salon; 1980, UAP Prize; 1993, Doctor Honoris Causa of the
University in Cluj-Napoca. I. V. oscillates between abstract images,

of violent, crude nature and a stylized antidecorative figurativeness.
Modeller, carver, painter, writer, the artist builds a world where the
matter's energy is above the beauty of the composition and the logic of
the material. Ceramics, wood and stone are used, and the works bear a
spiritual message with no cultural determination.
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Cilin Dan

Scriitor, artist, curator, licentiat in istoria si teoria artei. Dobandeste recu-
noastere internationala ca membru al grupului subREAL si ca autor al pro-
iectelor pe termen lung Arhitectura Emotionald. Dupd 1989 a fost consultant al
fundagiilor Mondrian si Pro Helvetia redactor §ef al revistei ,,Arta”, director
artistic al Centrului Soros pentru Arta Contemporand Bucuresti, director
artistic la compania Lost Boys Interactive Media, Amsterdam. In prezent este
directorul Muzeului National de Arta Contemporand — MNAC si profesor
invitat la Universitatea de Arte Bucuresti. Opera sa a fost prezentd in biena-
lele de la Venetia, Sao Paolo, Istanbul si Sydney, precum si in festivalele Ars
Electronica, Linz; Dutch Electronic Arts Festival, Rotterdam; Media, film and
video Osnabruck; Kurzfilmtage, Oberhausen; OSTranenie. Video Forum an
der Stiftung Bauhaus Dessau; ZKM Karlsruhe, etc. A primit premiul special
al Festivalului de film Experimental Split (2000) si premiul Videonale Bonn
(2001). Activitatea sa curatoriald include expozitii si cercetdri asupra operei
lui Horia Bernea, Liviu Stoicoviciu, Alexandru Chira, Ion Bitzan, Deimantas
Narkevicius, Jiri Kovanda.

With a background in Art History and Theory, he is active as a writer,
visual artist and curator. A founding member of the post-conceptual group
subREAL, and leader of the long-term art-&-research project Emotional
Architecture. Formerly an advisor to the Mondriaan Fund and to Pro
Helvetia, chief editor “Arta” magazine, artistic director to the Soros Centre
for Contemporary Art. He was involved with the creative industries as art
director for the Dutch media company Lost Boys. Currently director of
the National Museum of Contemporary Art — MNAC and guest professor
at the Art University Bucharest. His work was showcased at the bienna-
les of Venice, Sao Paolo, Sydney, Istanbul; at Ars Electronica, Linz; DEAF
(Dutch Electronic Arts Festival), Rotterdam; Media, film and video festival
Osnabruck; Internationale Kurzfilmtage, Oberhausen; OSTranenie. Video
Forum an der Stiftung Bauhaus Dessau, Videonnale Bonn, ZKM Karlsruhe,
etc. Recipient of the special prize at the Experimental Film Festival, Split
(2000); and of the Prize Videonale Bonn (2001). His most recent curatorial
work includes solo shows and textual analysis focusing on the work of
Horia Bernea, Liviu Stoicoviciu, Alexandru Chira, Ion Bitzan, Deimantas
Narkevicius, Jiri Kovanda.

Sandra Demetrescu

Cu o specializare in istoria si teoria artei si foto-video, a curatoriat expo-
zitii in galerii, muzee si spatii independente din Romania si a publicat in
cataloage si reviste de specialitate. A colaborat cu si a ficut stagii la institutii
precum Muzeul Peggy Guggenheim din Venetia (2012), ZKM Karlsruhe
(2014), Pavilonul Romaniei de 1a Bienala de 1a Venetia (2013, 2015). Din 2016
activeaza, impreund cu Dragos Olea, in cadrul KILOBASE BUCHAREST,
unde a co-curatoriat proiecte in tard (seria Convulsion Ltd., 2016) si strdina-
tate (We are all lichens, Festivalul Supersimetrica, Madrid, 2018). in prezent
este curator-sef si coordonator de productie la Muzeul National de Arta
Contemporand din Bucuresti (MNAC).

With a background in art history and theory and photography / video,
Sandra Demetrescu curated various exhibitions in galleries, museums and
independent spaces across Romania and published in art catalogues and
magazines. She collaborated with and made internships in institutions like:
the Peggy Guggenheim Collection in Venice (2012), ZKM Karlsruhe (2014),
the Romanian Pavilion at the Venice Biennale (2013, 2015). Starting 2016 she
activates, together with Dragos Olea, under the KILOBASE BUCHAREST
moniker and co-curated projects at home (the Convulsion Ltd. series, 2016)
and abroad (We are all lichens, Supersimetrica Festival, Madrid, 2018). She is
currently chief curator and production manager at the National Museum of
Contemporary Art in Bucharest (MNAC).

137

Celia Ghyka

Este cercetadtor, curator independent si teoretician al arhitecturii. Expertiza in
organizarea de evenimente, expozitii, scriere si cercetare academicd, munca
editoriald si diplomatie culturala. Cercetdrile si interesele sale se referd la
spatiul public, monument, memorie, artd si psihanaliza, artd contemporana
si arhitectura, memorie colectiva, istoria artei, istoria sociald a arhitecturii -
teme pe care le-a abordat in articole si publicatii academice internationale si
din Romania, precum si in calitate de lector pentru cursuri post-universitare
si conferinte. A lucrat in Luxemburg si Romania si a participat in grupuri

de lucru trans-disciplinare si internationale. Actualmente conferentiar
universitar la Universitatea de Arhitecturd Ion Mincu, Bucuresti, unde
predad cursuri si seminarii de teoria arhitecturii si istoria artei. Membru in
Comisia Nationald pentru Monumente de For Public (2013—2017). Alumna
a Colegiului Noua Europa din Bucuresti (2002—2003 si 2011—2012), bursier
post-doc al Academiei Romdne (2014—2015) si alumna Getty Research
Institute din Los Angeles (2018—2019).

Is an independent curator, architectural theorist, researcher and academic
based in Bucharest, Romania. Adept in organising events, curating exhibiti-
ons, writing and managing cultural projects, as well as editorial work and cul-
tural diplomacy, she worked in Luxembourg and Romania, and participated
in international curatorial groups. Her interests refer to contemporary public
space, monument, collective memory, art and psychoanalysis, the intersec-
tions between contemporary art and architecture, art history, post-commu-
nism, the social history of architecture, themes that she has approached in
several writings published in Romanian academic journals and books, as
well as through exhibitions and cultural projects. Member of the National
Comission for Public Monuments (2013—2017). She is currently an Associate
Professor at the “Ion Mincu” University of Architecture and Urbanism,
where she teaches art history and architectural theory, as well as an alumna
of the New Europe College (Institute for Advanced Studies, 2002—2003 and
2011—2012), and of the Getty Research Institute in Los Angeles (2018—2019).
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