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Cuvéawmt inainte

Cu fiecare editie, Bienala Art Encounters reuseste sa consolideze pozitia
Timisoarei pe harta culturala a Europei, devenind nu doar un eveniment
artistic de referint3, ci si o platforma de dialog si reflectie asupra rolului artei

contemporane in societate.

Ma bucur ca Ministerul Culturii reuseste sa susting, inclusiv financiar,
organizarea Bienalei in 2025 si sa fie partener al unei initiative care

promoveaza excelenta, diversitatea si creativitatea artistica.

Sub tema Bounding Histories. Whispering Tales, Bienala din acest an ofera
un cadru generos pentru reinterpretarea memoriei colective si stimularea
imaginatiei publicului, activand spatii urbane si redandu-le comunitatii prin
intermediul artei. Este un gest profund de revalorizare cultural, intr-o
societate care are nevoie mai mult ca oricand de repere vii, de viziune, de

punti intre generatii si culturi.

Prin comisionarea de lucrari noi, implicarea curatorilor internationali si
deschiderea fata de tineri artisti romani, Bienala contribuie activ la sustinerea
productiei artistice contemporane si la afirmarea vocilor emergente. In
contextul Anului National al Copilului, dezvoltarea de programe educationale
dedicate copiilor, adolescentilor si profesorilor subliniaza componenta civica
a acestui demers — aceea de a forma public si de a incuraja o relatie activa a

copiilor si tinerilor cu arta.

Ministerul Culturii priveste Bienala Art Encounters ca pe un model de
cooperare intre mediul public si cel independent, intre autoritati locale,
institutii europene, artisti si comunitati. Este un exemplu de bune practici in
domeniul cultural si o dovada ca investitia in arta este o investitie in coeziune

sociald, dialog, libertate si viitor.

Felicit echipa Fundatiei Art Encounters, curatorii, artistii si toti partenerii
care au facut posibil acest proiect exemplar. Timisoara ramane un spatiu viu
al creatiei contemporane, iar Bienala — un angajament pentru continuitate,

calitate si deschidere europeana.

Natalia-Elena Intotero
Ministrul Culturii
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Foreword

With each edition, the Art Encounters Biennial succeeds in strengthening
Timisoara’s position on the cultural map of Europe, becoming not only a
landmark artistic event but also a platform for dialogue and reflection on the

role of contemporary art in society.

| am pleased that the Ministry of Culture is able to support the organization of
the Biennial in 2025, including financially, and to be a partner in an initiative that

promotes artistic excellence, diversity, and creativity.

Under the theme Bounding Histories. Whispering Tales, this year’s Biennial offers
a generous framework for reinterpreting collective memory and stimulating

the public’s imagination by activating urban spaces and returning them to the
community through art. It is a profound gesture of cultural revalorization in

a society that now, more than ever, needs living reference points, vision, and

bridges between generations and cultures.

By commissioning new works, involving international curators, and showing
openness toward young Romanian artists, the Biennial actively contributes

to supporting contemporary artistic production and to amplifying emerging
voices. In the context of the National Year of the Child, the development

of educational programs dedicated to children, teenagers, and teachers
highlights the civic dimension of this initiative — that of gathering audiences and

encouraging an active relationship between young people and art.

The Ministry of Culture views the Art Encounters Biennial as a model of
cooperation between the public and distinct sectors, between local authorities,
European institutions, artists, and communities. It stands as an example of best
practices in the cultural field and a testament to the fact that investing in art

means investing in social cohesion, dialogue, freedom, and the future.

| congratulate the Art Encounters Foundation team, the curators, the artists, and
all the partners who made this exemplary project possible. Timisoara remains
a vibrant space of contemporary creation, and the Biennial, a commitment to

continuity, quality, and European openness.

Natalia-Elena Intotero

Minister of Culture
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Cuvawmt inainte

Am privit mereu Bienala Art Encounters nu doar ca pe un eveniment de

arta contemporana, ci ca pe un spatiu de intalnire intre artisti si public, intre
Romania si restul lumii, intre prezent si viitor. Acest eveniment a ramas pentru
mine, inca de la prima editie, dovada vie ca un oras se poate transforma prin
arta si cultura si ca arta are forta de a uni comunitatea in dialog. Zece ani si sase
editii ale bienalei mai tarziu, Timisoara a devenit o veritabila capitala a artei

contemporane in Europa.

Intr-o tard unde cultura luptd adesea cu marginalizarea, Bienala Art Encounters
reuseste sa creeze o platforma profesionista, coerenta si curajoasa, un spatiu
al dialogului sincer, in care granitele dintre artist si privitor dispar. Este un
eveniment care indrazneste sa propuna discursuri actuale, sa puna intrebari

incomode si sa provoace gandirea critica.

Bienala Art Encounters a contribuit enorm la profilarea orasului ca pol cultural
pe scena nationala si internationala. Din perspectiva Centrului de Proiecte, care
finanteaza acest eveniment in cadrul programului ,Repere in culturd”, primul

si singurul program multianual de finantare de pana la patru ani lansat de o
administratie din Romania, bienala are o valoare strategica: aduce continut
relevant, atrage public numeros din tara si strainatate, genereaza turism cultural

si contribuie la dezvoltarea unui ecosistem cultural local valoros.

Art Encounters e mai mult decat o bienala de arta — este un angajament fata
de viitorul artistic al Timisoarei si al Romaniei. lar noi, Municipiul Timisoara, prin

Centrul de Proiecte, ca finantatori, suntem onorati sa sprijinim acest proiect.

Alexandra Rigler

Directoare Centrul de Proiecte al Municipiului Timisoara
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Foreword

| have always seen the Art Encounters Biennial not just as a contemporary art
event, but as a meeting place between artists and the public, between Romania
and the rest of the world, between the present and the future. Since its very
first edition, this event has remained for me living proof that a city can be
transformed through art and culture, and that art has the power to bring a
community together in dialogue. Ten years and six editions of the biennial later,

Timisoara has become a true capital of contemporary art in Europe.

In a country where culture often struggles against marginalization, the Art
Encounters Biennial manages to create a professional, coherent, and bold
platform — a space for honest dialogue that bridges the gap between artist
and viewer. It is an event that dares to propose topical discourses, to ask

uncomfortable questions, and to challenge critical thinking.

The Art Encounters Biennial has greatly contributed to shaping the city as a
cultural hub on both the national and international stage. From the perspective of
the Centre for Projects, which funds this event through the “Cultural Landmarks”
program — the first and only multiannual funding program of up to four years
launched by a local administration in Romania — the biennial holds strategic value:
it brings relevant content, attracts large audiences from across the country and
abroad, generates cultural tourism, and contributes to the development of a

valuable local cultural ecosystem.

Art Encounters is more than just an art biennial — it is a commitment to the
artistic future of Timisoara and Romania. And we, the Municipality of Timisoara,

through the Centre for Projects as funders, are honored to support this initiative.

Alexandra Rigler

Director, Centre for Projects of the Municipality of Timisoara
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A sasea edilie a
Bienalei Art Emcounlers Timisoara,
dincolo de frontliere

Fundatia Art Encounters din Timisoara joaca un rol esential in promovarea artei
contemporane prin schimburile culturale si colaborérile intre artisti, curatori si
institutii, iar anul acesta implineste zece ani de activitate. Perioada care a trecut
dovedeste autenticitatea politicii sale artistice si angajamentul pe termen lung

in sustinerea medierii culturale si a unei dezvoltari organice a publicului vizitator.

Prin organizarea Bienalei Art Encounters, misiunea fundatiei de a consolida
scena artistica romaneasca devine vizibila la un nivel mult mai mare datorita
unui amplu program curatorial, care pune in valoare lucrari de arta inovatoare,
stimuleaza dialogul, abordeaza teme importante din punct de vedere
sociopolitic si angreneaza intregul oras in aceste propuneri. De la bun

inceput, orasul Timisoara a functionat ca o sursa de inspiratie pentru artisti,

iar organizatiile locale ca o ampla retea-suport pentru organizarea acestui
eveniment. Anul acesta intersectia dintre performance, literatura, muzica si
vizualitate este mai naturala ca oricand, iar spatiile expozitionale principale sunt
fiecare dintre ele reprezentantele unei perioade istorice semnificative. Fie ca
vorbim despre o fosta garnizoana sau o fosta fabrica, aceste cladiri fac parte
dintr-un patrimoniu ,sedus” temporar de arta contemporana si de forta ei de a

resemnifica identitatea unui loc.
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The 6" Edition of the
Art Encounters Bienmial Timisoara,
Beyond Borders

The Art Encounters Foundation in Timisoara plays a key role in promoting
contemporary art through cultural exchanges and collaborations between
artists, curators, and institutions — and this year marks its 10th anniversary.
The years that have passed stand as proof of the authenticity of its artistic
vision, its long-term commitment to cultural mediation, and the organic
growth of its audience.

Through the organization of the Art Encounters Biennial, the foundation’s
mission to strengthen the Romanian art scene becomes visible on

a much larger scale, thanks to an extensive curatorial program that
highlights innovative artworks, fosters dialogue, addresses important
socio-political themes, and engages the entire city in these proposals.
From the very beginning, the city of Timisoara has inspired artists, while
local organizations have acted as a broad support network for making
this event possible. This year, the intersection of performance, literature,
music, and visual art feels more natural than ever, and each of the main
exhibition venues represents a significant historical period. Whether we
speak of a former garrison or an old factory, these buildings are part of a
heritage temporarily “under the spell” of contemporary art and its power
to reimagine the identity of a place.
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Titlul bienalei din acest an, intr-o traducere libera Istorii ingradite, povesti
tainuite, subliniaza o impletire de perspective care se succed, micro-istorii si
macro-istorii, toate contribuind la o viziune despre trecut, prezent si viitor,
unde naratiuni monolitice se lupta cu subiectivitatea si pluralitatea exceptiilor.
Curatorii bienalei, Ana Janevski si Tevz Logar, s-au uitat la granite, taceri si
ecouri ca la noduri dintr-un parcurs al intelegerii istoriei si revenirii acesteia

in alta forma, mereu si mereu, punand la incercare capacitatea umana de a

armoniza contrastele si de a elimina polarizarea.

Selectia curatoriala din acest an aduce artisti remarcabili la Timisoara si
priveste extrem de nuantat scena de arta tanara, tesand legaturi cu totul
originale si incurajand productia de noi lucrari ca parte constitutiva a misiunii
bienalei. Cercetarea curatoriala in Republica Moldova a pus bazele unor
colabordri de lunga durata si al unui schimb necesar intr-un moment esential,
iar numarul mare, douazeci, de artisti din Romania si Moldova stau marturie

pentru acest angajament.

Programul de mediere culturald, My Art Encounters, ajunge si el la a sasea
editie, fiind o componenta centrala a bienalei inca din 2015 si acoperind

o diversitate de tipuri de public, de la ateliere pentru copii, adolescenti,
programe dedicate familiilor, tururi ghidate realizate de curatori si mediatori,

artist walks, lecturi performative si cursuri de istoria artei.

Platforma complementara din acest an, cea care in anii trecuti gazduise
artist-run-space, publicatii independente, organizatii non-profit si galerii din
Romania, de data aceasta se concentreaza pe colectia particulara din tara,
oferind cateva astfel de exemple atent selectate de Mihnea Mircan, unul
dintre cei mai importanti curatori romani. Aceasta platforma are ca scop
acoperirea unei zone a ecosistemului artistic actual, astfel incat, peste ani,
toate componentele bienalelor vor putea functiona ca un ghid al scenei de

arta romanesti.

Catalogul de fata continua seria cataloagelor bienalelor cu ajutorul carora
putem descoperi portrete de artisti si lucrari fascinante care reflecta
diversitatea vocilor artistice de astazi. Fiecare lucrare prezentata este rodul
unei reflectii profunde asupra lumii noastre, abordand teme variate precum

identitatea, memoria si problemele sociopolitice, dincolo de orice frontiere.

Fundatia Art Encounters
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This year’s biennial title, Bounding Histories. Whispering Tales, highlights a
weaving of perspectives, micro-histories and macro-histories, that come
together to shape a vision of the past, present, and future, where monolithic
narratives wrestle with subjectivity and the plurality of exceptions. The
biennial’s curators, Ana Janevski and Tevz Logar, have approached borders,
silences, and echoes, as nodes in the process of understanding history and its
constant return in new forms, again and again, challenging our human ability

to harmonize contrasts and move beyond polarization.

This year’s curatorial selection brings remarkable artists to Timisoara and
takes a highly nuanced look at the emergent art scene, forging entirely
original connections and encouraging the production of new works as a
core part of the biennial’s mission. The curatorial research conducted in the
Republic of Moldova has laid the foundation for long-term collaborations
and necessary exchange at a crucial moment, with the impressive number
of twenty artists from Romania and Moldova standing as testament

to this commitment.

The cultural mediation program, My Art Encounters, also grows into its 6th
edition this year, and has been a central component of the biennial since
2015. It caters to a diverse range of audiences with its workshops for children
and teenagers, programs dedicated to families, guided tours led by curators

and mediators, artist walks, performative readings, and art history courses.

This year’s complementary platform, which in previous editions hosted
artist-run spaces, independent publications, non-profit organizations, and
galleries from Romania, now focuses on private collections within the
country, offering a selection of carefully curated samples by Mihnea Mircan,
one of Romania’s leading curators. The aim of this platform is to cover a
specific area of the current artistic ecosystem, so that, in years to come, all

the components of the biennials will serve as a guide to Romania’s art scene.

The present catalogue continues the series of biennial catalogues that
distribute portraits of artists and fascinating works, representative of the
diversity of today’s artistic voices. Each work presented is the result of a
deep reflection on our world, addressing themes such as identity, memory,
and sociopolitical issues, transcending all borders

The Art Encounters Foundation
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Making of Art Encounters Biennial 2025 / Photo credit: Andrei Infinit
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Bounding Histories.
Whispering Tales.

Ana Janevski & Tevz Logar

Aceasta editie a Bienalei Art Encounters porneste

de la reflectiile asupra orasului Timisoara si asupra
diverselor sale locatii din bienala. Desi rolul Timisoarei
in Revolutia Romana din 1989 are o greutate istorica
semnificativa in acest context, punctele noastre de
pornire au fost cele trei spatii expozitionale, cu o
semnificatie aparte, fiecare dintre ele continand urme
diferite ale istoriei. Comenduirea Garnizoanei (fosta
cladire militara), Fundatia Art Encounters (fosta fabrica
si gradinita) si FABER (fosta fabrica) poarts, fiecare,
amprentele timpului si ale contextelor diverse, fiind
martori esentiali ai evolutiilor culturale, sociale, politice
si chiar arhitecturale. Reflectand asupra acestor urme,
asupra a ceea ce ne spun aceste locuri astazi si asupra
modului in care le putem activa in contextul unei
expozitii internationale de artd, am ajuns la ideea de
ecou, atat ca notiune, cat si ca eveniment. Am luat in
considerare interpretarile mai recente si pozitive ale
ecoului ca agent al schimbarii si creativitatii, ca mijloc
de conexiune intre spatiu si timp in diverse domenii.

This edition of Art Encounters Biennial departs from
reflections on the city of Timisoara and its various
biennial locations. While Timisoara’s role in the 1989
Romanian Revolution historically looms large in this
context, our starting points were the three exhibition
venues which are imbued with different traces of history
and meaning. The Garrison Command (former military
building), Art Encounters Foundation (former factory
premises and kindergarten) and FABER (former factory)
each as such bear the marks of time and different
context, serving as crucial witnesses to cultural, social,
political, and even architectural evolutions. In reflecting
on these marks, on what these places are telling us
today, and how we can occupy them in a context of an
international art exhibition, we thought of the echo, as
both a notion and an event. We took in consideration
the more recent and positive interpretations of echo
as an agent of change and creativity, as a medium of
connections among space and time in disparate domains.
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Un ecou este un sunet care are nevoie de un spatiu fizic,
specific, pentru a exista. Este in acelasi timp o repetitie

si un raspuns modificat. In loc si transmita informatie,
ecoul eludeaza comunicarea directa si devine o marturie
a relatiilor. Nu este un simplu sunet de fundal, ci o forta

a transformarii, un sunet activ care duce mai departe idei,
remodelandu-le pe masura ce se propaga in timp si spatiu.
Cu alte cuvinte, este evident ca ecoul nu actioneaza

ca o simpla ,reluare’, transformarea este inevitabila.

In contextul acestei expozitii, ecoul reverbereaz3,
nelinisteste, interogheaza si reimagineaza, mai degraba
decat sa repete pur si simplu istoria. El persista in

spatiile dintre lucrarile de arta si public, intre corpuri si
arhitecturi, intre memorie si posibilitate. In aceste falii
apar naratiuni noi, fluide, adaptabile, deschise reinventarii.
Astfel, ecoul devine un catalizator al schimbirii,
indemnandu-ne sa ascultam dincolo de imediat, dincolo
de asteptari, sa ascultam povestile nespuse. Ecoul poarta
in sine potentialul de a imagina un viitor alternativ, in

care dialogul inlocuieste diviziunea, grija demonteaza
structurile excluderii, iar arta nu doar documenteaza, ci
participa activ la crearea unui nou imaginar social. Ecoul ne
indeamna, asadar, sa ascultam, sa ne implicam, sa oferim
raspunsuri si, in cele din urma, sa remodelam prezentul in
directia unei lumi mai juste si mai interconectate.

Luand ecoul si propagarea sa ca propunere curatoriala,
reflectam asupra relatiilor pe care lucrarile artistilor locali
si internationali le construiesc intre ele, cu spatiile din
Timisoara si cu publicul lor. Cele trei spatii expozitionale
nu sunt simple locatii, ele sunt locuri ale memoriei.
Fiecare dintre ele poartd amprenta unor istorii in
continua miscare, care se reconfigureaza si se desfasoara
in prezent. Foste spatii de comanda, ale muncii sau ale
invatarii, aceste locatii sunt martorii framantarilor politice,
ale transformarilor sociale si ale ritmurilor in continua
schimbare ale vietii urbane.

An echo is a sound that needs a specific, material space
to exist. It is both repetition and altered response.
Instead of transmitting information, the echo eludes
direct communication and is a testament to relations. It
is not an aftersound — it is a force of transformation, an
active sound that carries ideas forward, reshaping them
as they move through time and space. In other words,
the echo makes evident that there is no simple “do-
over,” that transformation is inevitable. In the context
of this exhibition, the echo reverberates, unsettles,
questions, and reimagines, rather than merely repeating
history. It lingers in the spaces between artworks

and audiences, between bodies and architectures,
between memory and possibility. In these gaps, new
narratives emerge which are fluid, adaptive, and open to
reinvention. In this way, it acts as a catalyst for change,
urging us to listen beyond the immediate, beyond the
expected, to untold stories and tales. It is in the act of
echoing that there is a potential to imagine alternative
futures in which dialogue supersedes division, care
dismantles structures of exclusion, and where art does
not merely document but actively participates in the
creation of new social imaginaries. The echo, then, is a
call to listen, to engage, to respond, and ultimately, to
reshape the present in the direction of a more just and
interconnected world.

Taking the echo and echoing as our curatorial proposal,
we prompt and reflect on the relations that artworks
from local and international artists create among
themselves, with the venues in Timisoara, and with the
audience. The three exhibition venues are not mere
locations; they are vessels of memory. Each site carries
the imprint of histories that do not sit still but shift
and unfold into the present. Once spaces of command,
labor, and learning, they bear witness to political
upheavals, social transformations, and the ever-evolving
rhythms of urban life.



20 Bounding Histories. Whispering Tales.

Comenduirea
Garmnizoarei

Thhe Garrison
Command

Comenduirea Garnizoanei, o fosta cladire militara din Piata Libertatii,
reprezintd un loc marcant de convergenta intre istorie, putere
militara, autoritate politica, dominatie si rezistenta. Cladirea a

fost folosita de autoritatile militare habsburgice, austro-ungare si
romane. intre 1996 si 2019 a functionat ca Muzeu de Istorie Militar,
adapostind aproape 2.000 de obiecte, de la harti la uniforme militare.
Garnizoana a fost ulterior transferata Ministerului Culturii pentru a
deveni sediul viitorului Muzeu National al Revolutiei Anticomuniste
din 1989. In timp ce acest proiect este in curs de dezvoltare, bienala
ocupa un spatiu de tranzitie, situat intre fostul muzeu militar si
viitorul muzeu al revolutiei.

in interiorul zidurilor Garnizoanei, lucririle expuse interactioneaza
cu urmele adanci lasate de diversele regimuri istorice, de autoritate,
razboi si control, transformand cladirea intr-un spatiu al dialogului,
unde opresiunile trecutului nu sunt doar rememorate, ci si
reimaginate. Aceasta idee se reflecta si in arhitectura expozitiei
concepute pentru Garnizoana, care intra in dialog cu spatiul existent,
imbratisandu-i istoria, impletind, in acelasi timp, realitati noi in
tesatura mai larga a naratiunilor istorice. Ecourile nelinistii si ale
protestului reverbereaza prin lucrarile de art3, legand memoria de
miscérile globale contemporane de rezistents si rezilienta. in dialog,
aceste lucrari amplifica vocile care continua sa conteste structurile
colonialismului, imperialismului si ale violentei sistemice. Prin prisma
granitelor — fie ele fizice, ideologice sau psihologice — expozitia
deconstruieste mostenirile diviziunilor impuse si imagineaza noi
posibilitati de transmitere, conexiune si coexistenta. Prin povestile
identitare ale diverselor etnii si ale persoanelor dezradacinate, aceste
lucrari subliniaza rezilienta si impactul migratiei asupra istoriilor
personale si colective. Intersectia dintre trauma istorica si crizele
contemporane prinde forma in explorarea conflictelor si razboaielor,
unde lucrarile devin martori ai pierderii si distrugerii, dar semnaleaza,
totodata, un potential reparator. Aceste reflectii dau o alta greutate
istoriei, conturand un viitor care este atent, critic si plin de speranta.
Expozitia deschide un spatiu in care pot apérea noi forme de
solidaritate, in care ecourile rezistentei, supravietuirii si transformarii
pot continua sa rezoneze, avand potentialul de a reseta unele dintre
multiplele dinamici degradante ale lumii contemporane.
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The Garrison Command, a former military building in Liberty
Square, stands as a resonant site of convergence between
history, military, political power, domination, and resistance.
The building served the Habsburg, Austro-Hungarian,

and Romanian military authorities. Between 19962019 it
functioned as the Museum of Military History, holding
close to 2,000 objects, ranging from maps to military
uniforms. The Command was transferred to the Ministry
of Culture in order to create the National Museum of the
Anti-Communist Revolution of 1989. As the plan for this
museum is being developed, the biennial occupies the
space between the former Museum of Military History and
the future Museum of the Revolution.

2l

Within the Garrison walls, the exhibited works engage

with the deep imprints of different historical regimes,
authority, war, and control, transforming the venue into a
space of dialogue where past oppressions are not merely
revisited but reimagined. This idea also comes to life in the
architecture of the exhibition conceived for the Garrison
building, which converses with the existing space by
embracing its history but also weaving new realities into the
fabric of broader historical narratives. The echoes of unrest
and protest reverberate through the artworks, linking the
memory to today’s broader global movements of defiance
and resilience. In dialogue, these works amplify voices that
continue to challenge structures of colonialism, imperialism,
and systemic violence. By engaging with borders — be they
physical, ideological, or psychological — the exhibition
deconstructs the legacies of imposed divisions and
envisions new possibilities for transmission, connection,
and coexistence. Through the stories of diverse ethnic
identities and the struggles of displaced individuals, these
artworks emphasize resilience and the impact of migration
on personal and collective histories. The intersection of
historical trauma and contemporary crisis finds form in the
exploration of conflicts and wars, where the artworks bear
witness to loss and destruction while also pointing towards
the potential for reparation. These reflections repurpose
the weight of history, forging a future that is attentive,
critical, and hopeful. The exhibition opens a space where
new forms of solidarity can emerge, where the echoes

of resistance, survival, and transformation can continue

to resound with a potential to reset some of the many
degrading dynamics in our contemporary world.
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Art Encounters

La un nivel mai intim, aceste teme sunt aprofundate mai
departe in cladirea Fundatiei Art Encounters. Construita
intre 1904 si 1905, aceasta a fost una dintre primele
cladiri ale fabricii de lana ILSA. Fabrica s-a deschis in

1905 si, dupa procesul de nationalizare din 1948, a fost
supusa unei industrializari fortate, producand tesaturi si
tapiterii pentru cele mai mari companii din tara. Dupa ce
a functionat ca fabrica si ca gradinita, cladirea gazduieste
astazi sediul Fundatiei Art Encounters. Ca atare, acest

care modeleaza materiale prin munca si ale mainilor care

ocrotesc fragilul inceput al vietii. In contextul bienalei,
aceasta dualitate iese la suprafata prin teme precum
dragostea si grija, increderea si apropierea, rezilienta si

sentimentul de apartenenta. In acest spatiu, amintirile din
copilarie apar ca un teren fertil pentru a reimagina modul

in care ne raportam unii a altii, in care avem incredere
unii in altii si in care putem construi un viitor rezilient.
In acelasi timp, lucrarile abordeazi fracturi mai ample
ale lumii in care traim — inechitatile profunde generate
de guvernanta neoliberala, povara istoriilor coloniale
si a colonialismului, luptele continue pentru dreptate
ecologica si nevoia urgenta de a intreprinde actiuni
reparatorii in fata ecocidurilor si genocidurilor.

Prin gesturi intime si colective, aceste lucrari celebreaza
puterea legaturilor de rudenie in familiile alese si a
retelelor interdependente care rezista esentialismului,
izolarii si excluderii. Ele soptesc povestea despre primele
intalniri cu sentimentul de a fi ocrotit, despre increderea
oferita fara rezerve, despre conexiunile simple, dar
profunde, formate in primii ani — lectii care persista si care
pot ghida catre un mod de viata care nu este marcat de
separare. Alte lucrari din acest spatiu resping granitele
impuse intre masculin si feminin, intre productie si
intimitate, intre personal si politic si afirma, in schimb, un
spectru de posibilitati, o pluralitate de moduri de a exista,
de aiubi si de a apartine. Mai mult decat un loc in care

sa ne intoarcem, trecutul devine o sursa de intelepciune
pentru a ne imagina ceea ce ar putea urma. Ecourile care
razbat din aceste lucrari sunt semnale a ceea ce s-ar
putea intampla: un viitor in care grija este recunoscuta

ca responsabilitate impartasita, in care increderea devine
un fundament al convietuirii dintre oameni si non-
oameni. Ideea de naturd, in acest sens, intruchipeaza
rezilienta, continuitatea si grija, dezvaluind atat fragilitatea,
cat si forta vietii. Prin cultivarea unui sentiment de
responsabilitate comuna, aceste ecouri ne indeamna

sa ingrijim atat mediul, cat si comunitatile afectate de
schimbarile climatice si de deplasarea globala a populatiei.
Pe masura ce aceste lucrari intra in dialog intr-un nou
context si interactioneaza cu publicul bienalei, expozitia
din cadrul Fundatiei Art Encounters scoate in evidenta
atat prezenta tangibila a iubirii si a apartenentei, cat si
necesitatea si puterea lor de a remodela lumea.
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On a more intimate level, these themes are further explored
at the Art Encounters Foundation building; built between
1904 and 1905, it was one of the first buildings of the

ILSA wool factory. The factory opened in 1905 and, after

the nationalization process of 1948, it underwent forced
industrialization, providing fabrics and upholstery for the
largest companies in the country. Once a factory and a
kindergarten, the building now serves as the foundation
headquarters. As such, this space carries the echoes of
creation and care — of hands shaping materials through labor
and hands cradling the fragile beginnings of life. During the
biennial, this duality emerges through themes of love and
care, trust and kinship, resilience and belonging. Within

this space, childhood memories surface as fertile ground

for reimagining how we relate to and trust one another,

and how we can create a resilient future. At the same time,
the artworks address broader fractures in our world — the
gaping inequities inflicted by neoliberal governance, the
weight of colonial and settler-colonial histories, the ongoing
struggles for environmental justice, and the urgent need for
remediation in the face of eco- and genocides.

Through gestures both intimate and collective, they celebrate
the power of kinship in chosen families and interdependent
networks that resist essentialism, isolation, and erasure. They
whisper of first encounters with care, of unguarded trust, of
the simple yet profound connections formed in early years —
lessons that endure, that might guide towards a way of living
without separation. Others works in the conversation reject
the imposed borders between male and female, production
and intimacy, personal and political, and instead affirm a
spectrum of possibilities, a plurality of ways to exist, love, and
belong. More than a place to return to, the past is a source
of wisdom for imagining what might come next. The echoes
that emerge from these works are pulses of what might be:

a future where care is recognized as a shared responsibility,
where trust is the foundation of human and non-human
coexistence. The idea of nature, as such, embodies resilience,
continuity, and care, revealing both the fragility and strength
of life. By fostering a sense of shared responsibility, these
echoes urge us to care for both the environment and

the communities affected by climate change and global
displacement. As these artworks live with each other in a new
context and as they engage with the biennial audience, the
exhibition at the Art Encounters Foundation insists on the
tangible presence of love and kinship, on their necessity and
their power to reshape the world.
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Faber

Situat pe malul canalului Bega, in cartierul Fabric din Timisoara,
spatiul FABER, in forma si scopul sau actual, este rezultatul unei
transformari si restaurari a unei structuri industriale cu o istorie
de aproape 200 de ani. FABER, fosta fabrica Azur, este un loc
unde munca si viata se impleteau odinioara, unde mainile se
miscau la unison cu masinile, unde sunetul productiei era si
sunetul perseverentei. In fiecare act de a crea, fie c3 e vorba
despre coaserea unui material, ridicarea unei structuri, cultivarea
pamantului sau scrierea unui text, ia nastere un dialog nerostit
intre o persoana si alta, intre supravietuirea individuala si viitorul
comun. Munca, in esenta ei, este si o forma de relationare, una
care modeleaza identitati, cultiva solidaritatea si, atunci cand este
recunoscuta cu demnitate, devine un spatiu al apartenentei si al
transformarii. Astfel, munca depaseste simpla idee de productie,
ea se refera si la gesturile prin care se transmit competentele, la
efortul colectiv care sustine comunitati, la povara emotionala si
fizica invizibila care uneste oamenii.

O parte dintre lucrarile expuse in acest spatiu reflecta asupra
conditiei postsocialiste, urmarind transformarile rolului
muncitorilor si legatura lor complexa cu industria, cultura si
sistemele politice. Aici, mijloacele artistice devin mai mult decat
simple materiale, ele sunt limbaj, marturie a rezilientei, martor

al unor istorii atat personale, cat si colective. Firele sunt trasate
din trecut, desfacute si tesute din nou in forme noi, oglindind
modul in care munca, migratia si identitatea continua sa fie
negociate in realitatile contemporane. Genealogiile feministe
evoci intelepciunea generatiilor trecute, deschizand noi cai

spre dreptatea de gen si cea sociala. Naratiunile care se regasesc
in acest spatiu vorbesc, de asemenea, despre miscare, despre
corpuri care traverseaza granite, despre practicile transmise din
generatie in generatie, despre amintiri cusute in operele de arta.
Exilul apare ca o experienta profund personala, inradacinata in
povestile barbatilor si ale femeilor care si-au parasit locurile natale
si care s-au adaptat ordinii impuse de tranzitii politice si schimbari
economice. Lucrarile de la FABER imagineaza o contemporaneitate
in care corpul care munceste se afla intr-un spatiu al comunicarii
si al demnitatii, si in care cultura este parte integranta a procesului
de productie. La FABER, trecutul nu este un capitol incheiat,

ci o cusatura deschisa, gata sa fie refacuta intr-o tesatura care
imbratiseaza atat memoria, cat si posibilitatea.

Interactiunea dintre lucrarile de arta si spatiile Bienalei Art
Encounters isi propune sa cultive o stare de deschidere. Noile
constelatii formate intre lucrarile de arta si spatiile care le
gazduiesc, precum si dialogurile care se desfasoara intre acestea
si public, activeaza conditiile pentru crearea de noi ecouri, care
aduc cu ele atat soaptele unor povesti reimaginate, cat si elanul si
vibratia unor naratiuni noi.
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Faber

Situated along the banks of the Bega River in Timisoara’s
Fabric District, the FABER building, in its current form and
purpose, is the result of a transformation and restoration of
an industrial structure with origins dating back nearly 200
years. FABER, the former Azur factory, a site where labour
and life once intertwined, where hands moved in unison
with machines, where the hum of production was also the
sound of perseverance. In every act of making, whether
stitching fabric, building structures, cultivating land, or
writing, there is an unspoken dialogue between one person
and another, between individual survival and shared futures.
Labor, at its core, is also a form of relating, one that shapes
identities, fosters solidarity, and, when acknowledged with
dignity, becomes a space of belonging and transformation.
As such, it always exceeds production; labor is about the
gestures that pass down skills, the collective effort that

25

sustains communities, and the unseen emotional and
physical toll that binds people together.

Some of the exhibited works in this space reflect on the
post-socialist condition, tracing the shifting role of workers
and their complex entanglement with culture, industry, and
political systems. Here, artistic mediums become more than
material; they are a language, a record of resilience, a witness
to histories both personal and collective. Threads are pulled
from the past, unravelled, and rewoven into new forms,
mirroring the ways in which labor, migration, and identity
continue to be negotiated in contemporary realities. Feminist
genealogies call forth the wisdom of generations past to
illuminate pathways toward gender and social justice. The
narratives unfolding in this space speak also of movement,
of bodies crossing borders, of transgenerational skills, of
memories stitched into the works of art. Displacement
emerges as a deeply personal experience, embedded in the
stories of men and women who have left their place of birth
and who have adapted to the order imposed by political
transitions and economic shifts. The works at FABER envision
a contemporaneity in which the laboring body is a space of
expression and dignity, where culture is an integral part of
production. In FABER, the past is not a closed chapter but an
open seam, ready to be rethreaded into a fabric that holds
both memory and possibility.

The interplay of artworks and spaces within the biennial seeks
to cultivate a state of openness. The novel constellations of
artworks and venues, their unfolding dialogues with audiences,
activate the conditions for the creation of additional echoes,
for the whispering of reimagined tales, and for the bounding
and bouncing of new stories.
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Lista artlisti expusi
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List of exhibited artists

Marina Abramovi¢ & Ulay
(The Garrison Command)

Lawrence Abu Hamdan
(Faber)

Ana Adam
(The Garrison Command)

Bora Babocgi
(The Garrison Command)

Maja Bajevi¢
(Faber)

Mona Benyamin
(The Garrison Command)

Zeljka Blaksi¢
(Faber)

Pavel Braila
(The Garrison Command)

Geta Bratescu
(The Garrison Command)

Brief Histories (Isak Berbic & Fawz Kabra)
(The Garrison Command)

Christine Cizmas
(The Garrison Command & Performance)

Marieta Chirulescu
(Art Encounters Foundation)

Lorena Cocioni
(Faber)

Clément Cogitore
(The Garrison Command)

Cian Dayrit
(The Garrison Command)

Alle Dicu
(The Garrison Command)

Moriah Evans
(Performance)

Simone Forti
(Art Encounters Foundation)

Jost Franko
(Faber)

Robert Gabris
(Art Encounters Foundation)

Alicia Mihai Gazcue

(The Garrison Command)

Ladislava Gaziova
(The Garrison Command)

Jean Genet
(Art Encounters Foundation)

Liam Gillick & Anton Vidokle
(The Garrison Command)

Karpo Godina
(The Garrison Command)

Maria Gutu
(Art Encounters Foundation)

Petrit Halilaj
(Public Space - The Garrison Command)

Veronika Hapchenko
(The Garrison Command)

Sky Hopinka
(Art Encounters Foundation)

Sinisa Ili¢
(Faber)
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Loredana llie
(Faber)

Joan Jonas
(Faber)

Dana Kavelina
(The Garrison Command)

Belinda Kazeem-Kaminski
(The Garrison Command)

Hassan Khan
(Public Space - ISHO Park)

Kapwani Kiwanga
(The Garrison Command)

Ana Kun
(The Garrison Command)

David Maljkovi¢
(The Garrison Command)

Jumana Manna
(Art Encounters Foundation)

Teresa Margolles
(The Garrison Command)

Silvia Moldovan
(Art Encounters Foundation,
The Garrison Command)

Alban Muja
(The Garrison Command)

Oscar Murillo
(The Garrison Command)

Andrei Nacu
(The Garrison Command)

Marina Naprushkina
(The Garrison Command)

Eduardo Navarro
(Art Encounters Foundation)

Christian Nyampeta
(Art Encounters Foundation)

Mila Pani¢

(The Garrison Command & Performance)

Manuel Pelmus
(Performance)

Gavril Pop
(Art Encounters Foundation)

Raluca Popa
(The Garrison Command)

Ghenadie Popescu
(The Garrison Command)

The Resurrection Committee
(Ovidiu Tichindeleanu, Raluca Voinea)
(The Garrison Command)

Larissa Sansour
(Art Encounters Foundation)

Stefan Sava
(The Garrison Command)

Selma Selman
(Faber)

Larisa Sitar
(The Garrison Command)

SKART
(Workshop — Public Space)

Bojan Stojci¢
(The Garrison Command)

Nora Turato
(The Garrison Command)

Johanna Unzueta
(Art Encounters Foundation)

Mark Verlan
(The Garrison Command)

Cecilia Vicuna
(Art Encounters Foundation)

Rosario Zorraquin
(The Garrison Command)






®» @ & O

Bounding Histories. Whispering Tales.

Comenduirea Garmnizoanwei
The Garrison Command

Arlt Encounters

Faber

Platforma Complementara
Complementary Platiorim

29



30

Bounding Histories. Whispering Tales.

Comenduirea
Garmnizoarei
Parter



Bounding Histories. Whispering Tales.

3l



32 Comenduirea Garmnizoanei - Parter

[3ora Baboci

Bora Baboci (n. 1988, Tirana, Albania) traieste si lucreaza
in Tirana, Albania. A studiat design arhitectural la
University of Toronto si e absolventa unui masterat

la Universitat Politécnica de Catalunya. Cu aproape

un deceniu de experienta in diferite domenii ale
arhitecturii, artista imbina cercetarea spatiala cu artele
vizuale, utilizand desenul, pictura, fresca, instalatia,

textul si interventiile in spatiu. Printre expozitiile sale
importante se numara: In the Mood for Interruption,
Galerie Kandlhofer, Viena (2024), It Matters What Words
World, Manifesta 14, Prishtina (2022), si Ambitions, Galeria
Nationala a Albaniei, Tirana (2021). Babogi a participat la
mai multe rezidente artistice, inclusiv Art Explora la Paris
(2023) si Salzburger Kunstverein (2022). De asemenea,

a publicat articole in reviste si publicatii de prestigiu
precum Badland Magazine (2023) si Bahoe Books (2020).

Peisajele aride umplu zilele frescei. Scene inspirate

de Wanderers of the Desert de Nacer Kherim se
impletesc cu urmele satului parasit Kurbnesh, situat

in Alpii albanezi si construit initial pentru exploatarea
aurului si a cromului. Realitatea pare sa se desprinda,
sa-si schimbe infatisarea. Suprafata peretelui este
acoperita de figuri ratacite si scene dezolante. Fresca
incepe deasupra liniei privirii. In partea de sus a peretelui
se afla o versiune reinterpretata a unei icoane vita,

care se continua intr-o sectiune compusa din forme
geometrice. In timpul vizitelor la locurile sfinte, pelerinii
obisnuiau sa interactioneze cu aceste zone inferioare ale
frescei, razuiau bucati de perete, le inmuiau in apa si le
consumau, in speranta unei revelari paradisiace. Situata
intr-un pasaj, pe o platforma intre doua scari, lucrarea
vorbeste atat despre sentimentele de instrainare din
perioadele de schimbiri sociale si de devalorizare a
reperelor, cat si despre nevoia de stabilitate intr-o
societate confuz, lipsita de repere clare. Curelele
suspendate sub fresca simbolizeaza pieile de animale.
Acestea functioneaza ca cicluri de regenerare si naparlire,
prezentate ca rani desensibilizate, deschise, care contin
intre straturile de mortar si tifon ceea ce este suprimat
si nerezolvat, asteptand sa apara si sa fie dezvaluit,
confruntat si interiorizat, aducand lumina pe un nou
drum. In cadrul expozitiei, juxtapunerea dintre icoana
vita si formele geometrice simbolizeaza tensiunea dintre
lumea sacrului si realitatile dure ale vietii moderne,
invitand publicul sa reflecteze asupra propriei relatii cu
trecutul si cu peisajul sociopolitic contemporan.

Bora Baboci (b. 1988, Tirana, Albania) lives and works in
Tirana, Albania. She studied architectural design at the
University of Toronto and earned a master’s degree from
the Universitat Politécnica de Catalunya. With nearly a
decade of experience in various architectural fields, she
now blends spatial research with visual arts, utilizing
drawing, painting, frescoes, installation, text, and spatial
interventions. Her notable exhibitions include: In the
Mood for Interruption, Galerie Kandlhofer, Vienna (2024);
It Matters What Words World, Manifesta 14, Prishtina
(2022); and Ambitions, National Gallery of Albania, Tirana
(2021). Babogi has participated in several residencies,
including Art Explora in Paris (2023) and Salzburger
Kunstverein (2022). Additionally, she has contributed
articles to reputable publications like Badland Magazine
(2023) and Bahoe Books (2020).

Droughty landscapes fill the days of the fresco. Scenes
inspired by the Wanderers of the Desert by Nacer
Kherim are tangled up with traces of Kurbnesh — a
deserted village in the Albanian Alps previously built
for the extraction of gold and chrome. Reality appears
to peel back, to shed its skin. The surface of the wall is
covered with placeless subjects and desolate scenes.
The fresco starts above the line of sight. A variation of
a vita icon fills the upper part of the wall, dropping into
a section of geometric shapes. Pilgrims used to help
themselves to these lower areas, traveling through holy
sites; they would grab pieces of the wall, water them
down, and consume them, hoping for the paradise
within. Located in a passageway, on a landing between
two staircases, the work hints at feelings of alienation
during periods of change in circumstances and value
systems, as well as the contemplation on a sense of
stability in an otherwise confused society, devoid of
clear signs. The straps hanging below the fresco serve
as symbolic animal skins. As cycles of shedding and
regeneration, these skins are presented as desensitized
open wounds, holding between mortar and gauze what
is suppressed and unresolved, awaiting to appear and
be revealed, confronted and internalized, shedding light
on a path ahead. In the framework of the exhibition,
the juxtaposition of the vita icon and geometric shapes
symbolizes the tension between sacred history and the
harsh realities of modern existence, inviting the audience
to contemplate their own relationship with the past and
the socio-political landscape.
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Cerurile se vor pierde de trei ori inainte sa ajungd la ochii tai delicati /

The Skies Will Fade Three Times Before They Reach Your Delicate Eyes, 2025
Fresco and strappo

Dimensiuni variabile / Variable dimensions

Lucrare comisionata de / Work commissioned by the Art Encounters Foundation
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Briel Histories

(Isak Berbic & Fawz Kabra)

Brief Histories (n. 2011, New York, SUA) de Isak Berbic si
Fawz Kabra este o initiativa artistica si editoriala cu sediul in
New York. Proiectul dezvolta expozitii in stransa colaborare
cu artistii, exploreaza interconexiunile artei contemporane
si abordeaza expozitiile atat ca artefacte, cat si ca formate
discursive, modelate prin cercetare, proces si schimb.
Imprintul sau, Brief Histories Press, publica carti de artist,
texte critice si cercetari in format tiparit, considerand
publicarea ca un spatiu pentru diseminarea ideilor,
dezvoltarea limbajelor si structurarea contextelor.
(www.briefhistories.art)

Isak Berbic este un artist vizual ale cérui lucrari exploreaza
istoriile sociale, reprezentarea si naratiunile disputate prin
intermediul fotografiei, filmului si instalatiei. Lucrarile sale
au fost expuse la nivel international, inclusiv la bienalele
din Havana, Marrakech si Singapore, iar el a participat la
rezidente artistice precum Jatiwangi Art Factory, Indonezia,
si Art & Law Program, New York. Preda arta la Universitatea
Stony Brook.

Fawz Kabra este curatoare si autoare. Ea a curatoriat
expozitii la Biblioteca Publica din Brooklyn, Galeria de Arta
Wallach a Universitatii Columbia, e-flux Screening Room,
Centrul pentru Studii Curatoriale de la Bard College si BRIC
Arts and Media House. Printre proiectele sale editoriale

se numara Through the Ruins: Talks on Human Rights and
the Arts 1 (Station Hill Press, 2023), iar textele sale apar in
publicatii precum ART PAPERS, The Brooklyn Rail, Protozine
si Ibraaz. Este curatoare a Galeriei de Arta si Design a
Fashion Institute of Technology (FIT) din New York.

Comenduirea Garmnizoanei - Parter

Brief Histories (b. 2011, New York, USA) by Isak Berbic
and Fawz Kabra is an art gallery and publishing initiative
based in New York City. The project developes
exhibitions in close collaboration with artists, explores
the entanglements of contemporary art, and approaches
exhibitions as both artifacts and discursive formats,
shaped by research, process, and exchange. Its imprint,
Brief Histories Press produces artist books, critical writing,
and print-based research, and considers publishing as

a space for distributing ideas, building languages, and
structuring contexts. (www.briefhistories.art)

Isak Berbic is a visual artist whose work examines social
histories, representation, and contested narratives
through photography, film, and installation. His work
has been exhibited internationally, including at biennials
in Havana, Marrakech, and Singapore, and he has
participated in residencies such as Jatiwangi Art Factory,
Indonesia; and the Art & Law Program, New York. He
teaches art at Stony Brook University.

Fawz Kabra is a curator and writer. She has curated
exhibitions at the Brooklyn Public Library; Columbia
University’s Wallach Art Gallery; e-flux Screening Room;
the Center for Curatorial Studies at Bard College; and
BRIC Arts and Media House. Her editorial projects include
Through the Ruins: Talks on Human Rights and the Arts

T (Station Hill Press, 2023), and her writing appears in ART
PAPERS, The Brooklyn Rail, Protozine, and Ibraaz. She

is Curator of the Art and Design Gallery at the Fashion
Institute of Technology (FIT) in New York City.
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Scrabble for Ideology este un ziar care include 26 de
termeni in limba engleza, cartografiind fracturile din
formatiunile ideologice, din limbaj si din politica. Bazat
pe relatia dintre text si imagine, ziarul extrage termeni din
mediul nostru colectiv si reflecteaza asupra procesului de
creare a sensului intr-un cadru paradigmatic aflat intr-o
continua transformare. Structurat alfabetic, continutul
urmareste, recompune si amesteca sintaxa si sensul,

ca o strategie de vigilenta si de estompare deliberata.
Glosarul revizuieste si contempla universurile critice
aparute in cadrul expozitiilor recente, conversatiilor
publice si colaborarilor desfasurate de Brief Histories cu
artistii Haig Aivazian, Marwa Arsanios, Fia Backstrom, Isak
Berbic, Simon Benjamin, Jasmina Cibic, Coleman Collins,
Jeremy Dennis, Jumana Manna, Sahra Motalebi, Joe Namy,
Pushpakanthan Pakkiyarajah, Howardena Pindell, Jenny
Polak, Khalil Rabah, Matthew Schrader, Edgar Serrano.

Joe Namy

Studii pentru o bibliotecd / Studies for a Library
la / at Brief Histories, 2023

Imagine din expozitie / Exhibition view

Scrabble for Ideology is a bulletin that unfolds to
include 26 English-language terms, mapping fractures
in ideological formations, language, and politics. Driven
by a text and image relationship, the bulletin lifts
terms from our collective environment and reflects on
meaning making amid a constantly whirling paradigm.
Structured alphabetically, entries trace, recombine, and
scramble syntax and sense, as a strategy for vigilance
and deliberate obfuscation. The glossary reviews and
contemplates the critical worlds that have emerged
across recent exhibitions, public conversations, and
collaborations at Brief Histories with artists Haig
Aivazian, Marwa Arsanios, Fia Backstrém, Isak Berbic,
Simon Benjamin, Jasmina Cibic, Coleman Collins, Jeremy
Dennis, Jumana Manna, Sahra Motalebi, Joe Namy,
Pushpakanthan Pakkiyarajah, Howardena Pindell, Jenny
Polak, Khalil Rabah, Matthew Schrader, Edgar Serrano.




36 Comenduirea Garmnizoanei - Parter

Claristine Cizimas

Christine Cizmas (n. 1978, Timisoara, Romania),

in cei 47 de ani de viata petrecuti pana acum
aici, realizeaza ca a traversat o scurta perioada
de dictatur3, a participat la Revolutia din ‘89,

si-a exercitat dreptul la vot, a protestat de
nenumadrate ori, pe scurt, a tranzitat si tranziteaza
diferite forme de guvernare, unele chiar
periculoase. A iubit, inca iubeste, danseaza,
distruge, cladeste, a invétat analogic, apoi digital,
iar acum era foarte aproape sa solicite unui
program Al un BIO. A facut-o? Conteaza, oare ...

Este crescuta si educata in spirit multietnic si este
martora propriilor nesigurante si cautari in arta,
fie ea underground, independents, necalificata
sau ‘academicd’.

Daca ar fi sa se prezinte, ar spune ca este un actor
independent, asta pentru ca a crescut in Teatrul
Studentesc THESPIS, iar apoi a fondat impreuna
cu colegii ei, AUALEU, singurul teatru privat din
Romania, care anul acesta a implinit 20 de ani.

Ea cauta peste tot, mai ales in oameni, o esenta.
Incearca s3 nu fugd, ii place sa i fie greu, crede

ca generatia ei doar asa stie. Lumea ei imaginara
n-are limite, ii place acolo, dar ii place si cand
reuseste sa aduca o farama din ea in realitate.

Realizari? Ce o califica? ,Tot si mai nimic”, spune
ea. ,E foarte subiectiv. Multe roluri, mult teatru, in
continuare multa visare si dorinta de explorare. Ce
sa si faci altceva cu viata, decat sa cauti, ca sa nu
gasesti, sa nu stii si totusi sa te bucuri de voiaj” Cu
o mare admiratie pentru David Bowie, Christine
crede ca ,Viata este scena mea!”.

Christine Cizmas (b. 1978, Timisoara, Romania), in
the 47 years of life spent here so far, realizes that
she went through a short period of dictatorship,
participated at the Revolution from ‘89, exercised
her right to vote, protested countless times, in
short, she has transited and is transiting different
forms of government, some of them dangerous. She
loved, still loves, dances, destroys, builds, learned
analogically, then digitally and now she was very
close to ask an Al program for a BIO. Did she do it?
Does it matter?

She was raised and educated in a multiethnic spirit
and she is a witness of her own insecurities and
searches in art, be it underground, independent,
unqualified or ‘academic’.

If she were to introduce herself, she would say

that she is an independent actor, who was raised

in THESPIS Student Theatre and afterwards co-
founded AUALEU, the only Romanian private theatre,
which this year turned 20. She searches everywhere,
especially in people, for an essence. She tries not to
run away, she works hard, this is the only way her
generation knows how to get it done. Her imaginary
world has no limits, she likes it there, sometimes she
manages to bring a piece of it into reality.

Achievements? What qualifies her? ” Almost
nothing”, she says. "It’s very subjective. Many roles, a
lot of theatre, still a lot of dreaming and a desire to
explore. What else to do with life, except to search,
not to find, not to know and still enjoy the journey.”
With great admiration for David Bowie, Christine
believes that “Life is my stage!”.
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Intre pereti si cuvinte /Between Walls and Words, 2024/2025

Instalatie, performance, dimensiuni variabile / Installation, performance, variable dimensions
Vicol Zina, mama mea / my mother

Alina Sfetcu, mi luna

Ina Solomon, Sura Susara, invesmantare cu poveste / clothing stories
Oana Stoian, fotografie / photography

Andreea Herczegh, editare fotografii / photo editing

Horvath Octavian Nicolae, sunet, voce si muzica / sound, voice and music
Ovidiu Hrin, caligrafie / calligraphy

Dinu Bodiciu, scenografie / scenography

Paul Hetzl, Space Artisan Studio, design mobilier / furniture design pieces
AZERO, tiparituri /printings

Multumiri speciale / Special thanks: Posta Romani, AUALEU
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INTRE PERETI SI CUVINTE

mic preambul - A fost odata ca niciodata ca daca

nu era nu se povestea. A fost in anul 2024 un open

call pentru 10 artisti romani interesati sa produca

noi lucrari in relatie cu orasul Timisoara organizat de
Fundatia Art Encounters. Tema viitoarei lucrari urma sa
fie influentata de subiectul Coliziuni. Acum sunt aici,
la AEB25, cu o incursiune foarte personala de interese
contrare in relatiile omenesti, in Garnizoana din Piata
Libertatii din Timisoara.

sursa mea de inspiratie - Cand nu sunt actor si nu am
un text pe care trebuie sa-l invat si sa il interpretez,
pornesc mereu de la viata mea; tot ce traiesc, se
transforma intr-un posibil scenariu de teatru sau de
film, care se deruleaza in mintea mea, in timp ce merg
pe jos, pe oriunde, dar mai ales cand stau si astept sa
se faca VERDE la semafor. Nu am curajul sa imi spun
mie, Al VERDE LA VISARILE TALE, multe raman acolo,
in cap, in piele, in ochi. Unele ins3, se transforma si
devin ALTCEVA, ceva ce veti putea vedea, auzi, trai si
critica la randul vostru.

despre ce veti vedea sau nu veti vedea - A fost un
nenea tare simpatic, Peter Brook, care in cartea lui
Spatiul gol, zicea asa: “As putea sa iau orice spatiu gol
si sa-l numesc scena goald. Un om traverseaza acest
spatiu gol, in timp ce altcineva il priveste, si asta e tot
ceea ce trebuie ca actul teatral s3 inceapa.” Pornind
de la un spatiu gol, aflat intre niste pereti, pornind
de la iubiri uitate in cutii, in rafturi ascunse sau prin
poduri, am dat peste niste cuvinte, candva pline de
rosturi si dorinte. Aceste cuvinte nu s-au degradat,
acele declaratii si promisiuni doar au imbatranit si
odata cu ele si noi. Un covor, o masa, o lampa, sute de
fotografii cu un moment din viata unor oameni care
s-au iubit si poate inca se mai iubesc. Cine sunt? Cu
rabdare, veti afla. Dragostea nu se desluseste atat de
usor. Mai ales cand traverseaza 50 de ani.

'Peter Brook, Spatiul Gol, Editura Nemira, Bucuresti, 2017
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BETWEEN WALLS AND WORDS

small preamble - Once upon a time, in 2024, there

was an open call for 10 Romanian artists interested

in producing new works in relation to the city

of Timisoara, organized by the Art Encounters
Foundation. The theme of the future work was to be
influenced by the subject of Collisions. Now | am here,
at AEB25, with a very personal incursion of contrary
interests in human relations, in the Garrison from the
Liberty Square from Timisoara.

my source of inspiration - When I'm not an actor and

I don't have a text to learn and play with, | always

start from my life; everything | experience turns into a
possible scenario, on a stage or a screen, that unfolds
in my mind, while | walk anywhere, but especially
when I'm standing and waiting for the traffic light to
turn GREEN. | don't have the courage to say to myself:
GREEN LIGHT FOR YOUR DREAMS, many stay there, in
my head, in my skin, in my eyes. Some, however, take a
shape and become SOMETHING ELSE, something that
you will be able to see, hear, experience and criticize.

about what you will or will not see - there was a very
nice guy, Peter Brook, who in his book The Empty
Space, said this: “I could take any empty space and
call it an empty stage. A man crosses this empty space,
while someone else watches him, and that is all it
takes for the theatrical act to begin.” Starting from an
empty space between some walls, starting from loves
forgotten in boxes, on hidden shelves or in attics, |
found many words, once full of meaning and desires.
These words have not degraded, those declarations
and promises have only aged and with them, we too.
A carpet, a table, a lamp, hundreds of photos with a
moment in the lives of people who once loved each
other and maybe they still do. Who are they? With
patience, you will find out. Love is not always easy to
understand. Especially when it crosses 50 years.

?Peter Brook, The Empty Space, London: Penguin Classics, 2008
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EU SUNT EA | scrisori ascunse
o incursiune auditiva prezenta in instalatia
INTRE PERETI SI CUVINTE

Singura femeie din viata mea este mama mea. Singura
pentru ca e una, particulara, nu am cautat-o, nu mi-a batut
la usd, era dintotdeauna acolo, cu mine sau singura cu
mine. Am cunoscut-o destul de tarziu. A durat ca fiica sa
devina femeie, femeia sa intalneasca femeia.

E un moment, cand realizezi cd mama este o femeie.

De cand am implinit treizeci de ani, am inceput un
exercitiu. Il practic fortat, cand ma lovesc deciziile,
incertitudinea, singuratatea, dorul de acasa, disparut de
mult, dorul de mama ... ma gandesc la ea, |a ce traia ea, an
dupa an, in timp ce eu o priveam si nu prea o intelegeam.
De cele mai multe ori, o judecam. Aspru.

Treceau anii, implineam treizeci si doi, treizeci si cinci,
treizeci si sapte, patruzeci de ani ... si rememoram cum s-a
recompus, cum a invatat sa iubeasca din nou, cum a cazut,
s-a degradat, s-a re-recompus, cum a ales sa ma iubeasca
sau nu si sa ma ‘piardd’ finalmente.

Nu ne nastem parinti, la randul nostru nu alegem nici noi
sa ne nastem. Ma intreb inca daca m-am nascut.

De aceea am ales sa sap in trecut, sa ma intorc cu
aproape 50 de ani in urma, sa caut o fetiscana care pe la
saisprezece, saptesprezece ani descopera dragostea si
viata. Viitoarea mea mama. De alegea diferit, eu poate nu
va scriam acum.

Sunt mici istorii personale, nimeni nu le cunoaste, se vor
pierde in imensitatea timpului, iar tie vreau sa iti ofer un
pic din emotia unui moment care s-a consumat cu mult
timp inurma ...

Unde ma duce aceasta aventura, inca nu stiu,
dar te iau cu mine.

Pentru ca iubirea nu are varsta, pentru ca ea sunt eu,
pentru ca in mine sunt lumi spulberate, amintiri netraite ...

Mama nu a fost candva mama mea!
Mama a fost candva prietena mea!
Mama a vrut candva altfel, poate fara mine!

EU SUNT EA | scrisori ascunse /| AM HER [ hidden letters

24 octombrie 2021/ October 24, 2021 audiobook

La Feminin, Asociatia Noi Recream, producatori / producers
Christine Cizmas, regie si voce / directing and voice

Oana Stoian, fotografie / photography

Ovidiu Hrin, design afis / poster design

Octavian Horvath Nicolae, sunet, voce, muzica / sound, voice, music

| AM HER | hidden letters
audiobook, part of the installation
BETWEEN WALLS AND WORDS

The only woman in my life is my mother. The only one
because she is one, special, | didn't look for her, she
didn’t knock on my door, she was always there, with me
or alone with me. | met her quite late. It took a while for
the daughter to become a woman, the woman to meet
the woman.

There is a moment when you realize that the mother
is a woman.

When | turned thirty, | started an exercise. | practiced

it forcefully, when | am hit by decisions, uncertainty,
loneliness, longing for home, a home long gone, missing
my mother... in these moments, | think about her, what
she lived through in her 30’s, year after year, while |
looked at her and didn’t really understand anything.
Most of the time, | judged her. Rough.

The years passed, | turned thirty-two, thirty-five, thirty-
seven, forty... and | remembered how she composed
herself, how she learned to love again, how she fell,
degraded, recomposed herself, how she chose to love
me and finally to lose me.

We are not born parents, we do not choose to be born
either. | still wonder if | was born.

That’s why | chose to dig into the past, to go back, 50
years ago, to look for a girl who at sixteen, seventeen
was discovering love and life. My future mother. If she
had chosen differently, | might not be writing to you
now, | might have not existed.

They are small personal histories, no one knows them,
they will be lost in the immensity of time, and | want to
offer you a bit of the emotion of a moment that was
consumed a long time ago...

Where this adventure takes me, | don’t know yet, but I'm
taking you with me.

Because love has no age, because it is me, because in me
there are shattered worlds, unlived memories....

Once my mother was not a mother!
Once my mother was my friend!
My mother once wanted differently, maybe without me!
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Alicia Milnai bazcue

Alicia Mihai Gazcue (n. 1949, Montevideo, Uruguay)
locuieste in prezent la Bucuresti, Romania. Lucrarile
sale au fost publicate in revistele Otra Parte,
Argentina, 2007-2008, Point of Contact, New York,
2009, precum si in alte publicatii. A contribuit la
proiectul artistic The Last Book de Luis Camnitzer,
expus la Biblioteca Nationala din Argentina in 2008.
Expozitii personale recente: Galeria Nora Fisch,
Buenos Aires (2019), Galeria Espacio Minimo, Madrid
(2018), Galeria del Paseo, Manantiales (2018). Expozitii
de grup: Crossroads, Krakow Witkin Gallery, Boston
(2018), Strange Loops, The Boston Center for the

Arts (2009-2010) si Black and White, Hosfelt Gallery,
San Francisco. A participat la Proregress, cea de-a

12-a Bienala de la Shanghai, invitata de Cuauhtémoc
Medina. In 2010, revista Review: Literature and Arts of
the Americas, nr. 81, a publicat interviul What you see
is not what it is, realizat de Gabriela Rangel.

Alicia Mihai Gazcue (b. 1949, Montevideo, Uruguay)
resides in Bucharest, Romania. Her work has been
published in the magazines Otra Parte, Argentina,
summer 2007-2008; Point of Contact, New York, 2009;
among other publications. She had contributed to The
Last Book, an art project by Luis Camnitzer, exhibited
at the Biblioteca Nacional in Argentina in 2008. Recent
solo exhibitions include: Galeria Nora Fisch, Buenos
Aires (2019); Galeria Espacio Minimo, Madrid (2018);

and Galeria del Paseo, Manatiales, (2018). Group

shows: Crossroads, Krakow Witkin Gallery, Boston
(2018); Strange Loops, The Boston Center for the Arts,
(2009-2010); and Black and White, Hosfelt Gallery,

San Francisco. She participated in Proregress, the 12th
Shanghai Biennial, invited by Cuauhtémoc Medina. In
2010, the magazine Review: Literature and Arts of the
Americas, issue 81, published What you see is not what
it is, an interview by Gabriela Rangel.
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Una dintre cele mai timpurii si influente lucrari ale lui
Mihai Gazcue este filmul din 1969 care documenteaza
performance-ul Pasar Entre Ellos, in care doi actori
imbracati in uniforme militare stateau de o parte si de

alta a unui pasaj ingust, la intrarea intr-o galerie de arta.
Prezenta lor sobra si nemiscata crea imediat un sentiment
de neliniste si confruntare. Vizitatorii erau obligati sa
treaca fizic printre cele doua figuri pentru a putea intra

in spatiul expozitional, ceea ce transforma actul de a

pasi in galerie intr-o experienta grea si tulburatoare.
Lucrarea a fost conceputa intr-o perioada de neliniste
politica tot mai accentuata si sub amenintarea iminenta a
represiunii militare in regiune. Prin punerea in scena a unei
intalniri fizice cu simboluri ale puterii autoritare, Gazcue a
transformat un gest simplu — trecerea unui prag — intr-o
metafora profunda pentru confruntarea cu frica, controlul
si supravegherea. Performance-ul a perturbat relatia
traditionala dintre public si opera de arta, implicand direct
spectatorii in temele constrangerii si rezistentei.

Selectia de lucrari de mic format a Aliciei Mihai Gazcue

— Romania (reconsiderando), Paisaje | si Paisaje Il —
ofera o meditatie profund personala asupra memoriei,
stramutarii si urmelor durabile lasate de tulburarile politice.
Romania (reconsiderando), realizata printr-un joc delicat
intre pictura si colaj, reflecteaza asupra unei geografii
indepartate, dar incarcate emotional, surprinzand natura
fragmentara a memoriei si complexitatea comunicarii
dincolo de granite, timp si peisaje politice in continua
schimbare. In Paisaje I si Paisaje Il se desfasoara peisaje
fantomatice, imprecise — spatii fara o localizare clara, dar
incarcate de greutate emotionala. Aceste peisaje, marcate
de pete subtile si urme, evoca prezenta persistenta a
violentei din trecut, a ticerii si a pierderii. Impreun3, aceste
lucrari vorbesc despre reziduul emotional durabil al exilului
si despre persistenta tacuta a unor istorii mai resimtite
degraba decat vazute.

Prezentate la Timisoara, dialogul dintre lucrarile de

mic format si film abordeaza intrebari mai largi despre
permanenta granitelor si instabilitatea cadrelor nationale,
etnice si culturale. Este un apel discret, dar puternic, pentru
a reimagina felul in care intelegem locul si puterea intr-o
lume definita de miscare, memorie si rezistenta.

Pasar Entre Ellos, 1969
Video, duration 3:44
Courtesy of the artist

One of Mihai Gazcue's earliest and most impactful
works is the 1969 film documenting the performance
Pasar Entre Ellos. In it, two actors dressed in military
uniforms stood on either side of a narrow passageway
at the entrance to an art gallery. Their stern,
motionless presence created an immediate sense of
unease and confrontation. Visitors were compelled
to physically squeeze between the two figures in
order to enter the exhibition space, making the

act of entering the gallery a charged and unsettling
experience. The work was conceived during a period
of growing political unrest and the looming threat
of military repression across the region. By staging

a physical encounter with symbols of authoritarian
power, Gazcue transformed a simple act—crossing

a threshold—into a visceral metaphor for navigating
fear, control, and surveillance. The performance
disrupted the traditional relationship between
audience and artwork, implicating viewers directly in
the themes of coercion and resistance.

Alicia Mihai Gazcue’s selection of small-format

works — Romania (reconsiderando), Paisaje I, and
Paisaje Il — offers a deeply personal meditation on
memory, displacement, and the enduring marks left
by political upheaval. mRomania (reconsiderando),
created through a delicate interplay of painting and
collage, reflects on a distant yet emotionally resonant
geography, capturing the fractured nature of memory
and the complexities of communication across
borders, time, and shifting political landscapes. In
Paisaje | and Paisaje Il, ghostly, indeterminate terrains
unfold—spaces without a clear location, yet filled
with emotional weight. These landscapes, marked by
subtle stains and traces, evoke the lingering presence
of past violence, silence, and loss. Collectively, these
works speak to the lasting emotional residue of exile
and the silent persistence of histories that are felt
more than seen.

Presented in Timisoara, the dialogue between the
small-format works and a film engages with broader
questions about the permanence of borders and the
instability of national, ethnic, and cultural frameworks.
It is a quiet but forceful call to reimagine how we
understand place and power in a world defined by
movement, memory, and resistance.
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Dana lKavelina

Dana Kavelina (n. 1995, Melitopol, Ucraina) este o
artista stabilita in Liov, a carei practica cuprinde in
principal animatia si video-ul, dar si instalatia, pictura

si grafica. Este absolventa a Departamentului de
grafica al Universitatii Tehnice Nationale din Ucraina.
Lucrarile ei exploreaza adesea teme legate de violenta
militara si de razboi, punand accent pe rolul victimei ca
subiect politic. Arta sa investigheaza relatia complexa
dintre trauma istorica si individual, dintre memorie

si falsa reprezentare. Filmul sdu din 2020, Letter to a
Turtledove, a fost achizitionat de Museum of Modern
Art din New York si a fost prezentat in expozitia
Signals: How Video Transformed the World. Operele
sale au fost expuse in locatii prestigioase, precum The
Kyiv Perennial la Viena, Bienala de la Venetia (editia
60), MHKA Antwerp si festivalul Steirischer Herbst
(2022 si 2023). A primit Marele Premiu la cea de-a 7-a
editie a Premiului PinchukArtCentre si a fost finalista la
Future Generation Art Prize in 2024.

Dana Kavelina (b. 1995, Melitopol, Ukraine) is an artist
based in Lviv, working primarily with animation and
video, as well as installation, painting, and graphics. She
holds a degree from the Department of Graphics at
the National Technical University of Ukraine. Kavelina’s
work often explores themes of military violence and
war, focusing on the role of the victim as a political
subject. Her art delves into the complex relationship
between historical and individual trauma, memory,
and misrepresentation. Her 2020 film, Letter to a
Turtledove, was acquired by The Museum of Modern
Art in New York and featured in the exhibition Signals:
How Video Transformed the World. Kavelina's work
has been presented at prestigious venues, including
The Kyiv Perennial in Vienna, the 60th Venice Biennale,
MHKA Antwerp, and the Steirischer Herbst festival

in 2022 and 2023. She received the Main Prize at the
7th edition of the PinchukArtCentre Prize and was
shortlisted for the Future Generation Art Prize in 2024.
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Taki Pejzaz se dezvaluie ca un bocet al istoriei,
trecut, dar care inca rimeaza cu prezentul. In centrul
filmului se afla un cantec in idis despre foame,
compus si cantat in timpul Primului Razboi Mondial
in Polonia. Cantecul foloseste metafora vantului ca
forta distructiva care distruge acoperisuri, pasari,
recolte si copaci, lasand in urma un peisaj dezolant.
Redescoperit in timpul Holocaustului, cantecul a
capatat o noua semnificatie ca expresie a suferintei si
a pierderii, un ecou al unei catastrofe care se repet. In
Taki Pejzaz, cantecul functioneaza ca ancora auditiva
si emotionala, evocand temele dezradacinarii, ale
razboiului si ale supravietuirii. Textul de deschidere
al filmului introduce un strat suplimentar de limbaj
codificat, inspirat din mesaje anonime postate pe
canalele Telegram din Kiev. Aceste linii criptice,
precum ,trei masline verzi si una neagra langa metrou”,
functioneaza ca avertismente, alertand barbatii
asupra prezentei brigazilor de mobilizare. ,Maslinele”
simbolizeaza ofiterii de recrutare in uniforme verzi,
,maslinele negre” se refera la politie, iar ,norii” indica
patrulele care impanzesc orasul. Un mesaj precum
»ploaia a spalat cateva masini” inseamna ca mai multi
barbati au fost retinuti in acea locatie. Acest limbaj
clandestin, conceput pentru a evita supravegherea,
estompeaza granita dintre poezie si tacticile de
supravietuire. Textele capata o dubla semnificatie,
rezista interpretarii facile, dezvaluind in acelasi timp
mecanismele razboiului si ale controlului. Tensiunea
dintre opacitate si expunere se reflecta in naratiunea
fragmentara a filmului, invitand publicul sa descifreze
mesajele ascunse sau pur si simplu sa absoarba
atmosfera lucrarii dominata de pericolul tacut.

(text de Mirela Baciak)

Taki Pejzaz, 2023

Animatie stop-motion / Stop-motion animation, 16x9 cm
Duration 12:02

Director de imagine, montaj / Director of photography,
editing: Mykhailo Chelnokov

Decoratori / Decorators: Anna Nykytiuk, Ulina Pikhorovych
Sunet / Sound: Volyn Field

Taki Pejzaz unfolds like a lament of history, past yet
still rhyming with the present. At the heart of the film
is a Yiddish song about hunger that was written and
sung during World War | in Poland. The song uses

the metaphor of the wind as a force of destruction

— blowing away rooftops, birds, crops, and trees,
leaving behind a landscape of desolation. Reappearing
during the Holocaust, it gained new significance as

an expression of suffering and loss, an echo of a
catastrophe unfolding again. In Taki Pejzaz, the song
operates as both an auditory and emotional anchor,
resonating with themes of displacement, war, and
survival. The film's opening text introduces another layer
of coded language, drawn from anonymous messages
posted on Telegram channels in Kyiv. These cryptic lines,
such as “three green olives and one black olive near
the metro”, function as warnings, alerting men to the
presence of mobilization brigades. “Olives” symbolize
draft officers in green uniforms, “black olives” refer
to the police, and “clouds” signal patrols that sweep
through the city. A message like “Rain washed away

a few cars” signifies that several men were detained
at that location. This clandestine language, designed
to evade surveillance, blurs the boundary between
poetry and survival tactics. These texts take on a
double meaning — resisting easy interpretation while
simultaneously revealing the mechanisms of war and
control. The tension between opacity and exposure
mirrors the film’s fragmented storytelling, inviting
viewers to decipher its hidden messages or simply
absorb its atmosphere of quiet urgency.

(text by Mirela Baciak).
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Oscar Murillo

Oscar Murillo (n. 1986, La Paila, Columbia) este un artist
a carui practica cuprinde pictura, video-ul, sunetul,
instalatiile si proiectele colaborative. Artistul exploreaza
teme legate de colectivitate, cultura comuna si
societatea contemporana, adesea implicanduse in
dinamici sociale prin evenimente de tip performance.
Murillo invita frecvent colaboratori in lucrarile sale,
crednd momente care genereaza energie colectiva;
acestea includ pictura unor fasii negre de in in centre
comunitare, organizarea unei petreceri pentru echipa
de curatenie de la Serpentine Gallery si sustinerea unui
spectacol performance de moda la Venetia.

Frequencies, o initiativa inceputd in 2013, a constat

in panze brute fixate pe banci in salile de clasa din
intreaga lume, iar elevii au fost invitati sa se exprime
atat constient, cat si inconstient, prin crearea de
semne. Aceasta arhiva de panze si semnele acumulate
servesc acum drept resursa pentru lucrari noi. Murillo

a obtinut licenta in arte plastice de la Universitatea din
Westminster (2007) si masteratul in arte plastice de la
Royal College of Art (2012). In 2019 a fost unul dintre cei
patru artisti care au castigat prestigiosul Premiu Turner,
iar in 2023 i-a fost acordat un doctorat onorific de catre
Universitatea din Westminster. Printre expozitiile sale
personale se numara Gradina inundata (Tate Modern,
Londra, 2024) si Masses (WIELS, Bruxelles, 2024).
Lucrarile lui Murillo sunt prezente in colectii muzeale
importante din intreaga lume.

Oscar Murillo (b.1986, La Paila, Colombia) is an artist
whose practice encompasses painting, video, sound,
installation, and collaborative projects. He explores
collectivity, shared culture, and contemporary
society, often engaging with social dynamics through
performance-like events. Murillo frequently invites
collaboration in his work, creating generative moments
of collective energy; this includes painting black
swathes of linen in community centers, hosting a
cleaners’ party at Serpentine Gallery, and holding a
fashion runway performance in Venice.

Frequencies, an initiative started in 2013, saw raw canvas
affixed to desks in classrooms around the world and
students were invited to express themselves both
consciously and unconsciously through mark-making.
This archive of canvases and their accumulated marks
now serve as resource for new work. Murillo earned

his BFA from the University of Westminster (2007)

and his MFA from the Royal College of Art (2012).

In 2019, he was one of four artists to collectively

win the prestigious Turner Prize, and in 2023 he was
awarded an honorary doctorate from the University of
Westminster. His solo exhibitions include The Flooded
Garden (Tate Modern, London, 2024) and Masses
(WIELS, Brussels, 2024). Murillo’s works are held in major
museum collections worldwide.
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Institutul reconcilierii (2014—prezent) este o instalatie in
situ care exploreaza teme precum anihilarea, reinnoirea si
doliul colectiv. Lucrarea este compusa adesea din panze
negre, uzate, cusute, pictate, maruntite si prezentate in
forme variate — atarnate, mototolite, pliate pe podea.

Prin contrastul dintre ceremonial si degradant, Murillo
chestioneaza rolul heraldicii in legitimarea puterii imperiale,
in timp ce panzele negre au rolul unor martori spirituali ai
doliului colectiv. Proiectul isi are radacinile in interesul lui
Murillo pentru schimbul cultural transatlantic si practica
sa migratorie. Acesta a luat nastere in urma unui zbor din
2016, in timpul céruia artistul a fost martorul transportului
unui cadavru, iar traseul avionului a fost deviat pentru a
evita traversarea spatiului aerian a doua tari. Intunericul
coplesitor din afara hubloului a devenit simbol al doliului si
al dezradacinarii. Lipsa de forma a panzelor reprezinta un
spatiu al posibilitatii si al eliberarii colective, simbolizand
potentialul renasterii si al reconstruirii. Lucrarea abordeaza
teme geopolitice precum granitele, migratia si spatiul,
punand in contrast omogenizarea culturilor emergente cu
intunericul care este un prilej de intalnire si empatie.

In contextul bienalei, Institutul Reconcilierii reprezinta o
explorare a granitelor si a dezradacinarii, care rezoneaza cu
tema bienalei despre migratie si tranzitia postcomunista.
Prin aceasta lucrare puternica, axata pe materialitate,
Murillo abordeaza structurile sociale si politice ale violentei,
oferind totodata un spatiu pentru reflectia colectiva

asupra memoriei, dreptatii si schimbarii. Acest material,
creat prin saturatia inului cu vopsea pe baza de ulei, care
este apoi intins pe suprafata cu ajutorul fierului de calcat
fierbinte, a fost folosit de Murillo pentru a crea diverse
instalatii sculpturale incepand cu 2014, inclusiv la Bienala

de la Venetia, 2015, Haus Der Kunst, Munchen, 2017, intr-o
biserica din Pula, Croatia, 2018, in prezentarea sa pentru
Premiul Turner din 2019 si la Muzeul de Arta al Universitatii
Nationale din Columbia, Bogota, in 2021. Cel mai recent,
picturile negre au fost incluse in expozitii la Museo de Arte
Contemporaneo de Monterrey, 2025 si la WIELS, Bruxelles, si
Kunsthalle WIEN, Viena (ambele in 2024).
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Institutul renconcilierii /

The Institute of Reconciliation, 2014-present

Ulei pe panza si in, dimensiuni variabile /

Qil on canvas and linen, variable dimensions

Courtesy of the artist

Image credit:

Oscar Murillo, signaling devices in now bastard territory, 2015 (detail view)
All the World’s Futures, 56th Venice Biennale, 2015.

Photo: Maris Mezulis. Courtesy of the artist.

49

The Institute of Reconciliation (2014-present) is a site-
specific installation by Oscar Murillo that explores themes

of obliteration, renewal, and collective mourning. The work
often consists of weathered black canvases, stitched, painted,
shredded, and displayed in various forms, including draped,
crumpled, and folded on the floor. By contrasting the
ceremonial with the dilapidated, Murillo questions the role of
heraldry in legitimizing imperial power, while the black canvases
act as spiritual witnesses to collective mourning. The project
is rooted in Murillo’s interest in transatlantic cultural exchange
and his migratory practice. It originated from a flight in 2016,
during which the artist witnessed a corpse being transported
and the plane’s flight path diverted to avoid two countries.
The consuming blackness outside the plane’s window became
a symbol of mourning and displacement. The formlessness of
the canvases represents a space of possibility and communal
liberation, symbolizing the potential for rebuilding and
reincarnation. The work addresses geopolitical issues like
borders, migration, and space, contrasting the homogenization
of emerging cultures with the darkness that facilitates
encounter, exchange, and collective feeling.

Within the context of the biennial, The Institute of
Reconciliation is an exploration of borders and displacement
that resonates with the biennial’s focus on migration and
post-communist conditions. Through this powerful, material-
focused work, Murillo addresses social and political structures
of violence, while offering space for collective reflection on
memory, justice, and transformation. This material, created

by saturating linen with oil paint, which is then burnished into
its surface using hot irons, has been used by Murillo to create
various sculptural installations since 2014, including the Venice
Biennale, 2015; Haus Der Kunst, Munich, 2017; in a church in
Pula, Croatia, 2018; in his presentation for the Turner Prize in
2019; and at the Museum of Art of the National University of
Colombia, Bogota in 2021. Most recently, the black paintings
have been incorporated into exhibitions at Museo de Arte
Contemporaneo de Monterrey, 2025, as well as at WIELS,
Brussels, and Kunsthalle WIEN, Vienna (both 2024).
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Mila Panic

Mila Pani¢ (n. 1991, Br¢ko, Bosnia-Hertegovina)

este artista si comedianta de stand-up stabilita in
Berlin, Germania. Practica ei cuprinde documentare
personala, poezie vizuala si elemente discursive,
explorand consecintele migratiei. Cunoscuta

pentru umorul negru si nuantele de ironie, Pani¢
capteaza atentia publicului prin ingeniozitate si
interpretari curajoase. Prin stand-up comedy, artista
problematizeaza normalizarea fricii si a violentei,
folosind umorul pentru a elibera limbajul de disperare
si pentru a inspira schimbarea. Este cofondatoare a
platformei Fully Funded Residencies.eV. care ofera o
selectie atent aleasa de oportunitati platite pentru
lucratorii culturali. Printre expozitiile recente se
numarad GMK (Zagreb), galeria eastcontemporary
(Milano) si Kunstlerhaus Sootbérn (Hamburg). A fost
distinsa cu mai multe premii si burse, inclusiv ZVONO
YVVA din Bosnia si Hertegovina, bursa NEUSTART
Stiftung Kunstfond Bonn (2023) si Braunschweig
Projects (2022/23), Kiinstlerhaus Lukas (Ahrenshoop),
Residency Unlimited (New York, SUA) etc.

Dacd nu mai zémbesc, vor vedea cat de furioasa
sunt este o forma de auto-reflectie asemanatoare
unui jurnal, utilizand expresii faciale neutre in
fotografii de tip photobooth pentru a crea un

spatiu al naratiunii personale. Portretele servesc
drept panza pentru interventiile textuale sau pentru
desenele artistei care schimba in mod ironic si subtil
intelesul imaginilor. Prin acest proces, Pani¢ reda
tensiunea dintre aparentele exterioare si emotiile
interioare, concentrandu-se in special pe teme
precum reprimarea, identitatea si asteptarile sociale.
Rezultatul este o invitatie adresata publicului de a-si
compara propriile stari emotionale cu cele ale artistei,
incurajand un dialog despre experientele personale si
conditia umand comuna. In cadrul discursului general
al bienalei, referitor la structurile sociale, lucrarea
stimuleaza o conversatie activa si reflexiva despre
reprezentarea identitatii, despre efortul emotional
implicat in procesul de migratie si despre tensiunea
dintre normele exterioare si realitatile interioare.
Dialogul continuu cu aceste autoportrete ofera
publicului ocazia de a reflecta asupra propriilor trairi,
in paralel cu transformarile istorice ale orasului, de

la mostenirea post-comunista pana la provocarile
sociopolitice ale neoliberalismului global.

Mila Pani¢ (b. 1991, Brcko, Bosnia-Herzegovina) is

an artist and stand-up comedian based in Berlin,
Germany. Her practice spans personal documentation,
visual poetry, and discursive elements, exploring

the inheritances of migration. Known for her dark
humor and ironic twist, Pani¢ captivates audiences
with sharp wit and fearless commentary. Through her
stand-up comedy, she challenges the normalization
of fear and violence, using humor to liberate language
from despair and inspire change. Pani¢ is also the
co-founder of Fully Funded Residencies.eV., which
provides a curated overview of paid opportunities
for cultural workers. Her recent exhibitions include
GMK (Zagreb); eastcontemporary Gallery (Milan);

and Kuenstlerhaus Sootburn (Hamburg). She has
received several awards and grants, including the
ZVONO YVVA of Bosnia and Herzegovina, the
NEUSTART Stiftung Kunstfond Bonn grant (2023),

and the Braunschweig Projects artist grant (2022/23),
Kunstlerhaus Lukas, Ahrenshoop, Residency
Unlimited, New York (US), etc.

If | Stop Smiling, They Will See How Angry | amis a
diary-like approach to self-reflection, utilizing blank
expressions in photobooth-style self-portraits to
create a space for personal narrative. The portraits
serve as a canvas for Pani¢’s interventions of written
scripts or drawings that humorously and pointedly
alter the meaning of the image. Through this process,
the artist exposes the tension between outward
appearances and inner emotions, particularly
focusing on themes of repression, identity, and social
expectations. The resulting works invite viewers to
compare their own emotional positions with the
artist’s, encouraging a dialogue around personal
experiences and the shared human condition. In

the general discourse of the exhibition, Pani¢’s

work prompts an active, reflective conversation on
the performance of identity, the emotional labor

of migration, and the tension between external
conformity and internal realities, mirroring the
fractured social structures explored throughout

the biennial. The ongoing engagement with these
self-portraits allows viewers to reflect on their own
experiences, paralleling the city’s historical shifts,
from its post-communist legacy to the broader socio-
political challenges under global neoliberalism.
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Daca nu mai zambesc, vor vedea cat de furioasa sunt /
If | Stop Smiling, They Will See How Angry | am, 2022
Autoportret cu interventie textuald, dimensiuni variabile /
Self-portrait with textual intervention, variable dimensions
Courtesy of the artist
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Glume / Jokes, 2024
Stand-up comedy
Instalatie / Installation
Courtesy of the artist
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This ongoing work, Jokes brings stand-up comedy into
gallery and institutional settings, using humor to subvert
and critique dominant cultural narratives. Pani¢ believes
that laughter, in times of tension and unrest, functions
as both a release and a form of resistance, enabling the
audience to confront difficult topics through humor.

By exploring themes such as selective empathy, politics,
war, displacement, and societal collapse, Jokes challenges
conventional discussions and provides a new perspective
on issues that often feel overwhelming or oppressive.

In Pani¢’s work, stand-up comedy, visual art, and writing,
all stem from a shared emotional place — irritation,

anger, madness, and, at the core, fear. These emotions,
often buried beneath the surface, are harnessed as

a tool to reshape how visitors perceive these topics.

Acesta instalatie, Glume, aduce stand-up comedy-
ul in spatiile expozitionale si institutionale, folosind
umorul pentru a submina si critica naratiunile
culturale dominante. Pani¢ considera ca rasul, in
momente de tensiune si instabilitate, functioneaza
atat ca eliberare, cat si ca forma de rezistents,
permitand publicului sa abordeze teme dificile prin
intermediul umorului. Explorand subiecte precum
empatia selectiva, politica, razboiul, stramutarea si
colapsul societatii, Glume interogheaza discursurile
conventionale si oferd o noua perspectiva asupra
unor teme adesea coplesitoare. In arta ei, fie ca
este vorba de stand-up, arta vizuala sau scris, totul
porneste din acelasi spatiu emotional: iritare, furie,
nebunie si, in esents, frica. Aceste trairi, adesea
reprimate, sunt transformate in instrumente de
reconectare cu realitatea si de transformare a
perceptiei publicului.

In contextul bienalei, Glume reflectsd complexitatea
istorica a orasului si foloseste umorul ca oglinda a
realitatilor sociale si politice fragmentate. Lucrarea
abordeaza faliile din societate si peisajul politic
global, rasul devenind o forma de a actiona impotriva
violentei, stramutarii si rupturilor sociale. Abordand
aceste teme prin intermediul comicului, Pani¢ creeaza
un mediu in care rasul rupe tacerea care invaluie
adevarurile incomode, transformand Glume intr-

un act de rezistenta puternic, in cadrul explorarii

mai ample a artei contemporane si a schimbarii
sociale propuse de bienala. Instalatia invita publicul
sa chestioneze status quo-ul si sa reflecteze asupra
propriei pozitionari fata de realitatile sociale si
politice complexe ale prezentului.

Within the context of the biennial, Jokes engages
deeply with the themes presented, as it explores the
ways in which humor can act as a mirror to the layered
histories of the city. The work touches on the fractures
within society and the global political landscape, where
humor becomes a tool for reclaiming agency in the

face of violence, displacement, and social fracture. By
addressing these themes through comedy, Pani¢ fosters
an environment where laughter disrupts the silence
cloaking uncomfortable truths, making Jokes a powerful
act of resistance within the biennial’s broader exploration
of contemporary art and social change. The installation
invites the audience to question the status quo and
reflect on their own positions in relation to the complex
social and political realities of the present.
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Glnennadie Popescu

Ghenadie Popescu (n. 1971, Floresti, Republica
Moldova) locuieste in Chisinau. Practica sa se
concentreaza pe identitatea locald (post-comunista),
pe traditie si pe fuziunile geopolitice. Cunoscut
pentru obiectele sale de arta, performance-uri,
video-uri si animatii stop-motion, lucrarile sale
reflecta adesea absurdul realitatii in care traieste. A
studiat pictura la Academia de Muzica, Teatru si Arte
Plastice din Chisinau. Din 2012 s-a axat in principal

pe animatie. Printre expozitiile personale notabile

se numara Exit to the Sea, Bunker Gallery, Chisinau
(2024) si Ghenadie Popescu, Plai Gallery, Chisinau
(2024). In 2022 a castigat Premiul pentru Arte

Vizuale Contemporane oferit de Ministerul Culturii
din Moldova. Lucrérile sale au fost prezentate in
expozitii de grup si festivaluri de film precum Waters
Elsewhere, Romania (2024), Community in Solitude,
Bucuresti, Chisinau, Timisoara (2022-23), Ostrale
Biennale, Dresda, Germania (2021), Spirit Labore,
Moscova, Rusia (2021) si One Sixth of the Earth,
MUSAC, Spania (2012). A fost artist in rezidenta la
Rochester Institute of Technology (2014).

Ghenadie Popescu (b. 1971, Floresti, Republic of
Moldova) is based in Chisinau and focuses on
local (post-communist) identity, tradition, and
geopolitical mixtures. Known for his art objects,
performances, videos, and stop-motion animation,
Popescu’s work often reflects the absurdity of his
surroundings. He studied painting at the Academy
of Music, Theatre, and Fine Arts in Chisinau. Since
2012, he has primarily focused on animation.
Notable solo exhibitions include Exit to the Sea,
Bunker Gallery, Chisinau (2024); and Ghenadie
Popescu, Plai. Gallery, Chisinau (2024). Popescu
won the Contemporary Visual Arts Prize from

the Ministry of Culture of Moldova (2022). His
works have been showcased in group exhibitions
and film festivals, including Waters Elsewhere,
Romania (2024); Community in Solitude, Bucharest,
Chisinau, Timisoara (2022-23); Ostrale Biennale,
Dresden, Germany (2021); Spirit Labore, Moscow,
Russia(2021); and One Sixth of the Earth, MUSAC,
Spain (2012). He was an artist-in-residence at the
Rochester Institute of Technology (2014).

In-between, 2010
Video, duration 10:08
Courtesy of the artist
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In-between este o explorare puternica a propriei
captivitati intr-un mediu absurd si opresiv.

Lucrarea prezinta o persoana inchisa intr-o sala
ridicold, situata intre doua usi prin care oamenii ies
incontinuu. Protagonistul ramane blocat intr-o stare
perpetua de tranzitie, incapabil sa evadeze. Acest
scenariu kafkian subliniaza tensiunea dintre dorinta
de autonomie si realitatea dura a constrangerii.
Nevoia disperata de a evada reflecta o dorinta
psihologica si existentiala profunda de a controla
propriul mediu oricat de stramt sau de absurd ar fi.
Lucrarea invita privitorul sa descopere o reprezentare
dura a situatiei de a fi mereu intre, o metafora
pentru incertitudinea si instabilitatea care definesc
conditia umana intr-o lume tot mai fragmentata. In
contextul bienalei, intr-un oras marcat de migratie,
de tranzitia post-comunista si de ecourile istoriei sale
revolutionare, In-between reflecta tensiunea dintre
actiune si stagnare, dintre libertate si constrangere.
Protagonistul isi pastreaza pozitia in acest spatiu
suprarealist, invitand publicul sa reflecteze asupra
structurilor sociale care i determina pe indivizi si
comunitatile din care fac parte sa stea pe loc. Astfel,
In-between devine o metafora nu doar pentru lupta
personala pentru libertate, ci si pentru aspiratiile
colective pentru dreptate, autonomie si sens intr-o
lume globalizata, neoliberala.

In-between presents a powerful exploration of personal
entrapment within a seemingly absurd and oppressive
environment. The artwork depicts a figure imprisoned in

a ridiculous hall, situated between two doors, through
which people continuously exit, yet the protagonist
remains stuck in a perpetual state of transition, unable

to escape. This “Kafkaesque” scenario emphasizes the
tension between the desire for autonomy and the harsh
reality of confinement. The person’s desperate need to
escape underscores a deeper psychological and existential
yearning to control one’s surroundings — however cramped
or absurd it may be. The work confronts the viewer with

a stark depiction of the “in-between” state, a metaphor
for the uncertainty and instability that define the human
condition in an increasingly fractured world. In the context
of the biennial, in a city marked by migration, post-
communist transitions, and the echoes of its revolutionary
history, In-between mirrors the tension between
movement and stagnation, freedom and constraint. The
protagonist in the video holding his ground in this surreal
space invites viewers to reflect on the social structures
that trap individuals and groups in states of limbo,
echoing the broader themes of the biennial and the city’s
layered history. Through this lens, In-between becomes a
metaphor not only for the personal struggle for freedom
but also for the collective yearning for justice, autonomy,
and meaning within a globalized, neoliberal world.
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Mata férd nume / No Name Cat, 2022 Screening
Scurtmetraj animat / Short film animation
Duration 16:00

Program
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Ghenadie Popescu a realizat un corpus impresionant de
scurtmetraje animate care exploreaza istoria traumatica
a deportarilor din perioada sovietica, din Moldova

in Siberia. Lucrarile sale imbina marturiile personale,
memoria istorica si imaginile realizate manual pentru

a readuce la viata povestile celor afectati de aceste
evenimente. Mata fdrd nume este o animatie ce ofera
o naratiune emotionanta si captivanta vizual, centrata pe
un sat moldovenesc linistit a carui viata cotidiana este
brusc si violent intrerupta peste noapte. Povestea este
spusa din perspectiva unei pisici care devine un martor
tacut al tragediei umane, asistand la momentul in care
locuitorii satului sunt smulsi din viata lor si lumea le este
irevocabil schimbata. Prin acest punct de vedere inedit,
Popescu subliniaza vulnerabilitatea vietii rurale si violenta
tacuta a stramutarii fortate. Animatia foloseste un stil
minimalist, dar expresiv, imbinand elemente vizuale
suprarealiste cu un fond emotional profund pentru a
explora teme precum memoria, pierderea si trauma
istorica. Prezenta pasiva a pisicii accentueaza sentimentul
de neputinta resimtit adesea in fata evenimentelor
incontrolabile, transformand povestea atat intr-una
intima, cat si universala.

Ghenadie Popescu has created a compelling body of
animated short films that delve into the traumatic
history of Soviet-era deportations from Moldova

to Siberia. His works blend personal testimonies,
historical memory, and handcrafted visuals to bring
to life the stories of those affected by these events.
No Name Cat is an animation that offers a poignant
and visually striking narrative centered on a quiet
Moldavian village, whose serene daily life is abruptly
disrupted overnight. Told from the perspective of

a cat, the film transforms an ordinary animal into

a silent witness of human tragedy, watching as the
village’s inhabitants are uprooted and their world
irrevocably altered. Through this unique viewpoint,
Popescu emphasizes the vulnerability of rural life
and the quiet violence of forced displacement. The
animation uses a minimalistic yet expressive style,
blending surreal visual elements with raw emotional
undertones to explore themes of memory, loss,

and historical trauma. The cat’s passive presence
underscores the helplessness often felt in the face
of uncontrollable events, making the story both
intimate and universally resonant.
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Thhe Resurrection

Committee

(Ovidiu Tichindeleanu & Raluca Voinea)

Comitetul pentru Resurectie (n. 2016, Bucuresti,
Romania) a fost fondat in 2016 de Ovidiu Tichindeleanu
si Raluca Voinea, in baza colabordrii lor editoriale
anterioare si a schimburilor din cadrul revistei IDEA
Arts + Society, ca un colectiv curatorial fluid, dedicat
curatoriatului de expozitii si proiectelor de cercetare.
Scopul acestuia este de a oferi deschideri istorice

din care sa poata fi construite naratiuni alternative la
cele dominante in prezent. Metodologia comitetului
include cercetarea documentelor si obiectelor istorice,
a textelor literare, a arhivelor culturii materiale, analiza
operelor culturale din perspective critice si marginale,
precum si ancorarea infrastructurilor in geografiile
complexe ale imperiilor si ale periferiilor acestora.
Comitetul este alcatuit din membri si colaboratori care
se schimba in functie de context. Din 2021 Raluca si
Ovidiu, impreuna cu peste 15 personalitati din lumea
culturala si Asociatia tranzit.ro, sunt co-fondatori si
ingrijitori ai Statiei Experimentale de Cercetare pentru
Arta si Viatd, un proiect colectiv care se dezvolta pe

un teren din satul Silistea Snagovului, la 40 km nord

de Bucuresti. Expozitii si prezentari includ: Valul pdacii,
tranzit.ro, Bucuresti, 2017, impreuna cu Igor Mocanu,
Dupd canal nu a mai ramas decat ,lumea noastrd’,
Mestna Galerija Ljubljana, 2019, cu contributii de la
Alenka Gregori¢, Amintirea pdcii, contributie la Bienala
de la Kiev, Viena, 2023, cu Livia Pancu, Imagini ale vietii
bune in Est, Chisinau, 2024, cu Adelina Luft si Ascultand
Pamantul dincolo de tdcere, expozitie la Kunsthalle
Seinajoki, Finlanda, 2025, cu Adelina Luft.

The Resurrection Committee (b. 2016, Bucharest,
Romania) was founded in 2016 by Ovidiu Tichindeleanu
and Raluca Voinea, based on their previous editorial
work and exchange at IDEA Arts + Society magazine, as
a fluid curatorial collective aimed at curating research
exhibitions and projects, offering historical apertures
from which to construct alternative narratives to the
dominant ones at the moment. The methodology

of the committee includes research of historical
documents and objects, literary texts, archives of
material culture, analyses of cultural works from
critical and peripheral perspectives, grounding of
infrastructures in the complex geographies of empires
and their margins, and others. The committee includes
members and collaborators that change, depending on
each context. Since 2021, Raluca and Ovidiu, together
with more than 15 cultural workers and with the
tranzit.ro Association, are co-founders and stewards of
The Experimental Station for Research on Art and Life,
a collective project growing on a plot of land in the
village of Silistea Snagovului, 40 km north of Bucharest.
Exhibitions and displays include: The Veil of Peace,
tranzit.ro, Bucharest, 2017, with Igor Mocanu; After the
Canal There Was Only “Our” World, Mestna Galerija
Ljubljana, 2019, with inputs from Alenka Gregori¢;
Remembering Peace, contribution to Kyiv Biennial,
Vienna, 2023, with Livia Pancu; Images of the Good
Life in the East, Chisinau, 2024, with Adelina Luft; and
Listening to the Earth Beyond Silence, exhibition at
Kunsthalle Seinajoki, Finland, 2025, with Adelina Luft.
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Comitetul pentru Resurectie / The Resurrection Committee
(Ovidiu Tichindeleanu & Raluca Voinea)

Valul Pacii / The Veil of Peace, 2017-present

Selectie de viniluri / Selection of LPs

Valul pacii a investigat iconografia pacii si a
prieteniei intre popoare din vremea Romaniei
comuniste (cu referinte la Republica Moldova),
cercetand lucrari de arta din diverse colectii,
obiecte cotidiene, muzica pop a epocii, obiecte
personale, publicatii, alaturi de documente

ale discursului oficial. Expozitia a evidentiat
diferentele in modul in care tema pacii a fost
reprezentata in diferitele decenii ale regimului
comunist: de la perspectiva anti-razboi din anii
1950, la solidaritatea cu miscarile internationale si
statele nealiniate din anii 1960 si pana la retorica
nationalista din anii 1980. Extrasa din varietatea de
materiale ale expozitiei, mica colectie de viniluri
cu cantece dedicate pacii din perioada comunista
este o contributie pentru Bienala Art Encounters
2025, care ne invita la o reflectie asupra granitelor
dintre puterea de mobilizare a muzicii si
propaganda, precum si la o reevaluare a rolului
tehnologiei analogice in conturarea experientei
unei expozitii si evocarea unei perioade istorice.

The Veil of Peace looked at the iconography of
peace and friendship between people during
communist Romania (with references to the Republic
of Moldova), researching artworks from different
collections, everyday objects, pop music of the
period, collectibles, publications, alongside records
of the official discourse. The exhibition showed the
differences in how the topic of peace was represented
in the different decades of the communist regime,
from the anti-war perspective in the 1950s, to the
solidarity with international movements in the 1960s,
including non-aligned states, and to the nationalist
rhetoric from the 1980s. Extracting from the diverse
materials from this exhibition the small collection of
LPs with songs dedicated to peace in the communist
period is a response to Art Encounters 2025, as an
invitation to think about the thresholds between
music’s power of mobilization and propaganda, as well
as to re-evaluate the role of analogue technology in
shaping the experience of an exhibition and evoking a
historical period.
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Stelan Sava

Stefan Sava (n. 1982, Slobozia, Romania) este un artist
vizual si curator stabilit in Bucuresti. Este absolvent

al masterului din cadrul Departamentului foto-video
al Universitatii Nationale de Arte Bucuresti si doctor
in arte vizuale, cu o teza despre postmemorie si
Holocaustul din Romania. Este membru fondator al
Salonului de proiecte, un spatiu de arta independent
din Bucuresti. Practica sa artistica exploreaza
granitele reprezentarii imaginii in relatie cu istoria si
realitatea, precum si transformarile culturii materiale.
Expozitiile sale includ: Land of Fire, Kunsthalle Bega,
Timisoara (2024), In the Beloved Bucharest, lvan
Gallery, Bucuresti (2021), The Photographic Archive
and History in Transformation, Salonul de proiecte,
Bucuresti (2019), Gates and Ploys. Casting A Shadow
(cu lon Grigorescu), lvan Gallery, Bucuresti (2018), The
Falling of the Arches, Riga Photography Biennale (2016)
si Mapping Bucharest: Art, Memory, and Revolution
1916-2016, Vienna Biennale, MAK, Viena (2015).

Stefan Sava (b. 1982, Slobozia, Romania) is a visual
artist and curator based in Bucharest, holding a
master’s degree from the Photo-Video Department

at The National University of Arts Bucharest

and a PhD on Postmemory and the Holocaust in
Romania. He is a founding member of Salonul de
proiecte, an independent art space in Bucharest.

His artistic work explores the boundaries of image
representation in relation to history and reality, along
with the transformations of material culture. Sava’s
exhibitions include: Land of Fire, Kunsthalle Bega,
Timisoara (2024); In the Beloved Bucharest, Ivan
Gallery, Bucharest(2021); The Photographic Archive
and History in Transformation, Salonul de proiecte,
Bucharest(2019); Gates and Ploys. Casting A Shadow,
with lon Grigorescu, Ivan Gallery, Bucharest(2018); The
Falling of the Arches, Riga Photography Biennale(2016);
Mapping Bucharest: Art, Memory, and Revolution
1916-2016, Vienna Biennale, MAK, Vienna(2015).
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Jintr-o perioada (2017-2018) in care eram interesat de
iconografia Evului Mediu, asa cum apare ea in diverse
manuscrise europene, am fost atras de o imagine anume:
un personaj care pare ca iese dintr-o pestera, trasand
ceea ce parea a fi o umbra (Old English Hexateuch,
sfertul al doilea al sec. XI — jumatatea sec. XII). Desi nu
am reusit sa identific naratiunea redata in imagine, am
fost totusi captivat de elementele vernaculare inserate
in iconografie: modul aproape naiv si extrem de viu in
care campurile colorate care compuneau umbra au fost
desenate, conferindu-i profunzime formei. Acesta a fost
punctul de plecare pentru imaginarea unei umbre, umbra
mea, transpusa intr-o lucrare care sa cuprinda un intreg
arc existential, o umbra care se deschide la 180 de grade,
cuprinzand diverse straturi. Daca o umbra are o densitate
mai mare atunci cand este mai aproape de corpul care

o genereaza si se estompeaza spre margini, dimensiunile
ei se modifica in functie de relatia corpului cu sursa

de lumina si invers. Astfel se formeaza un ciclu care ne
poarta prin spatiu si timp. Titlul lucrarii este imprumutat
de la Antonin Artaud, din Pour en finir avec le jugement
de Dieu. Odata constituita ca obiect, umbra este supusa
unor interventii performative. Fotografiile arata cum
negociez cu ea: umbra este complet deschisa, nu are
nevoie de un corp, umbra este pozitionata vertical, in
timp ce corpul meu devine umbra umbrei.” — Stefan Sava

Asa cum umbra evolueaza in lucrarea lui Stefan Sava,
schimbandu-se in functie de lumina si de corp, expozitia
exploreaza modul in care trecutul si prezentul orasului
interactioneaza dinamic, dezvaluind multiplele straturi
ale istoriei si ale identitatii. Negocierea performativa cu
umbra, in care corpul devine propria absent3, reflecta
tensiunea dintre prezenta si absenta care strabate
lucrarile din bienal, in special in raport cu conditiile
postcomuniste si istoriile fragmentate ale violentei.

Nu exista nimic mai inutil decat un organ - Umbra | /

There Is Nothing More Useless Than an Organ - Shadow 1, 2018
Sculptura (fier, plasa metalica vopsita) /

Sculpture (iron, painted metal net), 210 x 115 x 8 cm

Variatiile umbrei / Shadow Variations, 2018

Serie de 3 fotografii (printuri digitale) / Series of 3 photographs (digital prints)

29 x 395 cm, 51 x 36 cm, 46 x 66 (inramate individual / individually framed)
Courtesy of the artist

“During a period (between 2017-2018) in which | was
interested in the iconography of the Middle Ages, as
found in various European manuscripts, | was drawn to a
particular image: a character who seems to get out of a
cave, tracing what appeared to be a shadow (Old English
Hexateuch, 2nd quarter of the 11th century-2nd half of the
12th century). Without being able to identify the narrative
depicted in the scene, | was nonetheless captured by

the vernacular elements inserted into the iconography:
the almost naive and extremely vivid way in which the
colored fields making up the shadow had been drawn,
conferring depth to its shape. This was the starting point
of imagining a shadow, my own shadow, transposed into
a work that would account for an entire existential arc;

a shadow that opens up at 180 degrees, encompassing
various layers. If a shadow has more density when it is
closer to the body that generates it, fading towards the
edges, its dimensions also change according to the body’s
relation to the source of light and vice-versa. It thus forms
a cycle that takes us through space and time. The title of
the work is borrowed from Antonin Artaud, from Pour en
finir avec le jugement de Dieu. Once constituted as an
object, the shadow is submitted to various performative
interventions. The various photographs show how |
negotiate with it: the shadow is completely open, in no
need of a body; the shadow is positioned vertically, while
my body becomes the shadow’s shadow.” — Stefan Sava

Just as the shadow evolves in Stefan Sava’s work, shifting
in relation to light and body, the exhibition explores how
the city’s past and present dynamically interact, revealing
multiple layers of history and identity. The performative
negotiation with the shadow, where the body becomes
its own absence, reflects the tension between presence
and absence that permeates the works in the biennial,
particularly in relation to post-communist conditions and
the fractured histories of violence.
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Bojain Stojcic

Bojan Stojci¢ (n. 1988, Sarajevo, Bosnia-Hertegovina)
este un artist vizual stabilit in Sarajevo, cunoscut
pentru lucrarile sale multimedia care exploreaza
teme complexe precum discursul si impactul
auto-colonizarii in spatiul ex-iugoslav. Practica sa
chestioneaza perspectivele colective si individuale
asupra celuilalt aflat la periferie, dar si asupra sinelui,
inspirandu-se adesea din experientele proprii legate
de pierdere, absenta, dezradacinare si tranzitie —

teme inspirate din copilaria traita in timpul razboiului.

Arta lui Stojci¢ reflecteaza asupra efectelor durabile
ale conflictului in sferele publice si private. Artistul
se pozitioneaza ca o entitate europeana periferica,
in timp ce contesta si submineaza acest statut. Ideile
sale sunt exprimate prin umor, poezie si geopolitica,
explorand urmele si transformarile prezentului. A
fost distins cu mai multe premii prestigioase, printre
care Premiul YVAA (2023), bursa WHW Academy
pentru artisti emergenti (2022) si bursa Revizor (2022)
pentru angajamentul sau in stiinta si arta. Lucrarile
sale au fost expuse international, inclusiv la Teatrul
Dramatic din Ivano-Frankivsk (Ucraina), Trienala de
grafica din Tallinn (Estonia) si Cité Internationale des
Arts din Paris (Franta).

Bojan Stoj¢i¢ (b. 1988, Sarajevo, Bosnia-Herzegovina)

is a visual artist based in Sarajevo known for his
multimedia works that explore complex themes

of the discourse and impact of self-colonialization
within the meta-Yugoslav space. His work questions
both collective and individual perspectives on the
peripheral “other” and the self, often drawing from
his own experiences of loss, absence, displacement,
and transition — issues shaped by his childhood during
the war. Stoj¢i¢’s art reflects on the lingering effects
of conflict in both public and private spheres. He
positions himself as a European peripheral entity
while simultaenously challenging and subervting this
status. The artist expresses his ideas through humor,
poetics, and geopolitics, exploring the traces and
transformations of the present. Stojcic¢ is the recipient
of several prestigious awards, including the YVAA
Award (2023), the 2022 WHW Academy scholarship
for emerging artists, and the 2022 Revizor scholarship
for his engagement in science and art. His works have
been exhibited internationally, at venues such as the
Ivano-Frankivsk Drama Theater in Ukraine, the Tallinn
Graphic Triennial in Estonia, and the Cité Internationale
des Arts in Paris, France.
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Hope Hotel Phantom reflecteaza asupra mostenirii
apasatoare a Acordului de la Dayton din 1995, un tratat
de pace intermediat intre liderii Bosniei-Hertegovinei,
Croatiei si Serbiei, care a pus capat unui conflict
devastator ce durase patru ani. Negocierile au avut loc
la Hope Hotel, situat in baza militara aeriana Wright-
Patterson din Dayton, Ohio, un spatiu simbolic atat
pentru puterea militara, cat si pentru iluzia pacii. Desi
acordul trebuia sa aduca reconciliere, el a consolidat

un sistem politic fragil si fragmentat care persista pana
in prezent, Bosnia-Hertegovina fiind blocata intr-un
simulacru de democratie impus de forte externe. Baza
militara, o prezenta intimidanta si straina, reflecta
artificialitatea si constrangerea care au definit procesul
de pace. In iulie 2022, la 27 de ani de la semnarea
acordului, Stoj¢i¢ a calatorit din Bosnia-Hertegovina

la Hope Hotel, rezervand o camera in acelasi spatiu
unde s-au luat decizii cruciale pentru viitorul tarii sale.

A ocupat fizic aceleasi paturi si sali de conferinta ca
liderii istorici, devenind o fantoma a ecourilor acelui
moment crucial. Prezenta sa in acel spatiu reflecta
reverberatiile continue ale Acordului de la Dayton, un vis
de pace transformat intr-un cosmar pentru multi. Acest
performance constituie o meditatie asupra impactului
de durata al deciziilor politice in vietile individuale si
asupra tensiunilor nerezolvate care continua sa marcheze
regiunea. Lucrarea este profund conectata cu temele
Bienalei Art Encounters, provocand publicul sa reflecteze
asupra modului in care acordurile istorice si deciziile
politice modeleaza nu doar geografia, ci si experientele
personale. Opera lui Stoj¢i¢, asemenea altora din
bienala, invita la o reflectie asupra felului in care trecutul
continua sa modeleze prezentul, lasand urme atat
personale, cat si colective.

Hope Hotel Phantom, 2023

Video, duration 21:43

Regizor si producator / Director and producer: Bojan Stojci¢
Online editor: Midhat Mujki¢

Video stills: Bojan Stojci¢

Hope Hotel Phantom reflects on the haunting legacy
of the 1995 Dayton Agreement, a peace deal brokered
between the leaders of Bosnia & Herzegovina, Croatia,
and Serbia to end the brutal conflict that had torn apart
Bosnia & Herzegovina for four years. The negotiations
took place at the Hope Hotel, situated on the Wright-
Patterson Air Force Base in Dayton, Ohio, a site
symbolic of both military power and the illusions of
peace. The agreement, which was meant to bring an
end to the violence, instead entrenched a fragile and
fractured political system that remains in place today
— Bosnia & Herzegovina is locked into a simulacrum of
democracy by external forces. The military base, an
intimidating foreign presence, mirrored the artificiality
and coercion behind the peace process. In July 2022, 27
years later, Stoj¢i¢ traveled from Bosnia & Herzegovina
to the Hope Hotel, booking a room in the same place
where crucial decisions had been made that shaped
his country’s future. He physically occupied the same
beds and conference halls that the historical figures
once did, becoming a “phantom” in the echoes of this
pivotal moment. His presence at the site reflects the
ongoing reverberations of the Dayton Agreement — a
dream of peace turned into a nightmare for many. This
performance and reflection serve as a meditation on
the lasting impacts of political decisions on individual
lives and the unresolved tensions that continue to
haunt the region. This work is deeply connected to the
themes explored in this edition of the Art Encounters
Biennial, challenging viewers to consider how historical
agreements and political decisions shape not only the
geography but also the individual lived experiences.
Stojci¢’s work, like many in the biennial, invites reflection
on how the past continues to shape the present, leaving
imprints that are both personal and collective.
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Nora Turato

Nora Turato (n. 1991, Zagreb, Croatia) este o artista
stabilita in Amsterdam, a carei practica se concentreaza
pe limbaj si se extinde asupra instalatiilor bazate pe text,
printuri, carti si performance-uri. Abordarea sa consta in
impletirea limbajului dat cu texte originale, canalizand
fluxul constant de materiale in naratiuni unice pe care

le deconstruieste prin intermediul diverselor sale forme
de exprimare. Printre expozitiile personale recente

se numara cele de la: Institute of Contemporary Art,
Londra (2025), Stedelijk Museum, Amsterdam (2024),
Kunsthalle Wien, Viena (2024), Museum of Modern

Art, New York (2022), Secession, Viena (2021), MGLC —
Centrul International de Arta Grafica, Ljubljana (2020),
Serralves Museum of Contemporary Art, Porto (2019),
Kunstmuseum Liechtenstein (2019). In primavara lui 2024
Turato a prezentat o instalatie de arta publica de mari
dimensiuni la Art on the Mart, Chicago, iar in 2023 a
realizat un performance comandat de Performa Biennial
din New York.

Noua lucrare audio a lui Turato, intitulata LET THERE

BE MOTHER, MOTHERFUCKERS!, ocupa Comenduirea
Garnizoanei cu sunetul unor oftaturi adanci si relaxate,
care fac loc unei succesiuni de respiratii accelerate. Vocea
exprima usurare si placere, iar, potrivit artistei, ,hraneste
atmosfera”’ cu un sentiment de bucurie. Alegerea si
amplificarea de catre Turato a expresiilor auditive, de
obicei rezervate spatiilor private, contrazic in mod direct
sistemele dominante, invazive si axate pe logica ale
vremurilor noastre. ,Mama” din titlu este sinonima cu

un sentiment general de grija, siguranta si liniste, calitati
adesea asociate cu figura ingrijitorului primar. Oftaturile
de la inceput pozitioneaza raspunsul fizic al confortului
drept punct de plecare. Acest gest este central in munca
lui Turato, aduce in spatiu o stare de calm si siguranta,
sentimente universale pe care, de reguls, le asociem cu
maternitatea. In alte sectiuni ale piesei audio, intervalele
de respiratie intensificata fac trimitere clara la placere.
Aici, Turato testeaza gradul de confort al ascultatorului:
~zgomote” pe care am fost conditionati sa le asociem

Cu rusinea, care nu ar trebui facute in public pentru a nu
deranja decenta sociala. Lucrarea lui Turato este instalata
intr-o fosta garnizoana, care timp de ani de zile a servit
diferitelor autoritati si scopurilor militare. Lucrarea audio
contrasteaza cu aceastad istorie prin remodelarea locului,
chiar si temporar, si transformarea sa intr-un spatiu care
prioritizeaza senzatia, placerea si prezenta emotionala.

Nora Turato (b.1991, Zagreb, Croatia) is an artist based

in Amsterdam whose practice spans text-based
installations, prints, books, and performances, with
language serving as the central focus of her work.
Turato’s approach involves weaving together found
language and original text, channeling the constant flow
of material into unique narratives that she deconstructs
through her multifaceted practice. Her recent solo
exhibitions include the Institute of Contemporary Art,
London (2025); Stedelijk Museum, Amsterdam (2024);
Kunsthalle Wien, Vienna (2024); Museum of Modern
Art, New York (2022); Secession, Vienna (2021); MGLC:
International Centre of Graphic Arts, Ljubljana (2020);
Serralves Museum of Contemporary Art, Porto (2019);
Kunstmuseum Liechtenstein (2019); among others. In
the spring of 2024, Turato unveiled a large-scale public
art installation at Art on the Mart, Chicago, and in 2023,
she presented a commissioned performance for the
Performance Biennial in New York.

Turato's new audio piece, titled LET THERE BE MOTHER,
MOTHERFUCKERS!, inhabits the Garrison Command
with the sound of deep relaxed sighs that give way to
a succession of rapidly accelerating breaths. The sound
of the voice expresses relief and pleasure, according
to the artist, “feeding the atmosphere” with a sense

of joy. Turato’s choice and amplification of audible
expressions, typically reserved to private spaces, are in
direct opposition to the pervasive and aggressive logic-
driven systems of the day. The “Mother” in the title is
synonymous with a general sense of care, safety, and
reassurance — qualities often associated with a primary
caregiver. The opening sighs position the physical
response of comfort as a starting point. This gesture

is central to Turato’s work, injecting in the space a
sense of calm and security, universal connections we
typically prescribe to the maternal. Elsewhere in the
audio, intervals of increased breathing are undeniably
anod to pleasure. Here, Turato tests the listener’s own
comfort: “noises” we have been conditioned to link
either to shame, not to be made in public, so as to not
disturb social decorum. Turato’s piece is installed in a
former garrison, which for years served various military
authorities and purposes. Turato’s audio contrasts this
history by reshaping the site, if only momentarily, and
transforming it into a space that prioritizes sensation,
pleasure, and emotional presence.
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LET THERE BE MOTHER, MOTHERFUCKERS!, 2025
Instalatie de sunet / Sound installation
Courtesy of the artist
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Liam Gillick &

Ainton Vidokle

Liam Gillick (n. 1964, Aylesbury, UK) este un artist stabilit la
New York, a carui practica complexa cuprinde sculptura,
video-ul, arhitectura, instalatia si textul. Recunoscut
international pentru angajamentul sau critic fata de
sistemele contemporane de productie si control, Gillick
exploreaza modul in care munca, timpul si estetica sunt
organizate si mediate intr-o societate post-industriala.

Un aspect esential al lucrarii sale este utilizarea expozitiei
ca mediu in sine, contestand delimitarile conventionale
intre lucrare, expunere si privitor. Practica sa se misca fluid
intre abstractizarea formala si investigatia conceptuala,
abordand adesea cadrele ideologice ale structurilor
sociale si politice. Formele modulare si arhitecturale

ale lui Gillick sunt frecvent insotite de texte, filme sau
interventii grafice care pun sub semnul intrebarii utilitatea
structurilor in care se afla. Acest joc intre claritate vizuala
si contradictie critica |-a pozitionat ca figura centrala in
discursul esteticii relationale si al criticii institutionale.

Anton Vidokle (n. 1965, Moscova, Rusia) este artist,
cineast si editor al revistei e-flux journal, cunoscut pentru
abordarea sa inovatoare in arta contemporana si cinema.
Lucrarile sale exploreaza intersectiile dintre art, filozofie
si politica. Filmele sale au fost prezentate in expozitii si
festivaluri internationale importante, inclusiv documenta
12, Bienala de la Venetia, Bienala de la Shanghai, Berlinale,
Locarno Film Festival si Bienala de la Gwangju. De
asemenea, au fost expuse la Bienala de la Taipei, Trienala
de la Yokohama, Centre Pompidou, Tate Modern, Galeria
Tretyakov, MuHKA, Reina Sofia, MMCA Seoul, Haus

der Kulturen der Welt (HKW) si The National Gallery

din Washington DC. Prin practica sa artistica, Vidokle
provoaca constant publicul sa regandeasca naratiunile
culturale si rolul artei in societate.

In centrul lucrarii Camaradzi se afla transcrierea unei
sedinte secrete de urgenta a Partidului Comunist Roman,
convocata la 1 august 1989, intr-un moment crucial pentru
Europa de Est. Traducerea in limba engleza a acestei
transcrieri, descoperita de artistii Liam Gillick si Anton
Vidokle la Institutul Woodrow Wilson, dezvaluie un dialog
tensionat intre Nicolae Ceausescu si membri de rang

inalt ai partidului. Acestia discuta despre ascensiunea
miscérii Solidaritatea din Polonia si amenintarile pe care

le presupunea pentru guvernele comuniste din regiune.
Conversatia detaliaza strategii de contracarare a acestor
dinamici politice, reflectand direct anxietatile epocii.
Camaradzi a fost pusa in scena si filmata la New York cu
o distributie de actori proveniti din mediile experimentale

teatrale, printre care Jim Fletcher (The Wooster
Group), care il interpreteaza pe Ceausescu. Prin
reconstituirea acestui dialog, artistii amplifica
rezonanta istorica a textului, transportand publicul
in peisajul tensionat al Romaniei de la sfarsitul
secolului XX. In cadrul Bienalei Art Encounters,
lucrarea intra in dialog cu temele evenimentului,
investigand istoria si realitatea contemporana a
Timisoarei, si provoaca la reflectii asupra puterii,
memoriei si rezilientei in fata schimbarii.

Liam Gillick (b. 1964, Aylesbury, UK) is a New York-
based artist whose multifaceted practice spans
sculpture, video, architecture, installation, and text.
Internationally recognized for his critical engagement
with contemporary systems of production and
control, Gillick explores how labor, time, and
aesthetics are organized and mediated in a post-
industrial society. A key aspect of his work is the use
of exhibition-making, itself, as a medium — challenging
conventional delineations between artwork, display,
and viewer. His practice moves fluidly between formal
abstraction and conceptual inquiry, often addressing
the ideological frameworks behind social and political
structures. Gillick's modular and architectural forms
are frequently accompanied by texts, films, or
graphic interventions that question or subvert the
utility of the structures they inhabit. This interplay
between visual clarity and critical contradiction has
positioned him as a central figure in the discourse of
relational aesthetics and institutional critique, with a
practice that continues to provoke dialogue around
contemporary art’s role in the neoliberal context.
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Anton Vidokle (b. 1965, Moscow, Russia) is an artist,
filmmaker, and editor of e-flux journal, known for

his innovative approach to contemporary art and
cinema. His works encompass a diverse range of
themes, exploring the intersections of art, philosophy,
and politics. Vidokle's films have been presented at
prestigious international exhibitions, festivals, and
institutions, including documenta 12, Venice Biennale,
Shanghai Biennale, Berlinale, Locarno Film Festival, and
Gwangju Biennale. His thought-provoking pieces have
also been showcased at renowned venues such as
the Taipei Biennale, Yokohama Triennale, the Centre
Pompidou, Tate Modern, Tretyakov Gallery, MuHKA,
among others. In addition to these accolades, he has
exhibited at the Reina Sofia, MMCA Seoul, Haus der
Kulturen der Welt (HKW), and The National Gallery in
Washington DC. Through his artistic practice, Vidokle
continuously challenges audiences to rethink cultural
narratives and the role of art in society.

At the core of Camaradezi lies the transcript of

a secret emergency meeting of the Romanian
Communist Party, convened on August 1st, 1989,
during a pivotal moment for Eastern Europe. The
English translation of this transcript, uncovered by
artists Liam Gillick and Anton Vidokle at the Woodrow
Wilson Institute, reveals a gripping dialogue between
Nicolae Ceausescu, Romania’s last communist leader,
and high-ranking party members. They deliberated

on the implications of the Solidarity movement’s
ascendance in Poland and the potential threats it
posed to communist governments across the region.
The conversation delves into strategies for countering
these political dynamics, serving as a direct reflection
of the anxieties that enveloped the era. Camaradzi
was staged and recorded in New York with a talented
ensemble of actors from diverse experimental theatre
backgrounds, featuring Jim Fletcher of the Wooster
Group in the role of Ceausescu. By performing this
dialogue, the artists intensify the historical resonance
of the text, transporting audiences into the fraught
landscape of late 20" century Romania. This edition
of the Art Encounters Biennial resonates deeply with
themes explored in Camaradzi, as it investigates
Timisoara'’s rich historical and contemporary
significance through its curated exhibition space,

in the way that the work is invoking reflections on
power, memory, and resilience amid change.

Camaradzi, 2024
Proiectie video digitala cu sunet / Digital video projection with sound
Duration 22:57

Courtesy of the artists



63

Bounding Histories. Whispering Tales.



Bounding Histories. Whispering Tales.

Comenduirea

Garmnmizoanei
Etaj

69



70 Comenduirea Garwizoanei - Etaj

Marina Abramovic & Ulay

Marina Abramovi¢ (n. 1946, Belgrad, Serbia) este una
dintre cele mai influente figuri ale artei performative.
De la inceputul carierei sale in Belgrad, la inceputul
anilor 1970, a facut pionierat in performance, creand
unele dintre cele mai importante lucrari timpurii

ale acestui gen. Explorand limitele fizice si mentale,
Abramovi¢ a infruntat durerea, epuizarea si pericolul

in cautarea unei transformari emotionale si spirituale.
A primit Leul de Aur pentru cel mai bun artist la
Bienala de la Venetia din 1997. In 2010 a avut prima
retrospectiva majora in SUA si a sustinut simultan
performance-ul The Artist is Present la Muzeul de Arta
Moderna din New York, timp de peste 700 de ore. A
fondat Marina Abramovi¢ Institute (MAI), o platforma
dedicata lucrarilor imateriale si de lunga durata, menita
sa creeze noi posibilitati de colaborare intre specialisti
din diverse domenii. Si-a publicat memoriile, Walk
Through Walls, in 2016, iar cea mai recenta publicatie

a sa este A Visual Biography, lansata de Laurence King
in 2023. Retrospectiva sa The Cleaner a fost deschisa
la Moderna Museet din Stockholm in 2017 si a fost
itineranta in sapte alte locatii europene, incheindu-se
la Muzeul de Arta Contemporana din Belgrad in 2019.
in 2020 Opera de Stat din Bavaria a prezentat premiera
mondiala a operei sale 7 Deaths of Maria Callas, care
a fost ulterior prezentata in mai multe orase europene.
In septembrie 2023 Marina Abramovi¢ a deschis o
expozitie persoanla la Royal Academy, devenind prima
artista femeie care a ocupat intreg spatiul galeriei in cei
250 de ani de existenta ai institutiei.

Marina Abramovi¢ (b. 1946, Belgrade, Serbia). Since the
beginning of her career in Belgrade during the early
1970s, Marina Abramovic has pioneered performance
art, creating some of the form’s most important early
works. Exploring her physical and mental limits, she has
withstood pain, exhaustion, and danger, in her quest
for emotional and spiritual transformation. Abramovic
was awarded the Golden Lion for Best Artist at the 1997
Venice Biennale. In 2010, Abramovi¢ had her first major
U.S. retrospective and simultaneously performed for
over 700 hours in The Artist is Present at the Museum
of Modern Art in New York. Abramovi¢ founded

the Marina Abramovi¢ Institute (MAI), a platform for
immaterial and long durational work to create new
possibilities for collaboration among thinkers of all
fields. Abramovi¢ published her memoir, Walk Through
Walls, with Crown Archetype on October 25th, 2016.
Her most recent publication is A Visual Biography,
which was published by Laurence King in 2023. Her
retrospective The Cleaner opened at Moderna Museet,
Stockholm, in February 2017 and toured to seven
additional European venues, ending at the Museum

of Contemporary Art, Belgrade, Serbia, in 2019. In
September 2020 the Bayerische Staats Opera presented
the world premiere of Marina’s opera project 7 Deaths
of Maria Callas, which has continued to tour to various
cities across Europe. In September 2023 she opened her
solo exhibition at the Royal Academy and became the
first female artist in the institution’s 250-year history to
occupy the entire gallery space with her work.
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Pseudonimul lui Frank Uwe Laysiepen, Ulay

(n. 1943, Solingen, Germania — d. 2020, Ljubljana,
Slovenia), apartine unui artist a carui opera s-a

aflat la intersectia dintre fotografie si abordarile
conceptuale ale performance-ului si artei corporale.
Intre 1968 si 1971, dupa ce s-a format ca fotograf,
Ulay a fost consultant pentru Polaroid, experienta
care l-a inspirat sa faca experimente cu aparatul

de fotografiat analogic si cu fotografia instant
oferita de acesta. Realizand sute de autoportrete,
fiecare manipulat in moduri variate, Ulay a
dezvoltat o abordare inedita atat in metods,

cat si in tematica, folosind camera foto ca un
instrument de investigare si modificare a identitatii,
explorand in acelasi timp problematicile de gen
construite de societate. La sfarsitul anilor 1960

si inceputul anilor 1970 practica fotografica a lui
Ulay a devenit vizibil performativa, ceea ce a
condus la o colaborare de lunga durata cu Marina
Abramovi¢. Cei doi au lucrat impreund intre 1976

si 1988, concentrandu-se pe testarea limitelor

fizice si psihice ale corpului si ale mintii. Prin seria
Relation Work si prin numeroase actiuni si piese
performative, cei doi au devenit figuri emblematice
ale artei performative. In anii 1990 Ulay s-a
reorientat predominant catre fotografie, abordand
critic pozitia individului marginalizat in societatea
contemporana si vulnerabilitatea celorlalti, tratand
teme precum nationalismul, rasismul si inegalitatea.
Expozitii si performance-uri recente ale sale au

fost prezentate la: Stedelijk Museum (Amsterdam,
Olanda), Depart Foundation (Los Angeles, SUA),
Cooper Gallery (Dundee, Marea Britanie), Schirn
Kunsthalle Frankfurt (Germania), Fondazione Prada
(Milano, Italia), Musée d’Art et d’Histoire (Geneva,
Elvetia), Nederlands Fotomuseum (Rotterdam,
Olanda), Tate Liverpool (Marea Britanie), C-Space
(Beijing, China) si National Centre for Contemporary
Arts (NCCA, Moscova, Rusia). Opera sa, alaturi de
numeroasele colaborari cu Marina Abramovi¢, se
regaseste in colectiile unor institutii de prestigiu
din intreaga lume, printre care Stedelijk Museum,
Centre Georges Pompidou, Kunstmuseum Bern, San
Francisco Museum of Modern Art (SFMOMA) si The
Museum of Modern Art (MoMA).

The pseudonym of Frank Uwe Laysiepen, Ulay

(b. 1943, Solingen, Germany, d. 2020, Ljubljana,
Slovenia) was an artist whose oeuvre was centered
at the intersection of photography and the
conceptually-oriented approaches of performance
and body art. Between 1968 and 1971, after training
as a photographer, Ulay worked extensively as a
consultant for Polaroid, which inspired him to start
experimenting with the analogue camera and the
instant photography it provided. Taking hundreds

of self-portraits, each manipulated in a myriad

of ways, Ulay developed an approach that was

novel in both method and subject matter, using

the camera as a tool to investigate and modify
identity, whilst exploring socially constructed

issues of gender. During the late 1960s and early
1970s, Ulay’s photographic approach became
demonstratively performative, resulting in a
long-term collaboration with Marina Abramovic.
Working together from 1976 to 1988, they focused
on pushing the physical limitations of the mind

and body. Through their Relation Work series,
numerous actions and performative pieces, they
became icons of performance art. In the 1990s, Ulay
returned predominantly to photography, critically
evaluating the position of the marginalized individual
in contemporary society and the vulnerability of
others, addressing issues of nationalism, racism and
inequality. Recent solo exhibitions and performances
have been held at Stedelijk Museum, Amsterdam,
The Netherlands; Depart Foundation, Los Angeles,
CA, USA; Cooper Gallery, Dundee, UK; Schirn
Kunsthalle Frankfurt, Frankfurt, Germany; Fondazione
Prada, Milan, Italy; Musée d’Art et d’Histoire, Geneva,
Switzerland; Nederlands Fotomuseum, Rotterdam,
The Netherlands; Stedelijk Museum, Amsterdam,
The Netherlands; Tate Liverpool, Liverpool, United
Kingdom; C-Space, Beijing, China; and National Centre
for Contemporary Arts (NCCA), Moscow, Russia.

His work, along with his many collaborations with
Marina Abramovic¢, is featured in collections of major
institutions around the world, including the Stedelijk
Museum, Centre Georges Pompidou, Kunstmuseum
Bern, San Francisco Museum of Modern Art
(SFMOMA) and The Museum of Modern Art (MoMA).
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Rest Energy este un performance intens de 4 minute,
realizat de Marina Abramovi¢ si Ulay, prezentat in cadrul
ROSC’80, in Dublin, in fata a 150 de vizitatori. In acest
act minimalist de intensitate extrema, cei doi artisti

au intruchipat un moment de vulnerabilitate absoluta

si incredere reciproca. Abramovi¢ tinea baza unui arc
incordat, in timp ce Ulay tragea de coarda, cu o sageata
indreptata direct spre inima ei. Tensiunea fizica generata
de corpurile lor mentinea arma pregatita pentru a fi
eliberats, iar orice ezitare sau dezechilibru ar fi putut
duce la un deznodamant fatal. Microfoane mici, atasate
piepturilor lor, amplificau sunetul batailor inimii pe
masura ce tensiunea emotionala crestea, oferind o
portretizare sonora tulburatoare a fragilitatii, riscului si
conexiunii umane.

Reflectand asupra performance-ului, Ulay a spus:
»lineam impreund un arc tensionat si o sageata pregatita
de tragere. Greutatea corpurilor noastre punea

presiune pe arc. Sageata era indreptata spre inima
Marinei. Microfoane mici erau atasate inimilor noastre,
inregistrand numarul tot mai mare de batai.”

Aceasta lucrare emblematica intra in contact direct cu
tema curatoriald a Bienalei Art Encounters, devenind o
metafora a echilibrului precar dintre indivizi si sisteme,
fie ele emotionale, politice sau istorice. Lucrarea reflecta
teme mai largi precum diviziunea sociald, vulnerabilitatea
sub presiune si costul uman al controlului. Intr-un
context care abordeaza conditiile post-comuniste

si structurile globale ale violentei, performance-ul
Marinei Abramovic¢ si al lui Ulay invita la reflectie asupra
increderii, supravietuirii si impactului psihologic al vietii
traite intr-o stare constanta de tensiune.

Rest Energy (1980) is a powerful 4-minute
performance by Marina Abramovi¢ and Ulay,
presented during ROSC’80 in Dublin before an
audience of 150 visitors. In this intense and minimal
act, the two artists enacted a moment of absolute
vulnerability and mutual trust. Abramovi¢ held the
base of a drawn bow, while Ulay grasped the string,
with an arrow aimed directly at her heart. Their
bodies created the physical tension that kept the
weapon ready to release — any slip could have led
to fatal consequences. Small microphones were
attached to their chests, amplifying the sound of
their heartbeats as the emotional pressure grew,
creating a haunting sonic portrait of fragility, risk,
and connection.

Reflecting on the performance, Ulay said: “Together
we held a taut bow and a poised arrow./ The weight
of our bodies puts tension on the bow./ The arrow
pointed at Marina’s heart./ Small microphones were
attached to both our hearts recording the increasing
number of heartbeats.”

This seminal work comes into direct contact with
the curatorial framework of the Art Encounters
Biennial, becoming a metaphor for the precarious
balance between individuals and systems — whether
emotional, political, or historical —and reflects
broader themes of social division, vulnerability
under pressure, and the human cost of control. In a
context addressing post-communist conditions and
global structures of violence, Abramovi¢ and Ulay’s
performance invites reflection on trust, survival, and
the psychological impact of living in constant tension.
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Rest Energy, 1980

Video monocanal (color, sunet) /

Single channel video (color, sound), duration 4:04
© Ulay / Marina Abramovi¢

Photos details:

Ulay / Marina Abramovi¢

Rest Energy, 1980

Performance pentru / for video 4:04

ROSC’ 80, Dublin

© Ulay / Marina Abramovi¢

Courtesy of the Marina Abramovi¢ Archives
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Alna Adam

Ana Adam (n. 1964, Ormindea, Romania) traieste si
lucreaza in Timisoara, Romania. A studiat la Academia
de Arta lon Andreescu din Cluj-Napoca intre 1986

si 1992. Din 1994 este profesoara la Liceul de Arte
Plastice din Timisoara. Expozitii personale recente
includ: What'’s the Forgotten Thread that Connects
Me to Myself?, RKI, Berlin (2023), Life Vest Under
Your Seat, NMCA, Bucuresti (2021), Drawing Is
Witchcraft or the Other Way Round, Jecza Gallery,
Timisoara (2020) si Hangs By a Thread, Borderline
Art Space, lasi (2019). Expozitii de grup relevante:
Courage, the Fulfillment Won't Break You, Cazarma
U, Timisoara (2023), Expanded Nature, META Space,
Timisoara (2023), Pulse 22, NMCA, Bucuresti (2023),
Chronic Desire, Comenduirea Garnizoanei, Timisoara
(2023), On Her Side, Project Center, Timisoara (2023).
Statements of Pure Consciousness, Centrul Cultural
Sarb, Paris (2022). A participat, de asemenea, la Life
— A User’s Manual, Bienala Art Encounters, Timisoara
(2017). Publicatia sa BLOOD STOP SPACE GOLD -
ANA ADAM a fost lansata de Contrasens in 2019.

Ana Adam (b. 1964, Ormindea, Romania) lives and works in
Timisoara, Romania. She studied at the lon Andreescu Art
Academy in Cluj-Napoca from 1986 to 1992. Since 1994,
she has been a professor at the Visual Art High School

in Timisoara. Recent solo exhibitions include What's

the Forgotten Thread that Connects Me to Myself?

RKI, Berlin (2023);, Life Vest Under Your Seat, NMCA,
Bucharest (2021); Drawing Is Witchcraft or the Other Way
Round, Jecza Gallery, Timisoara (2020); and Hangs By a
Thread, Borderline Art Space, lasi (2019). Notable group
exhibitions include Courage, the Fulfillment Won’t Break
You, Cazarma U, Timisoara (2023); Expanded Nature,
META Space, Timisoara (2023); Pulse 22, (New Purchases

in the Collection of NMCA), NMCA, Bucharest (2023);
Chronic Desire, Garrison Command, Timisoara (2023); On
Her Side, Project Center, Timisoara (2023); and Statements
of Pure Consciousness, Serbian Cultural Center, Paris
(2022). She also participated in Life — A User’s Manual

at the Art Encounters Biennale in Timisoara (2017). Her
publication, BLOOD STOP SPACE GOLD — ANA ADAM,
was published by Contrasens in 2019.
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LPentru acest proiect am creat o lucrare textila de
aproximativ 100 x 300 cm, in care personajele sunt
brodate cu matase, fire metalice si margele, insotite
de texte inserate in bule, ca in benzile desenate.
Consider desenul textil ca fiind foarte feminin si
reprezentativ pentru contributia mea in interactiunea
cu cele doua personaje istorice importante din istoria
premoderna a Europei si a regiunii Banatului, Printul
Eugen de Savoia si Contele Claude Florimond de
Mercy. Pornind de la date factuale care leaga Banatul
de aceste doua personaje, am creat o poveste
personala, ignorand granitele de timp si spatiu, si

am imaginat un schimb de mesaje intre noi. Acestea
sunt laconice, amuzante, jucduse, uneori cu un ton
cochet. In acest fel, am demitizat morga macho-
militarista-imperiala si am reusit sa ii privesc pe cei doi
cu neutralitate, pentru ceea ce este acum , Timisoara
mea”, si nu ,mica Viena”. Conform samanismului

sau fizicii cuantice, factorii de timp si spatiu sunt
discutabili, ideea de a interactiona cu oameni dintr-o
alta epoca sau zona geografica este acceptata. Exista
mai multe istorii la fel de reale, unele sunt oficiale,
altele sunt alcatuite din gesturi intime si experiente ale
fiecarei persoane, uneori din fulgerari emotionale care
se sedimenteaza intr-o unitate spatio-temporala. A
vedea pe cineva/ceva este un privilegiu’— Ana Adam

Aceasta lucrare se aliniaza conceptului curatorial al
Bienalei Art Encounters, care exploreaza semnificatia
istorica si contemporana a Timisoarei. Lucrarea Anei
Adam interactioneaza direct cu istoria stratificata a
Timisoarei, reimaginand si relationand cu personaje
istorice, creand un dialog care transcende timpul.
Abordeaza memoria colectiva, reinterpreteaza trecutul
si contesta perspectivele militariste si imperialiste
adesea inradacinate in naratiunile istorice, reflectand
asupra ecourilor continue ale istoriei si asupra
implicatiilor acesteia in prezent. Prin subversiunea
jucausa a acestor naratiuni dominante, artista scoate la
iveala modurile in care puterea, memoria si identitatea
ne modeleaza intelegerea asupra timpului, locului si
apartenentei. Lucrarea sa sugereaza ca istoria nu este
o entitate fixa, ci un spatiu fluid si disputat, unde
coexista multiple realitati,cele impuse de inregistrarile
oficiale si cele conturate de experiente intime, emotii
si clipe efemere de recunoastere. Procedand astfel,
Ana Adam ne invita sa reconsideram modul in care
ecourile trecutului continua sa ne influenteze lumea
contemporang, apeland la o abordare mai nuantata si
personala a istoriilor care ne definesc.

It’s all (her)stories, 2025

Materiale textile noi si reciclate, fire textile, margele, paiete / New and recycled

fabrics, textile threads, beads, sequins,
100 x 300 cm (neinramata / unframed)

Lucrare comisionata de / Work commissioned by Art Encounters Foundation

Credits photo Virgil Babuscov.
Courtesy of the artist

“For this project, I'm creating a textile work, about 100
x 300 cm, depicted characters embroidered with silk,
metallic threads, and beads with the texts in bubbles,
like in the comics. | consider a textile drawing to be
very feminine and representative of my contribution
to the interaction with the two historical characters,
Prince Eugen de Savoya and Count Claude Florimond
de Mercy. They are two important historical figures
in the pre-modern history of Europe and the Banat
region. Starting from factual data linking Banat to the
two characters, | created a personal story, ignoring
the time-space divide, imagining an exchange of
messages between us. They are laconic, amusing,
playful, sometimes with a flirtatious tone. In this

way, | demythologized the macho-militarist-imperial
morgue, and | managed to look at the two of them
with neutrality for what ‘my Timisoara’ is now; not
‘little Vienna. According to shamanism or quantum
physics, the factors of time and space are debatable;
the idea of interacting with people from another
timeline or geographical area is accepted. There are
several equally real histories, official ones, and others
made up of the intimate gestures and experiences
of each being, sometimes emotional flashes that
settle into a spatial-temporal unity. Seeing someone/
something is a privilege” — Ana Adam

This work aligns with the curatorial concept of the
Art Encounters Biennial, which delves into Timisoara's
historical and contemporary significance. Ana Adam’s
work directly engages with the layered history of
Timisoara by reimagining and interacting with historical
figures, creating a conversation that transcends time.
It touches on collective memory, reinterprets the
past, and challenges the militaristic, imperialist views
often embedded in historical narratives, reflecting
on the ongoing resonance of history and its present
implications. By playfully subverting dominant
narratives, she exposes the ways in which power,
memory, and identity shape our understanding of
time, place, and belonging. Her work suggests that
history is not a fixed entity but a fluid and contested
space, where multiple realities coexist, those imposed
by official records and those shaped by intimate
experiences, emotions, and fleeting moments of
recognition. In doing so, Ana Adam invites us to
reconsider how the echoes of the past continue to
influence our contemporary world, calling for a more
nuanced and personal engagement with the histories
that define us.
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Eticheta extinsa:
Eticheta T:

- Mon cher Claude, cand eram copila iubeam violetele de Parma
Contele Claude-Florimond de Mercy a murit la asediul Parmei in 1734, de Sf. Petru si Pavel.

- Cher Claude, mi-am vopsit rochia cu Rubia tinctorum pe care mi-ai trimis-o
Contele Claude-Florimond de Mercy daduse ordin sa se planteze in Banat plante tinctoriale printre
care si aceasta care coloreaza in rosu, necesare industriei textile pe care o initiase.

- Mon cher Claude, vai ce nenumarati sunt duzii plantati!
Contele Claude-Florimond de Mercy daduse ordin sa se planteze 143 000 de duzi necesari industriei
matasii pe care o initiase aici alaturi de alte mestesuguri.

-Chére Ana, ai vazut harta din dreapta usii?
Contele Claude-Florimond de Mercy comandase o harta a Banatului pe care o asezase in biroul sau
aflat probabil in Comenduirea garnizoanei cladire construita la initiativa sa.

Eticheta 2:

- Unde sunt palaria si spada mea?
Papa ii daruise printului Eugen dupa batélia de la Petrovaradin o palarie si o spada sfintite, obiecte
care se dadeau eroilor crestini care se remarcau in lupta contra turcilor.

- Luptam impreuna de peste 30 de ani

Foarte probabil ca cei doi s-au cunoscut cand Savoya avea 20 de ani si Mercy 17, cu ocazia bataliei
de aparare a Vienei din 1683. Deci in 1716, la eliberarea/cucerirea Timisoarei ei se stiau si luptau
impreuna de circa 33 de ani.

- As fi preferat Timisoara in loc de Viena
Frangois-Eugen de Savoie-Carignan avea in gradina zoologica de la Palatul Belvedere din Viena si un
leu. Legenda spune ca era atat de atasat de stapan incat a murit in aceeasi noapte cu el.

Eticheta 3:

- Chére Ana, am dansat ca vrdjit in noaptea de 19 octombrie

Frangois-Eugen de Savoie-Carignan intra victorios in Timisoara la 18 octombrie de aniversarea sa
apoi pleaca la Viena fiindca a doua zi i se organizeaza acolo o serbare grandioasa fiind considerat
mare erou al crestinatatii.

- Alteta Voastra, imi imprumuti una din rochiile tale?

Frangois-Eugen de Savoye-Carignan a trait pana la noudsprezece ani la Paris. A facut parte

din anturajul ducelui Philippe d’'Orleans fratele lui Ludovic al IV-lea, cunoscut pentru viata sa
nonconformista. Acesta era bisexual, ii placeau rochiile si bijuteriile, era cunoscut pentru petrecerile
sale extravagante. Legenda spune ca Printul Eugen a fugit in Austria unde si-a inceput cariera militara
deghizat in femeie. Comunitatea LGBTIQ+ din Viena il considera pe print o persoana queer si
propune Palatul Belvedere ca prim obiectiv tematic intr-un tur al orasului.

- Cum ti-ai petrecut cele 5 zile, Alteta Voastra?
Timisoara aflata sub ocupatie turca se preda la 13 octombrie 1716 dar el intra victorios in cetate doar
peste 5 zile in 18 octombrie de ziua lui cand aniversa 53 de ani.

- Inima mea va pleca la Torino
Corpul Printului Eugen a fost inmormantat la Viena in Catedrala Sf. Stefan dar inima i-a fost dusa
conform dorintei sale in capela familiei sale din Torino.
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Extended Labels:
Label 1:

- Mon cher Claude, when | was a child | loved Parma violets
Count Claude-Florimond de Mercy died at the siege of Parma in 1734, on the feast of St. Peter and Paul.

- Dear Claude, | dyed my dress with the Rubia tinctorum you sent me
Count Claude-Florimond de Mercy had ordered the planting in Banat of dye plants, including this one,
which dyed red, necessary for the textile industry he had started..

- Mon cher Claude, how countless the mulberry trees planted are!
Count Claude-Florimond de Mercy had ordered the planting of 143,000 mulberry trees necessary for the
silk industry he had initiated here along with other crafts.

- Chére Ana, did you see the map on the right of the door?
Count Claude-Florimond de Mercy had commissioned a map of Banat and placed it in his office,
probably in the garrison commandant’s office, a building he had built on his own initiative.

Label 2:

- Where are my hat and sword?
The Pope had given Prince Eugene after the Battle of Petrovaradin a consecrated hat and sword, objects
that were given to Christian heroes who distinguished themselves in the fight against the Turks.

- We've been fighting together for over 30 years

The two most likely met when Savoy was 20 and de Mercy 17, during the battle in defense of Vienna in
1683. So in 1716, at the liberation/conquest of Timisoara they had known and fought together for about
33 years.

- | would have preferred Timisoara instead of Vienna
Frangois-Eugen de Savoie-Carignan also kept a lion in the Belvedere Palace zoo in Vienna. According to
legend, he was so attached to his master that he died the same night.

Label 3:

- Chére Ana, | danced like a charm on the night of October 19th
Frangois-Eugen de Savoie-Carignan enters Timisoara victoriously on October 18, his birthday, then leaves
for Vienna because a grand celebration is being organized there the next day

- Your Highness, can you lend me one of your dresses?

Frangois-Eugen de Savoye-Carignan lived in Paris until the age of nineteen. He was a member of the
entourage of Duke Philippe d’Orleans, the brother of Louis IV, who was known for his non-conformist
lifestyle. He was bisexual, liked dresses and jewelry, and was known for his extravagant parties. Legend
tells that Prince Eugene fled to Austria where he began his military career dressed as a woman. Vienna’s
LGBTIQ+ community considers the prince a queer person and suggests the Belvedere Palace as the first
themed sight on a city tour.

- How did you spend your 5 days, Your Highness?
Timisoara, under Turkish occupation, capitulated on October 13, 1716, but he victoriously entered the
city only 5 days later on October 18, his 53rd birthday..

- My heart will go to Torino
Prince Eugene’s body was buried in St. Stephen’s Cathedral in Vienna, but his heart was taken according
to his wishes to his family chapel in Turin.
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Mowna Benyaimin

Mona Benyamin (n. 1997, Haifa, Palestina) este artista
vizuala, regizoare, violoncelista si scriitoare, care
lucreaza intre Palestina si Hudson Valley, New York.
Practica sa artistica abordeaza teme precum speranta,
trauma si constiinta temporala, concentrandu-se pe
intersectia dintre istoria personala si cea colectiva.
Prin lucrarile sale, artista exploreaza perspectivele
intergenerationale si modul in care aceste naratiuni
complexe modeleaza identitatea si perceptia.

Prin insusirea formatelor din mass-media si media
populara, adesea manipulandu-le dispozitivele si
structurile, ea critica conceptul de autenticitate si
pune sub semnul intrebarii granitele rigide dintre
adevar si fictiune. Umorul sau negru accentueaza
investigatiile asupra controlului, statutului de
victima si nuantelor dinamicii de putere. Arta sa
invita privitorii sa reevalueze normele prestabilite

si fluiditatea memoriei, creand punti intre expresia
personala si comentariul social.

Mona Benyamin (b. 1997, Haifa, Palestine) is a visual
artist, filmmaker, cellist, and writer who works
between Palestine and the Hudson Valley, New York.
Her artistic practice delves into themes of hope,
trauma, and temporal consciousness, particularly
focusing on the intersection of personal and collective
histories. Through her works, the artist engages with
intergenerational perspectives, exploring how these
complex narratives shape identity and perception. By
appropriating formats from mass and popular media,
often manipulating their devices and structures,

she critiques the concept of authenticity and
challenges the rigid boundaries between truth and
fiction. Her use of dark humor further underscores
her investigation into agency, victimhood, and the
nuances of power dynamics. Mona’s art invites viewers
to reconsider established norms and the fluidity

of memory, forging connections between personal
expression and broader social commentary.
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Tomorrow, again este o emisiune de stiri
disfunctional3, realizata ca o reactie la catastrofele
cotidiene din Palestina pe care le si recreeaza. Evitand
o naratiune clasic3, filmul reda stari emotionale si fizice
exagerate, marturii fragmentare si contradictorii si se
foloseste de doppelgangeri si imagini suprarealiste
pentru a pune sub semnul intrebarii granitele dintre

adevar si fictiune si manipularea timpului. Parintii artistei

joaca rolurile principale, asumand multiple identitati —
prezentatori, subiecti ai reportajelor, martori oculari,
creand o bucld Mébius in care isi povestesc si consuma
propriile istorii. Structura ciclica reflecta starea
perpetua de criza din Palestina, in care indivizii sunt
captivi intr-un cerc constant de trauma, traind intr-o
continua repetitie. Lucrarea investigheaza mutismul
post-traumatic, examinand cum expunerea constanta
la violenta distorsioneaza perceptia si amorteste
reactiile emotionale. De asemenea, reflecteaza asupra
notiunii de urgenta perpetua — cand criza nu mai pare
un eveniment, ci o conditie existentiald. Abordand
memoria colectiva si impactul continuu al violentei in
contextul guvernarii globale, Tomorrow, again invita la
o reflectie asupra luptelor atemporale si nerezolvate
care rasuna atat in vietile celor din Palestina, cat si in
cadrele istorice si politice mai largi explorate in cadrul
bienalei. Examinand natura continua a crizei, atat in
Palestina, cat si la scara globala, Tomorrow, again
provoaca publicul sa reflecteze asupra modului in

care luptele nerezolvate si povara memoriei colective
reverbereaza de-a lungul generatiilor, subliniind
continuitatea ineluctabila a conflictului si distorsionarea
timpului in conditii de opresiune.

Tomorrow, again, 2023
Video monocanal / Single-channel video, Duration 11:00
Credits:

Tomorrow, again is a dysfunctional news broadcast
that recreates and responds to the daily catastrophes

in Palestine. Rather than using a traditional narrative,
the film employs exaggerated emotional and physical
displays, fragmented and conflicting testimonies,
doppelgangers, and surrealist imagery to question

the boundaries between truth and fiction, and the
manipulation of time. The film features the artist’s
parents as the protagonists, who assume multiple roles
— presenters, reportage subjects, and eyewitnesses —
creating a Mobius loop where they narrate and consume
their own stories. This cyclical structure reflects the
perpetual state of crisis in Palestine, where individuals
are trapped in a constant cycle of trauma and repetition.
Tomorrow, again explores the phenomenon of post-
traumatic mutism, examining how constant exposure

to violence distorts cognition and numbs emotional
responses. It also reflects on urgency, questioning what
happens when it becomes endless — when the ongoing
crisis no longer feels like an event but a condition. By
addressing collective memory and the ongoing impact
of violence under global governance, Tomorrow, again
invites a reflection on the timeless, unresolved struggles
that echo through both the lives of those in Palestine
and the broader historical and political contexts explored
in the biennial. By examining the pervasive, continual
nature of crisis — both in Palestine and globally —
Tomorrow, again challenges the audience to reflect on
how unresolved struggles and the weight of collective
memory reverberate across generations, underscoring
the inescapable continuity of conflict and the distortion
of time under oppressive conditions.

Distributie / Cast: Nahia Benyamin, Michel Benyamin, Boulos Benyamin, Souhad Daw

Regie, scenariu si montaj / Written, directed, and edited: Mona Benyamin

Imagine / Cinematography: Omar Jabareen
Sunet / Sound design: Binya Reches

VFX: Muhammad Toukhy

Coloring: Chrystel Elias

Machiaj / Makeup Artist: Wardy Abu Khadra

Comisionata de / Commissioned by The Mosaic Rooms /A.M. Qattan Foundation

Cu suportul / With support from Arts Council England and Bagri Foundation.
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Moonscape este un scurtmetraj prezentat ca un
videoclip muzical pentru un duet in limba araba,
care povesteste istoria lui Dennis M. Hope, cel
care a pretins in 1980 proprietatea asupra lunii

si a fondat Lunar Embassy, vanzand terenuri pe
corpurile ceresti. Filmul leaga povestea lui Hope de
cea a regizoarei, o tandra palestiniana care traieste
sub ocupatie israeliana si care cauta o cale de a
pune capat suferintei poporului sau. Stilul vizual
imbina suprarealismul cu filmul noir, incluzand
scene reimaginate din industria muzicala araba si
imagini de arhiva NASA. Parintii regizoarei, care
joaca si rolurile cantaretilor, ancoreaza naratiunea,
simbolizand dorul personal si colectiv de evadare
si de identitate. Filmul foloseste imagini de arhiva,
referinte la filme influente si schimburi de emailuri
cu Lunar Embassy pentru a explora contrastul
dintre fantezie si realitate, speranta si disperare,

proprietate si opresiune. Peisajul lunar este
folosit metaforic pentru a reprezenta dezastrul
produs de razboi, in special in Palestina. Aceasta
lucrare se aliniaza temelor bienalei, explorand
relatiile dinamice dintre luna ca simbol al
proprietatii si sperantei si experienta palestiniana
a ocupatiei. Moonscape aprofundeaza
intersectiile dintre memoria personala si cea
colectivd, folosind conflictul asupra proprietatii
obiectelor ceresti ca metafora pentru
identitatile si istoriile fracturate, modelate de
ocupatie, de stramutare si de structurile globale
de putere. Astfel, lucrarea invita la o reflectie
asupra modului in care istoria reverbereaza

atat in peisajele fizice, cat si in cele emotionale
ale celor prinsi in curentii migratiei, ai traumei
colective si ai luptei continue pentru autonomie
intr-o lume definita de inegalitati geopolitice.
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Moonscape is a short film presented as a music
video for a ballad duet in Arabic, recounting

the story of Dennis M. Hope, who claimed
ownership of the Moon in 1980 and founded
the Lunar Embassy, selling land on celestial
bodies. The film connects Hope’s story to that
of the director, a young Palestinian woman
living under Israeli occupation, seeking a way

to end her people’s suffering. The visual style
blends surrealism and film noir, incorporating
reimagined scenes from the Arab music industry
with NASA archival footage. The director’s
parents, who also play the roles of the singers,
anchor the narrative, symbolizing personal and
collective longing for escape and for identity.
The film incorporates found footage, references
to influential films, and email exchanges with
the Lunar Embassy, exploring contrasts between
fantasy and reality, hope and despair, ownership
and oppression. Moonscape uses the lunar
landscape metaphorically to represent the
devastation of war, particularly in Palestine.

This work aligns with the biennial’s subjects, as
it explores the dynamic relationships between
the Moon as a symbol of ownership and hope
and the Palestinian experience of occupation.
Moonscape delves into the intersections of
personal and collective memory, using the
contested ownership of celestial objects as

a metaphor for the fractured identities and
histories shaped by occupation, displacement,
and global power structures. In doing so, it
invites a reflection on how history reverberates
through both the physical and emotional
landscapes of those caught within the currents
of migration, collective trauma, and the ongoing
struggle for autonomy in a world defined by
geopolitical inequalities.

Screening

Program

Moonscape, 2020

Video monocanal / Single-channel video, duration 17:23
Credits:

Regie si scenariu / Written and Directed: Mona Benyamin
Distributie / Cast: Nahia Benyamin, Michel Benyamin

Montaj / Editing: Juna Suleiman and Mona Benyamin

Muzica / Original music: Mona Benyamin;

Compusa / Composed: Deema Azar, Loay Srouiji, Ghassan Diab
Muzica interpretata de / Original music performed by Deema Azar and Loay Srouiji
Mixing and mastering by Adham Darweesh

Courtesy of the artist
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Pavel Braila

Pavel Briila (n. 1971, Chisinau, Republica Moldova)
si-a inceput cariera ca bucatar profesionist si a fost
campion national de lupte libere, castigand de trei
ori titlul in Moldova. Ulterior, a absolvit ca inginer
mecanic la Universitatea Tehnica din Moldova, dar

si-a indreptat atentia catre fotografie si performance.

Din 1996 este implicat in activitati ale Centrului
Soros pentru Arta Contemporand, iar in 1998 a
participat la expozitia The Body and The East. In
1999 a devenit cercetator la Jan Van Eyck Academie.
Lucrarile sale combina performance-ul conceptual
cu filmul experimental, explorand economiile fragile
ale realitatilor post-sovietice. A expus international
in locatii precum Neue Nationalgalerie, Tate Gallery,
Museum Boijmans Van Beuningen, Moderna Museet
si documenta (2002, 2017). Alte expozitii importante
au avut loc si la The Renaissance Society (Chicago),
Kiasma (Helsinki), MIT List Boston, Kélnischer
Kunstverein, Manifesta 10 (Sankt Petersburg), Bienala
de la Kiev 2024, la Viena si Berlin. Traieste si lucreaza
in Chisinau si Berlin.

Momentul adevérului a sosit este o lucrare cinetica
ce confrunta privitorul cu tensiunea palpabila
dinaintea izbucnirii conflictului. O pereche de
manusi de box, indreptate catre public, se lovesc
una de alta la fiecare 30 de secunde, mimand un gest
premergator luptei. Aceasta miscare repetitiva evoca
amplificareaa agresiunii, inevitabilitatea confruntarii
si fragilitatea momentului dinaintea violentei.
Precizia mecanici a instalatiei reflecta ciclurile

tot mai frecvente de tensiune ce caracterizeaza
peisajele politice actuale. Inspirandu-se direct din
retorica combativa a presedintelui Donald Trump

in al doilea mandat, lucrarea comenteaza natura
conflictuala a politicii contemporane. Loviturile
constante ale manusilor simbolizeaza abordarea
neinduplecata a discursului politic global, in care
dialogul este adesea inlocuit de lupte pentru putere.
Lucrarea critica ideea ca forta justifica totul, punand
sub semnul intrebarii dominatia care se impune
adesea in fata dreptatii. Prin accentuarea naturii
ciclice a confruntarii, Braila invita la reflectie asupra
echilibrului fragil dintre pace si violenta si asupra
sistemelor sociale care perpetueaza conflictul. Asa
cum aceasta lucrare critica dominatia puterii in
naratiunile politice, bienala invita la o reflectie asupra
rolului istoriei in modelarea conflictelor sociale si
asupra ecourilor violentei din trecut care continua sa
influenteze realitatile prezentului.

Pavel Braila (b.1971, Chisinau, Republic of Moldova)
began his career as a licensed cook and a three-

time freestyle wrestling champion of Moldova.

He later graduated as a mechanical engineer from

the Technical University of Moldova, but shifted

focus to photography and performance. Since 1996,
Braila has been involved with the Soros Center for
Contemporary Art, and in 1998, he participated in the
exhibition The Body and The East. In 1999, he became
a researcher at the Jan Van Eyck Academy. His work
blends conceptual performance and experimental film,
exploring the fragile economies of post-Soviet realities.
Braila has exhibited internationally at venues such as
Neue Nationalgalerie, Tate Gallery, Museum Boijmans
Van Beuningen, Moderna Museet, and documenta
(2002, 2017). Other significant exhibitions include the
Renaissance Society (Chicago), Kiasma (Helsinki), MIT
LIST Boston, Kélnischer Kunstverein, Manifesta 10 (Saint
Petersburg), and the Kyiv Biennale 2024 in Vienna and
Berlin. He lives and works in Chisindu and Berlin.

The Moment of Truth Has Arrived is a kinetic artwork
by Pavel Braila that confronts the viewer with palpable
tension just before conflict ignites. A pair of boxing
gloves, directed toward the audience, engage in a
rhythmic pre-fight gesture—striking each other every
30 seconds, as if preparing for battle. This repetitive
motion evokes the build-up of aggression, the
inevitability of confrontation, and the fragile pause
before violence erupts. In its mechanical precision,
the piece reflects the growing cycles of tension

that often characterize political landscapes. Drawing
direct parallels to the combative political stance of
President Donald Trump during his second term, the
work comments on the confrontational nature of
contemporary politics. The repetitive striking of the
gloves mirrors the unyielding, aggressive approach

in global political discourse, where negotiation and
dialogue are often replaced by power struggles.

The piece critiques the notion that might is right,
challenging the way dominance frequently supersedes
justice in political and social arenas. By emphasizing
the cyclical nature of confrontation, Pavel Briila
encourages reflection on the fragile balance between
peace and violence, and the social systems that
promulgate conflict. Just as this work critiques the
dominance of power in political narratives, the biennial
invites reflection on the role of history in shaping
social conflicts and the echoes of past violence that
continue to influence present realities.
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Vremuri in care stirile sunt mai rapide decat gloantele /

Times When News Are Faster Than Bullets, 2025

Serie de 12 picturi, acrilic pe ziare presate, impuscate cu pistol de calibrul 9 mm /

Series of 12 paintings, acrylic paint on pressed newspapers shot with 9mm gun, 60x40 cm
Lucrare comisionata de / Work commissioned by Art Encounters Foundation

Courtesy of the artist and GAEP gallery
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Vremuri in care stirile sunt mai rapide decat gloantele
este o serie de 12 picturi care analizeaza ritmul accelerat
al consumului mediatic si violenta tot mai prezenta in
lumea contemporana. Seria este realizata din straturi
groase de ziare internationale, toate datate in ziua

in care artistul a fost invitat la Art Encounters 2025.
Pictate cu acrilic si perforate cu gloante de 9 mm,
ziarele poarta urmele directe ale violentei. Aceasta
juxtapunere intre mass-media si gloante simbolizeaza
rafala de informatii care ne asalteazi zilnic. intr-o lume
in care stirile circuld mai rapid decat gloantele, lucrarea
subliniaza paradoxul unei epoci in care tragediile,
razboaiele si crizele sunt raportate instantaneu si sunt
uitate la fel de repede. Ciclul rapid al consumului media
ne desensibilizeaza, deoarece avalansa constanta de
evenimente incepe sa se contopeasca, facand tot

mai dificila intelegerea adevaratei gravitati a fiecarei
situatii. Lucrarea reflecta, de asemenea, tensiunea
dintre imediatul comunicarii globale si impactul de
durata al violentei, sugerand c3, asemenea gloantelor,
consecintele conflictului persista chiar si dupa ce

stirile se schimba. Acest concept al schimbului rapid

de informatii si al efectului sau ametitor rezoneaza
profund cu temele explorate in editia din acest an

a Bienalei Art Encounters, unde directia curatoriala
investigheaza relatiile dinamice dintre art3, istoria
stratificata a orasului si publicul sau. Atat lucrarea, cat si
expozitia provoaca o reflectie profunda asupra modului
in care ne raportam la informatie si istorie intr-o lume
din ce in ce mai dominata de o media rapida si efemera.

Vremuri in care stirile sunt mai rapide decat gloantele /
Times When News Are Faster Than Bullets, 2025

Serie de 12 picturi, acrilic pe ziare presate, impuscate cu pistol de calibrul 9 mm /

Times When News Are Faster Than Bullets is a
series of 12 works that engages with the rapid pace
of media consumption and the escalating violence
that defines our contemporary world. The series
consists of a thick layer of pressed newspapers

from around the globe, all dated from the day the
artist was invited to participate in Art Encounters
2025. Painted with acrylic and fired into with 9mm
bullets, the newspapers bear the traces of the
bullets, facing the audience. This juxtaposition of
media and violence symbolizes the overwhelming
scatter shot of information that besieges us daily. In
a world where news travels faster than the bullets
themselves, the piece underscores the paradox

of living in a time when tragedies, wars, and crises
are reported instantaneously, yet by the time we
process one story, it is already outdated, as more
news follows. The rapid cycle of media consumption
desensitizes us, as the constant barrage of events
blurs together, making it harder to grasp the true
weight of each situation. The piece also reflects

on the tension between the immediacy of global
communication and the lasting impact of violence,
suggesting how, much like bullets, the consequences
of conflict remain even after the news cycle moves
on. This concept of rapid information exchange and
its numbing effect resonates deeply with the themes
explored in this year’s Art Encounters Biennial, where
the curatorial focus is on investigating the dynamic
relationships between art, the city’s layered history,
and its audience. Both the artwork and the exhibition
provoke a deep reflection on how we engage with
information and history in a world increasingly
dominated by rapid, transient media.

Series of 12 paintings, acrylic paint on pressed newspapers shot with 9mm gun, 60x40 cm

Lucrare comisionata de / Work commissioned by Art Encounters Foundation

Courtesy of the artist and GAEP gallery
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Geta Bratescu

Geta Bratescu (n. 1926, Ploiesti, Romania — d. 2018,
Bucuresti, Romania) a fost o figura centrala a artei
contemporane romanesti incepand din anii 1960.

Cu o practica artistica care a inclus desenul, colajul,
gravura, tapiseria, fotografia, filmul experimental,
video-ul si performance-ul, artista a dezvoltat

un corpus de lucrari vast si complex. A studiat la
Facultatea de Litere si Filozofie si la Academia de Arte
Frumoase din Bucuresti, fiind, de asemenea, directoare
artistica a revistei Secolul 20. A participat la expozitii
internationale importante precum Documenta 14
(2017), Bienala de la Venetia (2013), La Triennale, Palais
de Tokyo, Paris (2012), Bienala de la Istanbul (2011). In
2017 a reprezentat Romania la Bienala de la Venetia cu
Aparitii, prima expozitie solo a unei artiste in Pavilionul
Romaniei. Lucrarile sale se regasesc in colectii
prestigioase precum MoMA, Tate Modern, Centre
Georges Pompidou si MUMOK. Expozitii personale
recente au avut loc la Kunstmuseum St. Gallen

(2020), Kunstforeningen GL Strand, Copenhaga (2021),
Francisco Carolinum, Linz (2022) si Kunstmuseum
Ravensburg (2023).

EARTHCAKE, un performance filmat de Alexandru
Solomon, exploreaza teme legate de ritual,
transformare si conditii sociale, intr-o prezentare
multimedia complexa. Lucrarea incepe cu imagini

ale pamantului si plantelor, urmate de mainile Getei
Bratescu care framanta pamantul asemenea aluatului.
Ea modeleaza o ,prajitura” de culoare ciocolatie, pe
care o stropeste cu apa din doua pahare. Dupa ce o
imparte in sase bucati, plaseaza una dintre ele pe o
farfurioara de portelan, alaturi de o lingurita gravata
din argint, transformand astfel un simplu joc de copii
intr-un cadru rafinat, cultural. Capul ei, pictat ca o
masca si acoperit cu o coroana din folie de aluminiu,
introduce o nota grotesca perrformance-ului, in timp
ce artista isi exprima parerea despre ,prajituria de
pamant” prin miscari exagerate ale ochilor. Lucrarea
reflecta asupra construirii subiectului,atat ca artist,
cat si ca participant social, abordand subtil conditiile
economice si sociale ale lumii artei. Contrastele
dintre jocul copilaresc si actul cultural genereaza o

Geta Bratescu (b. 1926, Ploiesti, Romania - d. 2018,
Bucharest, Romania) had been a central figure in
Romanian contemporary art since the 1960s. With a
career spanning drawing, collage, engraving, tapestry,
photography, experimental film, video, and performance,
she developed a diverse and complex body of

work. Bratescu studied at the Faculty of Letters and
Philosophy and the Fine Arts Academy in Bucharest and
worked as artistic director for Secolul 20 magazine. She
participated in major exhibitions, such as Documenta
14 (2017); Venice Biennale (2013); La Triennale, Palais

de Tokyo, Paris (2012); the 12th Istanbul Biennial (2011);
and represented Romania at the 2017 Venice Biennale
with Apparitions, the first solo show by a woman

artist in the Romanian Pavilion. Her works are held in
prestigious collections including MoMA, Tate Modern,
Centre Georges Pompidou, and MUMOK. Recent

solo exhibitions were held at Kunstmuseum St. Gallen
(2020); Kunstforeningen GL Strand, Copenhagen (2021);
Francisco Carolinum, Linz (2022); and Kunstmuseum
Ravensburg (2023).

EARTHCAKE, a performance by Geta Bratescu filmed
by Alexandru Solomon, explores themes of ritual,
transformation, and social conditions through a mixed-
media presentation. The piece begins with a focus on
earth and plants, followed by Bratescu’s hands working
the earth, shaping it like dough. She kneads and forms
a chocolate-colored “cake,” drizzling it with water from
two glasses. After dividing it into six pieces, she places
one piece on a porcelain saucer, adding an engraved
silver spoon, transforming a simple children’s cake

into a refined cultural setting. Her head, painted like

a mask and adorned with an aluminum foil headdress,
adds a grotesque element to the performance, as

she comments on the earthcake with exaggerated

eye movements. Bratescu’s work reflects on the
construction of the subject, both as an artist and as a
social participant, while subtly addressing economic
and social conditions within the art world. The contrast
between childlike play and cultural achievement
evokes tensions around ritual, nationalism, and the (im)
materialization of the earth. By shortening the cycle of
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tensiune ce evoca ritualul, nationalismul si
(i)materialitatea pamantului. Prin scurtarea
ciclului vietii si al hranirii, consumand simbolic
pamantul, Bratescu pune sub semnul intrebarii
relatiile traditionale dintre om, natura si arta.
In contextul Bienalei Art Encounters, aceasta
transformare ritualica devine o critica adresata
nu doar sistemelor economice si culturale care
influenteaza arta, ci si proceselor mai ample
de exploatare, consum si degradare ecologica.
Lucrarea ofera o meditatie profunda asupra
felului in care ciclurile istoriei, memoriei

si puterii se repeta si se reflecta in timp,
expunand relatiile fragile si adesea violente
dintre individ, lumea materiala si fortele care
modeleaza atat naratiunile locale, cat si pe cele
globale. (Un text inspirat de textele despre
Geta Bratescu de Lorenz Wiederkehr).

Earthcake, 1992
Video VHS transferat pe DVD, 43, color, sunet stereo /

VHS video transferred onto DVD, 4:3, color, stereo sound, duration 718

Camera: Alexandru Solomon
Courtesy of Ivan Gallery

life and nutrition through the consumption
of the earth, Bratescu challenges traditional
relationships between human engagement
with nature and art. In the context of the Art
Encounters Biennial, Geta Bratescu’s ritualistic
transformation of the earth critiques not

only the economic and cultural systems that
shape art but also the broader processes of
exploitation, consumption, and environmental
degradation. The piece serves as a poignant
meditation on how cycles of history, memory,
and power echo across time, exposing

the fragile and often violent relationships
between the individual, the material world,
and the forces that shape both local and
global narratives. (A text based on the writings
on Geta Bratescu by Lorenz Wiederkehr,
translated by Anthony DePasquale).
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Clement Coqitore

Clément Cogitore (n. 1983, Colmar, Franta) lucreaza
intre Paris si Berlin. Absolvent al Le Fresnoy, el
exploreaza intersectia dintre arta contemporana

si cinema prin film, video, instalatie si fotografie,
concentrandu-se asupra ritualului, memoriei colective,
sacrului si permeabilitatii dintre lumi. Lucrarile sale au
fost expuse la MoMA (New York), Centre Pompidou,
Palais de Tokyo, ICA (Londra), Haus der Kulturen

der Welt (Berlin), MADRE (Napoli), MACRO (Roma),
Museum of Fine Arts (Boston), MNBA (Québec),
SeMA Bunker (Seul) si Red Brick Art Museum (Beijing).
A participat la Bienala de la Lyon, Trienala de la
Yokohama si Bienala de la Berlin. Cogitore a primit
Premiul SciencesPo si Premiul Fundatiei d’entreprise
Ricard (2016), precum si prestigiosul Premiu Marcel
Duchamp (2018). Predi la Ecole des Beaux-Arts din
Paris, iar lucrarile sale fac parte din importante colectii
publice si particulare. Este reprezentat de Chantal
Crousel Consulting (Paris) si Galerie Elisabeth and
Reinhard Hauff (Stuttgart).

Clément Cogitore (b.1983, Colmar, France) works
between Paris and Berlin. A graduate of Le Fresnoy,
he explores the intersection of contemporary art
and cinema through film, video, installation, and
photography, focusing on ritual, collective memory,
the sacred, and the permeability of worlds. His
work has been shown at MoMA (New York), Centre
Pompidou, Palais de Tokyo, ICA (London), Haus der
Kulturen der Welt (Berlin), MADRE (Naples), MACRO
(Rome), Museum of Fine Arts (Boston), MNBA
(Québec), SeMA Bunker (Seoul), and Red Brick Art
Museum (Beijing). He has participated in the Lyon
Biennial, Yokohama Triennale, and Berlin Biennial.
Cogitore received the SciencesPo Prize and the
Fondation d'entreprise Ricard Prize (2016), as well as
the Marcel Duchamp Prize (2018). Cogitore teaches
at the Ecole des Beaux-Arts de Paris, and his works
are included in major public and private collections.
Represented by Chantal Crousel Consulting (Paris)
and Galerie Elisabeth and Reinhard Hauff (Stuttgart).
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Indiile galante este reinterpretarea puternica realizata
de Clément Cogitore a operei-balet omonime a lui
Jean-Philippe Rameau din 1735, creata in colaborare

cu coregrafii Bintou Dembélé, Brahim Rachiki si Igor
Carouge. Pornind de la un episod istoric, inspiratia

lui Rameau dintr-un spectacol de dansuri ale sefilor
Metchigaema, sustinut in Paris in 1723, Cogitore
reimagineaza opera prin forta bruta si expresiva

a stilului Krump. Nascut in urma bataii aplicate lui
Rodney King si a revoltelor din Los Angeles in anii 1990,
Krump-ul a aparut ca un raspuns visceral la violenta si
opresiunea sistemica, transformand furia si rezistenta
in miscare cathartica. In filmul lui Cogitore, dansatori
tineri canalizeaza tensiuni sociale, fizice si politice
intr-o reconstituire vibranta care estompeaza granitele
dintre secole, culturi si lupte. Corpul uman devine un
spatiu al rezistentei si rezilientei — niciodata neutru,
mereu incarcat. Pe fundalul muzicii baroce, gesturile
contorsionate, confruntarea si transa eliberatoare se
transforma intr-o gratie feroce si de necontestat.

Prezentat in cadrul Bienalei Art Encounters, Indiile
galante traseaza paralele intre trecut si prezent, local
si global, rezistenta si performance. Asa cum orasul
Timisoara poarta urmele unor istorii stratificate —
imperiala, comunista si post-comunista — filmul lui
Cogitore surprinde corpul ca pe o arhiva a traumei,
revoltei si supravietuirii. Dansatorii de Krump nu
doar interpreteaza, ci intruchipeaza secole de
dezradacinare, marginalizare si anduranta. Fuziunea
dintre formalitatea baroca si nevoile strazii devine
un act de colaps temporal, in care gesturile vorbesc
dincolo de timp.

Indiiile galante / Les Indes galantes, 2017
Video, colour, duration 6:00

Regie / Production: Opéra National de
Paris — 3° scéne / Les Films Pelleas
Coregrafie / Choreography: Brahim Rachiki,
Igor Carouge, Bintou Dembele

Courtesy of Chantal Crousel Consulting,
Paris (FR) / Galerie Elisabeth and Reinhard
Hauff, Stuttgart (DE).

Les Indes Galantes is Clément Cogitore’s powerful
reinterpretation of Jean-Philippe Rameau’s 1735 opera-
ballet, created in collaboration with choreographers Bintou
Dembélé, Brahim Rachiki, and Igor Carouge. Drawing on a
historical episode — Rameau’s inspiration from a 1723 Paris
performance of Native American dances by Metchigaema
chiefs — Cogitore reimagines the work through the raw,
expressive power of Krump. Born in the aftermath of the
Rodney King beating and LA riots in the 1990s, Krump
emerged as a visceral response to systemic violence and
oppression, transforming rage and resistance into cathartic
movement. In Cogitore’s film, young dancers channel social,
physical, and political tensions into a vibrant reenactment
that blurs centuries, cultures, and struggles. The human
body becomes a site of resistance and resilience — never
neutral, always charged. Set against the backdrop of
baroque music, grimacing gestures, confrontation, and
trance-driven release give way to a fiercely victorious and
undeniable grace.

Presented within the framework of the Art Encounters
Biennial, Les Indes Galantes straddles parallels between
past and present, local and global, resistance and
performance. Just as the city of Timisoara bears the
imprint of layered histories — imperial, communist, and
post-communist — Cogitore’s film captures the body

as an archive of trauma, revolt, and survival. The Krump
dancers do not merely perform; they embody centuries of
displacement, marginalization, and endurance. The fusion
of baroque formality and street-level urgency becomes an
act of temporal collapse, where gestures speak across ages.
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In Morgestraich, Clément Cogitore reviziteaza Carnavalul din
Basel, un ritual pe care l-a intalnit pentru prima data in copilarie.
La ora 4 dimineata fix orasul este cufundat in intuneric, toate
luminile sunt stinse, iar muzicienii mascati pornesc intr-o
procesiune lenta si tulburatoare pe strazi, pe fundalul sunetelor
de flaute si tobe. Spre deosebire de alte carnavaluri exuberante,
acest eveniment nocturn evoca o stare de contemplatie, ironie
si doliu, amintind de dansul macabru medieval si de procesiunile
din timpul ciumei. El marcheaza o trecere simbolica de la iarna
la primavara, de la moarte la viata, de la prabusire la reinnoire.

Cogitore surprinde aceasta tensiune fragila scotand ritualul din
timpul si spatiul sau concret, transformandu-| intr-o reflectie
asupra nevoii permanente de rituri colective in momente de
incertitudine. Lucrarea devine o meditatie asupra modului in
care comunitétile fac fata instabilitatii cu ajutorul memoriei
performative si a gesturilor comune.

In contextul Bienalei Art Encounters,
Morgestraich devine mai mult decat un
omagiu adus unui ritual istoric indepartat,
este o reflectie asupra naturii ciclice a
experientei colective. Stingerea luminilor,
avansul lent al figurilor mascate, cadenta
funebra a tobelor evoca un spatiu liminal,
unde timpul se pliaza si istoria persista. In
acest moment de intuneric si procesiune,
lucrarea vorbeste despre nevoia profunda
de gesturi simbolice pentru a constientiza
ruptura sociald, doliul si transformarea. Intr-o
lume destabilizata de crize politice, ecologice
si sociale, filmul invita privitorii sa reflecteze
asupra modului in care ritualurile colective,
oricat de fragile, continua sa ofere un spatiu
pentru doliu, rezistenta si reinnoire.

Morgestraich, 2022
Video, duration 5:00
Regie / Production: Biennale de Lyon
Coproductie / Coproduction: Philarmonie de Paris with the support of La Filature,
Mulhouse, Clique Seibi, Clique Unbaggene
Courtesy of Chantal Crousel Consulting, Paris / Galerie Elisabeth and Reinhard Hauff, Stuttgart
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In Morgestraich, Clément Cogitore revisits the Basel
Carnival, a ritual he first encountered as a child. At
precisely 4 am, the city descends into darkness as all lights
are extinguished, and masked musicians begin a slow,
haunting procession through the streets to the sound of
pipes and drums. Unlike more exuberant carnivals, this
nocturnal event evokes a mood of contemplation, irony,
and mourning — echoing the medieval danse macabre and
plague-era processions. It marks a symbolic passage from
winter to spring, death to life, collapse to renewal.

Cogitore captures this fragile tension by removing

the ritual from its specific time and place to create a
reflection on the enduring need for collective rites in
moments of uncertainty. The work becomes a meditation
on how communities cope with instability through
performative memory and shared gestures.

Within the context of the Art Encounters
Biennial, Morgestraich becomes more than
a tribute to a historically distant ritual; it

is a reflection on the cyclical nature of
collective experience. The extinguishing of
lights, the slow advance of masked figures,
the mournful cadence of drums, all evoke a
liminal space where time folds and history
lingers. In this moment of darkness and
procession, the work speaks to the enduring
need for symbolic gestures to process
societal rupture, grief, and transformation. In
a world destabilized by political, ecological,
and social crises, the film invites viewers

to consider how communal rites, however
fragile, continue to offer a space for
mourning, resistance, and renewal.




92 Comenduirea Garwizoanei - Etaj

Cian Dayrit

Cian Dayrit (n. 1989, Manila, Filipine) este un artist
interdisciplinar a carui practica imbina broderia,
pictura, sculptura si instalatia. Opera sa abordeaza
critic teme precum colonialismul, etnografia,
arheologia, istoria si mitologia. Dayrit interogheaza
si submineaza naratiunile construite de institutii
precum statul, muzeele si armata, folosind

aceste platforme pentru a expune si a contesta
contradictiile pe care le perpetueaza. El combina
adesea tehnica traditionala si contemporana
pentru a reconfigura si a pune sub semnul intrebarii
structurile istorice ale puterii si identitatile
culturale. In 2024 Dayrit a primit o recunoastere
institutionala semnificativa odata cu prima sa
expozitie personala in SUA, la Blaffer Art Museum
din Houston. Lucrérile sale au fost prezentate si in
expozitii de grup importante la Barbican Centre
(Londra), Stedelijk Museum (Amsterdam), San Jose
Museum of Art (SUA), Kunstverein (Hamburg) si
Textile Art Museum (Hong Kong), consolidandu-si
astfel prezenta pe scena artistica internationala.

Cian Dayrit (b. 1989, Manila, Philippines) is an
interdisciplinary artist whose work spans embroidery,
painting, sculpture, and installation. His practice
critically engages with themes of colonialism,
ethnography, archaeology, history, and mythology.
Dayrit interrogates and subverts the narratives
constructed by institutions such as the state,
museums, and the military, using these platforms

to expose and challenge the contradictions they
present. Dayrit’s art often combines traditional

and contemporary media to reframe and question
historical power structures and cultural identities.

In 2024, Dayrit received significant institutional
recognition with his first solo exhibition in the USA at
the Blaffer Art Museum in Houston. His work has also
been featured in prominent group exhibitions at the
Barbican Centre in London, the Stedelijk Museum in
Amsterdam, the San Jose Museum of Art in the USA,
Kunstverein in Hamburg, and the Textile Art Museum
in Hong Kong, solidifying his international presence in
the art world.




The Garrison Command - First Floor o3

Strategiile beligerantei este o instalatie mixta care
combina cuverturi brodate si sculpturi din lemn,

fiecare piesa fiind meticulos realizata si aranjata pentru
a construi o naratiune vizuald a eroismului masculin.
Lucrarea exploreazi teme intersectate precum istoria
coloniala, puterea militara si violenta, facand referire in
acelasi timp la sistemele de tortura si la ciclul ineluctabil
al datoriei care sustine culturile martiale in contexte
neocoloniale. Instalatia imersiva a artistului invita la o
reflectie profunda asupra modului in care aceste sisteme
inradacinate ale puterii se manifesta prin materialitate si
forma, provocand privitorul sa chestioneze reverberatiile
acestor istorii in structurile geopolitice contemporane.
Cuverturile brodate, prin finetea si complexitatea lor,
poarta o dubla rezonanta, a frumusetii si a brutalitatii,
subminand conceptiile traditionale despre arta
decorativa si transpunand-o intr-o naratiune despre
dominatie si subjugare. Acest cadru conceptual se
aliniaza discursului curatorial al bienalei, prin modul in
care aceasta abordeaza nevoia urgenta de a confrunta
continuitatile si rupturile din structurile societale,
interogand mostenirile militarismului, colonialismului

si inegalitatii, care continua sa modeleze identitatile
colective si spatiile urbane de astazi. Timisoara, un oras
definit de trecutul sau complex, de la perioada otomana
la rolul sdu esential in Revolutia Romana din 1989,

ofera un cadru unic pentru analiza migratiei, memoriei
colective si justitiei ecologice in fata transformarilor
postcomuniste. Lucrari precum Strategiile beligerantei
contribuie esential la aceasta investigatie, prin critica
adusa structurilor sociopolitice ale violentei, oferind o

perspectiva incisiva asupra guverndrii neoliberale globale.

Strategiile beligerantei / Schemes of Belligerence, 2021

Textile, obiecte si tehnica mixta pe lemn, dimensiuni variabile /
Textiles, objects, and mixed media on woodwork, variable dimensions
Courtesy of the artist and NOME

Schemes of Belligerence is a multipart installation
that combines embroidered quilts and wooden
sculptures, each piece meticulously crafted and
arranged to plot sequences of masculine valor.

The work delves into the intersecting themes of
colonial history, military power, and violence, while
confronting systems of torture and the inescapable
cycle of debt that underpins martial cultures

in neo-colonial contexts. The artist’s immersive
installation invites a deep reflection on how these
entrenched systems of power manifest through
both materiality and form, urging viewers to question
the ongoing reverberations of such histories within
contemporary geopolitical structures. The quilts, with
their intricate embroidery, carry a dual resonance, of
beauty and brutality, subverting traditional notions
of cultural craft to narrate a history of dominance
and subjugation. This conceptual framework aligns
with the curatorial discourse of the exhibition, in
the way that the biennial addresses the urgent

need to confront the continuities and ruptures in
societal structures, questioning how the legacies of
militarism, colonialism, and inequality continue to
shape collective identities and urban spaces today.
Timisoara, as a city shaped by its complex past, from
the Ottoman era to its role in the 1989 Romanian
Revolution, offers a unique backdrop for examining
the impacts of migration, collective memory, and
environmental justice in the face of post-communist
transformations. Works like Dayrit’s Schemes of
Belligerence contribute to this investigation by
critically engaging with broader socio-political
structures of violence, offering a stark critique of
global neoliberal governance.
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|_adislava Gaziova

Ladislava Gaziova (n. 1981, Spisska Nova Ves,
Cehoslovacia) este o artista vizuala si curatoare
stabilita la Praga, cunoscuta pentru lucrarile sale
care exploreaza nedreptitile sociale. A studiat la
Studio of Intermedia Confrontation cu Jifi David
la UMPRUM din Praga. Gaziova a avut numeroase
expozitii personale si de grup in Republica Ceha si
la nivel international. Picturile ei combina adesea
panze brute cu spray-uri aplicate prin sabloane
fine si, desi adopta un stil distinct de abreviere

si simplificare, operele sale construiesc naratiuni
complexe, stratificate, care abordeaza atat istoria,
cat si problemele contemporane. In ultimii ani

s-a concentrat pe reevaluarea critica a discursului
despre asa-numita arta roma, fiind curatoarea
unor expozitii importante precum O kosmos hino
kalo (Universul este negru) la Galeria Moraviana
din Brno (2017/2018) si Manus Means Human la
Kunsthalle Wien (2021). Ulterior, Gaziova s-a intors
la propria sa practica artistica, continuand sa
impinga limitele viziunii sale creative.

Ladislava Gaziova (b. 1981, Spisska Nova Ves,
Czechoslovakia) is a visual artist and curator based in
Prague, known for her work exploring social injustice.
She studied at the Studio of Intermedia Confrontation
under Jifi David at UMPRUM in Prague. Gaziova has
participated in numerous solo and group exhibitions
both in the Czech Republic and internationally. Her
paintings often combine raw canvases with smooth
stencil spray painting, and though she embraces a
distinctive style of abbreviation and simplification, her
works unfold complex, multi-layered narratives that
engage with both history and contemporary issues. In
recent years, she has focused on critically reassessing
the discourse around so-called Romani art, curating
significant exhibitions like O kosmos hino kalo (The
Universe is Black) at the Moravian Gallery in Brno
(2017/2018) and Manus Means Human at Kunsthalle
Wien (2021). Following this curatorial exploration,
Gaziova returned to her own artistic practice, continuing
to push the boundaries of her creative vision.
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Lucrarea este o metafora a pietei imobiliare

de astazi. Compozitia evoca un sentiment de
dezechilibru si tensiune tacuta prin randurile de
blocuri distorsionate, aproape topite, care se

inclina periculos, sprijinite de suporturi de lemn
improvizate. Cladirile, candva simboluri ale stabilitatii
si ale adapostului, par obosite si vulnerabile,
structurile lor deformate si ferestrele strambe
sugerand o deziluzie tacuta fata de idealurile traiului
urban modern. Utilizarea sprayului pe panza bruta
confera scenei o textura neclar, onirica, accentuand
calitatea aproape suprarealista a peisajului. Fundalul
este gol, fara cer, fara sol, doar vidul care amplifica
senzatia de izolare si indiferenta. Paleta minimalista
de culori si geometria stilizata a lui Gaziova atrag
atentia asupra fragilitatii mediului construit, facand
aluzie la teme mai profunde ca decaderea sociala,
dezradacinarea si apasarea psihologica a traiului in
comun. Ansamblul de locuinte devine scena unei
crize silentioase, un loc in care prezenta umana

este o prezenta implicita, care ramane tulburator

de absenta. Artistul reprezinta o arhitectura
instabild care devine un ecou vizual al conditiei
postcomuniste, reflectand persistenta fantomatica
a utopiilor esuate, atat in spatiile materiale, cat si in
cele ale memoriei. In timp ce bienala investigheaza
particularitatile istorice si contemporane ale
Timisoarei, aceasta lucrare vorbeste despre
mostenirea stratificata a politicilor locative din
Europa de Est, despre tensiunea dintre idealism si
neglijenta, precum si despre consecintele tacute, dar
pregnante, ale politicilor globale. Absenta figurilor
umane amplifica rezonanta emotionala, permitand
privitorilor sa se proiecteze in aceste spatii nesigure
si sa reflecteze asupra structurilor sociale si politice
mai largi care modeleaza modul si locul in care traim.

Fara titlu / Untitled, 2014
Spray pe panza / Spray on canvas, 145 cm x 100 cm
Colectie particulara / Private collection

The work represents one of the metaphorical shape
of the housing market today. The composition
evokes a sense of imbalance and quiet tension —
rows of distorted, almost melting apartment blocks
lean precariously, held up by makeshift wooden
supports. The buildings, once symbols of stability
and shelter, appear fatigued and vulnerable, their
warped structures and crooked windows suggesting
a quiet disillusionment with the ideals of modern
urban living. The use of spray on raw canvas lends a
misty, softened texture to the scene, emphasizing the
dreamlike, almost surreal quality of the landscape.
There’s a startling emptiness in the background, no
sky, no ground, just the void, reinforcing the sense
of isolation and detachment. Gaziova's minimalist
color palette and stylized geometry focus the
viewer’s attention on the fragility of the built
environment, hinting at deeper themes of social
decay, displacement, and the psychological weight
of collective living spaces. In this work, the housing
estate becomes a stage for a quiet crisis, a place
where human presence is implied but hauntingly
absent. The artist’s depiction of unstable architecture
becomes a visual echo of the post-communist
condition, reflecting the haunted persistence of failed
utopias in both material and remembered spaces.

As the biennial investigates Timisoara’s historical and
contemporary specificities, this piece speaks to the
layered legacy of Eastern European housing policies,
the tension between idealism and neglect, and the
silent yet palpable consequences of global politics.
The absence of human figures only amplifies the
emotional resonance, allowing viewers to project
themselves into these uncertain spaces and consider
the broader social and political structures that shape
how and where we live.
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Aceasta lucrare este un omagiu tacut adus unui
moment definitoriu din istoria romilor — Primul
Congres Mondial al Romilor din 1971. Compozitia
echilibrata evoca atat fundamentele intelectuale,

cat si originea culturald a romilor. In centru, o carte
deschisa radiaza, iar paginile ei vii dezvaluie povesti,
necazuri si voci care multa vreme au fost reduse

la tacere. In jurul ei, asezate vertical, alte carti
raspandite si stivuite devin simboluri ale cunoasterii,
rezilientei si recuperarii treptate a istoriei. Un detaliu
mic, dar puternic, tulbura linistea: un steag rom in
miniatura, cu steaua rosie si camp albastru-verde,
infipt provocator intr-o célimara. Acest gest simbolic
vorbeste despre cum se contureaza o identitate in
istorie, despre o comunitate care isi revendica locul
pe scena globala. Deasupra, anul 1971 este mazgilit ca
pe o tabla scolara, marcand congresul de la Londra
unde au fost adoptate oficial steagul si imnul romilor.
Tonurile estompate si marginea difuza conturata de
spray confera lucrarii un aer de memorie stearsa si
reverenta tacuta, sugerand fragilitatea si totodata
rezistenta patrimoniului cultural. Elementele simbolice
si minimaliste creeaza un spatiu contemplativ ce
onoreaza un prag esential, dar adesea ignorat, in
lupta pentru recunoasterea si autonomia roma. In
conexiune cu discursul general al expozitiei, pictura
invita privitorii sa asculte ecourile tacute ale istoriilor
marginalizate si sa confrunte fracturile continue
modelate de conditiile neoliberale globale. Prin acest
demers, transforma un omagiu tacut intr-un act de
comemorare si rezistenta profund rezonant.

Fara titlu / Untitled, 2018
Spray pe panza / Spray on canvas, 60 cm x 75 cm
Courtesy of the artist

This work is a quiet tribute to a pivotal moment

in Roma history, the 1971 World Romani Congress.

In this delicately balanced composition, Ladislava
Gaziova evokes both the intellectual foundation and
the cultural awakening of the Roma people. At the
center, the presence of an open book radiates, its
pages glowing as if alive with stories, struggles, and
voices long suppressed. Surrounding it are scattered,
stacked, and upright books, symbols of knowledge,
resilience, and the gradual reclaiming of history. A
tiny but powerful detail disrupts the stillness: a small
flag with a red star and a blue-green field, the flag of
the Romani people, planted defiantly in an inkwell.
This simple gesture speaks volumes of identity being
written into history, of a people asserting their place
on the world stage. Above, the year 1971 is scrawled
like a chalk mark on a blackboard, signaling the
inaugural Romani Congress held in London, where the
Roma flag and anthem were officially adopted. The
muted tones and soft edges of the spray technique
imbue the work with a sense of faded memory and
quiet reverence, suggesting both the fragility and the
endurance of cultural heritage. Gaziova's minimal yet
symbolic elements create a contemplative space that
honors an often-overlooked milestone in the fight for
Roma recognition and self-determination. Connected
with the general discourse of the exhibition, the
painting invites viewers to listen to the silent echoes
of marginalized histories and to confront the ongoing
fractures shaped by global neoliberal conditions. In
doing so, it transforms a quiet tribute into a resonant
act of remembrance and resistance.
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Fara titlu / Untitled, 2011
Spray pe panzé / Spray on canvas, 45 cm x 60 cm
Colectie particulara / Private collection

Punctul de plecare al acestei lucrari este Podul

Nusle, o emblema arhitecturala din Praga si un loc

al tragediei tacute. Inaugurat pe 22 februarie 1973,
aceasta structura impunatoare traverseaza Valea
Nusle din Praga, transportand zilnic mii de vehicule
ca parte a sistemului vital de transport al orasului.
insa dincolo de utilitatea sa functionals, el ascunde

si o poveste intunecata: podul a devenit cunoscut

ca un loc al disperarii, unde sute de persoane si-au
pus capat vietii aruncandu-se de pe pod in gol, de la
40 de metri. in compozitia lui Gaziova, realizaté cu
spray pe panza, podul pluteste deasupra unei mari
rosii, 0 masa abstracta, ondulata, ce evoca o suprafata
de miscare, dar si un rau indoliat. Cerul estompat si
pilonii impunatori sugereaza o liniste apasatoare, in
timp ce formele rosii din fundal par sa absoarba vieti
invizibile si istorii nespuse. Lucrarea se alatura temelor
curatoriale ale bienalei, reflectand fragmentarea
sociala si violenta incorporata atat in structurile fizice,
cat si in psihicul colectiv din regimurile postcomuniste
si neoliberale, reamintindu-ne ca si betonul pastreaza
urme ale memoriei. Asa cum trecutul Timisoarei
reverbereaza in prezentul sau, aceasta pictura
surprinde tensiunea persistenta dintre infrastructura
publica monumentala si realitatile personale, intime.

The starting point for this work is the Nusle Bridge,

an architectural landmark and a site of silent tragedy.
Opened on February 22nd, 1973, this imposing structure
cuts across the Nusle Valley in Prague, carrying
thousands of vehicles daily as part of the city’s vital
transport system. But beneath its functional surface
lies a much darker story: the bridge has become known
as a site of despair, where hundreds have ended their
lives by leaping 40 meters into the void. In Ladislava
Gaziova’s haunting spray-on-canvas composition,

the bridge hovers above a sea of red, an abstract,
undulating mass that evokes both a field of motion
and a river of grief. The muted sky and towering

pillars suggest a sense of oppressive stillness, while

the underlying red forms echo the accumulation of
invisible lives and unheard stories. This work finds
resonance within the curatorial themes of the biennial,
speaking to broader social fragmentation, reflecting

on the violence embedded in both physical structures
and the collective psyche under post-communist and
neoliberal conditions, reminding us that even concrete
holds information. Just as Timisoara’s past reverberates
through its present, this painting captures the lingering
tension between monumental public infrastructure and
intimate personal realities.
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IKarpo Godina

Karpo Godina (n. 1943, Skopje, lugoslavia) este un
renumit cineast, director de imagine si profesor.
Fiul fotografului Viktor A¢imovic si al actritei
Milena Godina, si-a petrecut copilaria la Skopje

si adolescenta la Maribor. A studiat regie de film,
televiziune si teatru la Academia de Teatru, Radio,
Film si Televiziune din Ljubljana, unde a predat
ulterior. A fost director de imagine al filmului Early
Works (1968), castigitor al Ursului de Aur la Festivalul
de Film de la Berlin. Cariera sa include colaborari
cu regizori precum Dusan Makavejev si Zivojin
Pavlovi¢. A regizat trei lungmetraje — The Raft of
the Medusa (1980), Red Boogie (1982) si Artificial
Paradise (1990) — toate prezentate la festivaluri
internationale de prestigiu. Godina a castigat peste
40 de premii, printre care Premiul Preseren pentru
intreaga activitate (2006), Premiul France Stiglic
(2018) si Premiul IRIS (2019). In 2011 a fost desemnat
Profesor Emerit la Universitatea din Ljubljana. In
2018 MoMA New York i-a dedicat o retrospectiva.
A indrumat 29 de scurtmetraje studentesti, laureate
cu numeroase premii nationale si internationale. In
prezent, pregateste un nou lungmetraj.

Karpo Godina (b. 1943, Skopje, Yugoslavia) is a
renowned filmmaker, director of photography, and
educator. The son of photographer Viktor A¢imovi¢
and actress Milena Godina, he spent his childhood in
Skopje and adolescence in Maribor. He studied film,
TV, and theatre direction at the Ljubljana Academy

for Theatre, Radio, Film, and Television, later teaching
there. Godina worked as director of photography on
the award-winning Early Works (1968), which won

the Golden Bear at the Berlin Film Festival. His career
includes collaborations with directors such as Dusan
Makavejev and Zivojin Pavlovi¢. The filmmaker directed
three feature films, The Raft of the Medusa (1980),
Red Boogie (1982), and Artificial Paradise (1990), and

all were shown at major international festivals. Godina
has won over 40 awards, including the Preseren’s Award
for Lifework (2006), the France Stiglic Award (2018),
and the IRIS Award (2019). He was awarded Professor
Emeritus at the University of Ljubljana (2011). In 2018, his
work was featured in a retrospective at MoMA, New
York. He has mentored 29 student short films, winning
numerous national and international accolades. Godina
is currently preparing his next feature film.
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Healthy People For Fun este un documentar jucaus
si conceptual, prezentat sub forma unui album
foto de imagini statice ce capteaza scene din viata
diverselor etnii din Voivodina. Filmul infatiseaza
persoane din diferite grupuri etnice, asezate in fata
caselor lor viu colorate, fiecare nuanta reflectand
bogatia culturala a regiunii. Culorile simbolizeaza
esenta dinamica si in continua schimbare a
Voivodinei, un spatiu in care povestile oamenilor,
modelate de istorie, ritual si traditie, reverbereaza
in spatiul domestic. Filmul functioneaza ca o carte
postala minimalista si ironica, oferind un comentariu
stratificat asupra multiculturalismului iugoslav si
asupra modului in care ritualurile si interactiunile
umane modeleaza identitatea sociald. Lucrarea
devine o imagine metaforica a prezentului, in

care diversitatea culturala, desi aparent coeziva,
reflecta in continuare tensiuni si istorii nerezolvate.
Acest film contribuie la tema mai larga a bienalei
despre memoria colectiva, migratie si conditiile
postcomuniste, oferind o reflectie asupra modului
in care trecutul modeleaza peisajele fizice si sociale
si asupra implicatiilor acestor istorii in lumea
globalizata de azi.

Healthy People For Funis a jolly yet conceptual
documentary, presented as a photo album of static
images, capturing the tableaux vivants of Vojvodina’s
diverse nationalities and ethnicities. The work features
individuals from various ethnic groups standing in front
of their vividly colored houses, each shade representing
the vibrant cultural tapestry of the region. Their

colors reflect the dynamic, ever-changing essence of
Vojvodina, a region where the stories of its people

— shaped by history, ritual, and tradition, reverberate
against the houses they inhabit. The film reads as

a minimalist yet ironic postcard, offering a layered
commentary on Yugoslav multi-ethnicity and the ways
in which human rituals and interactions shape social
identity. The work becomes a metaphorical image of
the present, where the multiplicity of cultures, though
seemingly cohesive, continues to reflect tensions and
histories that have not fully been reconciled. The work
contributes to the biennial’s broader conversation
about collective memory, migration, and post-
communist conditions, offering a reflection on how
the past shapes both the physical and social landscapes
of a region and the implications of those histories for
today’s globalized world.

Healthy People For Fun, 1971
35mm film, color, duration 14:00
Credits:

Regia, scenariul, imaginea / Directed, screenplay, director of photography: Karpo Godina;

Muzica de / Music by Predrag, Mladen Vranesevic

Compania de productie / Production company: Neoplanta Film, Novi Sad
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Veronika Hapclrenlko

Veronika Hapchenko (n. 1995, Kiev, Ucraina) locuieste
si lucreaza in Cracovia. Practica ei artistica include
pictura si crearea de obiecte, explorand miturile

si ideologiile fostei URSS prin arta revolutionara,
ezoterism si militarism. In ultima perioada s-a
concentrat pe mozaicurile moderniste din Ucraina si
alte republici sovietice, multe dintre ele fiind acum
distruse in urma razboiului. Shelter (2022), un triptic
inspirat de mozaicul Windfighter al Allei Horska

din Mariupol, a fost expus la K1 Kanal Pompidou si

la Dhaka Art Summit. In Interloper (2023, Warsaw
Gallery Weekend) a raspuns lucrarilor monumentale
ale lui lvan Lytovchenko din Pripyat. Against the
Grain (2024, New York) a explorat proiectul sovietic
de inversare a raurilor nordice. Reconstruction,

Time out of Joint (2024, Pireu) a reflectat asupra
deportarilor fortate din 1944 ale grupurilor etnice
din URSS. Lucrarile sale au fost prezentate si in
cadrul Future Generation Art Prize (2024, Pinchuk Art
Centre, Kiev).

Fantana de aur face referire la monumentala
Fantana a Prieteniei Popoarelor realizata in anii 1950
la Moscova. Compusa din 16 figuri feminine aurite,
fiecare reprezentand o republica a fostei URSS,
fantana inconjoara un pilon central format din spice
de grau. Femeile poarta ofrande simbolice pentru
regiunile lor, bunuri exportate direct la Moscova. La
suprafata, fantana celebreaza unitatea si abundenta,
insa dincolo de stralucirea ei aurita se ascunde un
adevar mai intunecat: este un monument cinic al
exploatarii si dominatiei. Ridicata in urma foametei
sovietice din 1930-1933, in timpul careia Ucraina,
Caucazul de Nord, Kazahstanul si alte regiuni au
fost jefuite de grane in timp ce milioane de oameni
mureau de foame, fantana devine un simbol tacut
al Holodomorului, o foamete provocata si un act
de genocid care a devastat Ucraina. Fantana de
aur, reinterpretarea critica a Veronikai Hapchenko,
demonteaza acest simbol al spectacolului imperial,
dezvaluind mecanismele violente ale colectivizarii
fortate si ale puterii centralizate. Prezentata in
contextul Bienalei Art Encounters, lucrarea devine
nu doar o reflectie asupra violentei istorice, ci si o
amintire spectrala a modului in care frumusetea si
cruzimea sunt adesea sculptate din aceeasi piatra,
si a modului in care tacerea, aurita si monumentala,
continua sa vorbeasca despre o pierdere de nerostit.

Veronika Hapchenko (b. 1995, Kyiv, Ukraine) is
living and working in Krakow. Her practice spans
painting and object-making, exploring the myths
and ideologies of the former USSR through
revolutionary art, esotericism, and militarism.
Her recent focus is on modernist mosaics from
Ukraine and other Soviet republics, many now
destroyed in the war. Shelter (2022), a triptych
inspired by Alla Horska's Windfighter mosaic

in Mariupol, was shown at K1 Kanal Pompidou
and the Dhaka Art Summit. In Interloper (2023,
Warsaw Gallery Weekend), she responded to Ivan
Lytovchenko’s monumental works from Pripyat.
Against the Grain (2024, New York) explored

the Soviet Northern River Reversal Project.
Reconstruction, Time out of Joint (2024, Piraeus)
reflected on the 1944 forced deportations of
ethnic groups in the USSR. Her works were also
presented at the Future Generation Art Prize
(2024, Pinchuk Art Centre, Kyiv).

Golden Fountain addresses the monumental
Fountain of Friendship of Peoples, created in
the 1950s in Moscow. Composed of 16 gilded
female figures, each representing a republic

of the former USSR, the fountain surrounds a
central pillar of grain. The women hold offerings
symbolic of their regions, goods exported
directly to Moscow. On the surface, the fountain
celebrates unity and abundance, but beneath

its golden sheen lies a darker truth: it is a cynical
monument to extraction and domination. Erected
in the wake of the 1930-1933 Soviet famine, during
which Ukraine, the North Caucasus, Kazakhstan,
and other regions were ransacked of grain while
millions starved, it stands as a silent emblem of
the Holodomor, a man-made famine and act of
genocide that devastated Ukraine. Hapchenko's
Golden Fountain critically reinterprets this
symbol of imperial spectacle, exposing the
violent mechanisms of forced collectivism and
centralized power. Presented within the context
of the Art Encounters Biennial, Golden Fountain
becomes not just a reflection of historical
violence, but a spectral reminder of how beauty
and brutality are often cut from the same

stone, and how silence, gilded and monumental,
continues to speak of unspeakable loss.
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Fantana de aur / Golden Fountain, 2023

Acrilic si cerneala pe panzi / acrylic and ink on canvas, 215 x 155 cm
Colectie particulara / Private collection

Photo credits: Szymon Sokotowski
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Belinda Ifazeem

IKamiviski

Belinda Kazeem-Kaminski (n. 1980, Viena, Austria) este
o artista vizuala, scriitoare si cercetatoare in domeniul
artei, stabilita in Viena, care lucreaza cu o varietate

de tehnici. Practica sa este centrata pe cercetare si
proces, investigand conditiile complexe ale vietii
persoanelor de culoare din diaspora africana. Utilizand
critic arhivele si procesele de arhivare, ea exploreaza
modul in care istoria si identitatea sunt construite

si reprezentate. Imbinand spatii si temporalitati
diferite, Kazeem-Kaminski contesta granitele dintre
documentare si speculatie, creand lucrari care rezista
unor definitii fixe. Arta sa este marcata de o explorare
profunda a memoriei, a vizibilitatii publice si ale
politicilor reprezentarii. Lucrarile sale au fost expuse
in numeroase expozitii internationale solo si de grup,
printre care: Kunst Meran, La Ferme du Buisson,
Kunsthaus Graz (2025), IMMA — Muzeul Irlandez de
Arta Moderna si Phileas — Oficiul austriac pentru arta
contemporana (2024), Art X Lagos si FotoRio (2023),
Liverpool Biennial (2023), Camera Austria Graz (2022),
Les Rencontres d’Arles (2022) si Kunsthalle Wien (2021).

Belinda Kazeem-Kaminski (b. 1980, Vienna, Austria)

is a Vienna-based visual artist, writer, and art-based
researcher who works across a diverse range of media.
Her research-driven, process-oriented practice delves
into the complex conditions of Black life in the African
diaspora, critically engaging with archives and archival
processes to explore how history and identity are
constructed and represented. By interweaving different
spaces and temporalities, Kazeem-Kaminski challenges
the boundaries between documentary and speculation,
creating works that resist fixed definitions. Her art is
informed by a deep exploration of memory, visibility,
and the politics of representation. Kazeem-Kaminski’s
work has been showcased in numerous international
solo and group exhibitions, including: Kunst Meran
(2025); La Ferme du Buisson (2025); Kunsthaus Graz
(2025); IMMA — Irish Museum of Modern Art (2024);
Phileas — The Austrian Office for Contemporary Art
(2024); Art X Lagos (2023); FotoRio (2023); Liverpool
Biennial (2023); Camera Austria Graz (2022); Les
Rencontres d’Arles (2022); and Kunsthalle Wien (2021).
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Va asteptam, dar niciodatd nu ne veti fi egali
utilizeaza practica academica al slide show-ului pentru
a explora violenta prezenta in imaginile istorice,
concentrandu-se pe cinci versiuni ale unei fotografii
care a fost ulterior transformata in carte postala. Prin
marirea si deconstructia imaginii originale, Kazeem-
Kaminski scoate la iveala violenta latenta a scenei
ilustrate in fotografie: sosirea in Viena a unui grup de
artisti din Africa de Vest, in 1896. Acestia ajunsesera

cu vaporul, dupa un spectacol la Budapesta, si au fost
Jintampinati” de sute de privitori albi, ale caror priviri
si gesturi i-au redus la simple obiecte parte dintr-un
spectacol. Fotografia, si mai tarziu utilizarea sa ca
ilustrata, subliniaza obiectivarea omului de culoare si
modul de a se raporta la alteritate. Prezentand doar
detaliile generale si dematerializate ale gesturilor
privitorilor, artista dezvaluie privirea autoritara a
omului alb, expunand ideologiile rasiste care sustineau
imaginarul regimurilor din acea epoca. Lucrarea
vorbeste despre violenta ierarhiilor coloniale si rasiale
si despre modul in care constructia istorica a ,celuilalt
influenteaza in continuare perceptiile contemporane
despre rasi si vizibilitate. In cadrul discursului
curatorial, lucrarea creeaza o conexiune directa intre
regimurile vizuale dezumanizante ale trecutului si
mostenirile rasismului in prezent, atat in contexte
locale cat si globale, provocand publicul sa analizeze
aceste structuri in cadrul memoriei colective si al
realitatilor politice contemporane.

”

V& asteptam, dar niciodatd nu ne veti fi egali /
You Are Awaited but Never as Equals, 2021
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You Are Awaited but Never as Equals employs the
academic medium of a slide show to explore the
violence embedded in historical imagery, focusing
on five iterations of a photograph that was later
transformed into a postcard. By zooming in on and
deconstructing the original image, Kazeem-Kaminski
lays bare the underlying violence of the scene

it depicts: the arrival of a group of West African
performers in Vienna in 1896. The performers had
just arrived by ship after performing in Budapest and
were “welcomed” by a crowd of hundreds of white
onlookers, whose gazes and gestures reduced them
to objects of spectacle. The photograph, and its
subsequent use as a postcard, serves to underscore
the objectification of Blackness and the spectacle
of the othering gaze. By presenting only enlarged,
dematerialized details of the audience’s looks and
gestures, Kazeem-Kaminski dismantles the panoptic
and objectifying white gaze, exposing the racist
ideologies that fuel the imaginary of the regimes
of the time. The work speaks to the violence of
colonial and racial hierarchies, as well as the ways

in which the historical construction of the “other”
continues to affect contemporary understandings of
race and visibility. Within the exhibition discourse,
the work draws a direct connection between the
dehumanizing visual regimes of the past and the
ongoing legacies of racialization in both local and
global contexts, challenging audiences to confront
these structures within the framework of collective
memory and contemporary political realities.

Proiectie diapozitive in bucla, 26 de diapozitive alb-negru, dimensiuni variabile /
Looped dia projection, 26 black-and-white slides, variable dimensions
Courtesy of Belinda Kazeem-Kamirnski
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IKapwarii IKiwanga

Kapwani Kiwanga (n. 1978, Hamilton, Canada) este

o artista franceza si canadiana stabilita intre Paris si
Berlin. A studiat antropologie si religie comparata

la Universitatea McGill din Montreal, apoi a urmat
cursurile la Ecole des Beaux-Arts din Paris. In 2025
Kiwanga a primi Premiul Joan Miré si a primit Premiul
Zurich pentru Arta in 2022. A castigat Premiul Marcel
Duchamp in 2020, Frieze Artist Award in 2018 si

Sobey Art Award tot in 2018. In 2024 a reprezentat
Canada la cea de-a 60-a editie a Bienalei de Arta de

la Venetia. Printre locurile in care a avut expozitii
personale se numars: Copenhagen Contemporary (DK),
Fundatia Serralves (Porto), Bozar (Bruxelles), Remai
Modern (Saskatoon), Kunstmuseum Wolfsburg, Capc
(Bordeaux), MOCA Toronto, Museum Haus Konstruktiv
(zarich), New Museum (New York), Haus der Kunst
(Munchen), South London Gallery (Londra), Jeu de
Paume (Paris). Este reprezentatd de Goodman Gallery
(Johannesburg, Cape Town si Londra), Galerie Poggi
(Paris), si Galerie Tanja Wagner (Berlin).

Pozitiv-Negativ (morfologie) este o instalatie
participativa in continua desfasurare, care estompeaza
granitele dintre arta, munca si mediu. Lucrarea implica
o actiune fizica si simbolica de transformare: o portiune
de pamant din exteriorul spatiului expozitional este
adusa in interiorul Comenduirii Garnizoanei, creand

o conexiune activa intre mediu si spatiul artistic.
Vizitatorii sunt invitati sa foloseasca instrumente
ceramice realizate manual si o galeata pentru a
transporta pamantul inapoi la locul sau de origine,

in afara spatiului de expozitie. Acest gest simplu
devine un ritual de intoarcere, reparare si restaurare.
Pe masura ce instalatia evolueaza prin fiecare act de
participare, lucrarea subliniaza natura fluida si mereu
schimbatoare a spatiului, a mediului, a teritoriului, si a
muncii. Pamantul, aflat intr-o continua miscare, reflecta
atat efemeritatea, cat si rezilienta locurilor marcate de
activitatea umana, evocand trecerea timpului si urmele
lasate de istorie. In contextul bienalei, Pozitiv-Negativ
(morfologie), prin natura sa participativa, devine

un prilej de reflectie asupra practicilor extractive,
asupra dezradacinarii comunitatilor si asupra istoriilor
stratificate care definesc atat Timisoara, cat si peisajul
sociopolitic mai larg. Actul mutarii pamantului
rezoneaza cu transformarile si rupturile pe care orasul
le-a experimentat, in special cele legate de migratie,
schimbarile post-comuniste si memoria colectiva.
Pamantul, atat ca material, cat si ca simbol, reprezinta
teritoriul care poarta urmele conflictelor, migratiilor si
luptelor pentru fragilitatea mediului si apartenenta.

Kapwani Kiwanga (b. 1978, Hamilton, Canada) is a French
and Canadian artist based between Paris and Berlin. She
studied Anthropology and Comparative Religion at McGill
University in Montreal before pursuing art at 'Ecole des
Beaux-Arts de Paris. In 2025, Kiwanga was awarded the
Joan Mird Prize and, in 2022, the Zurich Art Prize. She also
won the Marcel Duchamp Prize in 2020, the Frieze Artist
Award, and the Sobey Art Award in 2018. In 2024, she
represented Canada at the 60th International Venice Art
Biennale. Kiwanga’s solo exhibitions include venues such
as: Copenhagen Contemporary (DK); Serralves Foundation,
Porto (PT); Bozar, Brussels (BE); Remai Modern, Saskatoon
(CA); Kunstmuseum Wolfsburg (DE); Capc, Bordeaux (FR);
MOCA, Toronto (CA); Museum Haus Konstruktiv, Zurich
(CH); New Museum, New York (USA); Haus der Kunst,
Munich (DE); South London Gallery (UK); Jeu de Paume,
Paris (FR); among others. She is represented by Goodman
Gallery, Johannesburg, Cape Town, and London; Galerie
Poggi, Paris; and Galerie Tanja Wagner, Berlin.

Positive-Negative (morphology) is an on-going,
participatory installation that blurs the boundaries
between art, labor, and the environment. The work is a
participatory installation that invites viewers to engage in
a physical and symbolic act of transformation. A portion
of the soil from outside the exhibition space has been
dug up and moved into the Garisson Command, creating
an active connection between the external environment
and the interior exhibition space. Viewers are given
hand-made ceramic tools and a bucket to transport the
soil back to its original location outside. This simple yet
profound action, shifting the soil, becomes a ritual of
return, repair and restoration. As the installation evolves
with each act of participation, the work underscores the
fluid and ever-changing nature of space, the environment,
territory, and labor. The sail, in its constant movement,
reflects both the impermanence and the endurance of
places marked by human activity, echoing the passage
of time and the marks left by history. Being part of the
biennial, Positive-Negative (morphology) through its
participatory nature, invites reflection on extractivist
gestures, the displacement of communities, and the
layered histories that define both Timisoara and the
broader socio-political landscape. The act of moving
soil echoes the shifts and disruptions that the city has
experienced, particularly concerning migration, post-
communist transformations, and collective memory. The
soil, both a material and symbolic element, serves as a
representation of the land, itself, which holds traces of
historical and contemporary conflicts, migrations, and
struggles for environmental duress belonging.
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Pozitiv-Negativ (morfologie) / Positive-Negative (morphology), 2018-present
Instalatie, protocol, pamant si galeats, lingura ceramica cu glazura pe baza de cenusa /
Installation, protocol, soil, and bucket, ceramic scoop, incorporating ash-based glaze
Dimensiuni variabile / Variable dimensions

Credit image: Exhibition view, “Sunlight by Fireside: The Ash Annals”,

Musée d'art de Joliette, Montreal (CA), 2018

© Photo Romain Guilbault

© Kiwanga Kipwani / ADAGP, Paris / VISARTA , Bucuresti, 2025
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Anna Kum

Ana Kun (n. 1981, Timisoara, Romania) este artista vizuala
stabilita in Timisoara, membra activa a colectivului
Balamuc (1/5), a colectivului Zephyr (1/4) si jumatate din
duo-ul colaborativ LuciAna, alaturi de alte parteneriate
artistice. Desi are o diploma de licenta in grafica si

un masterat in scriere creativa, practica sa depaseste
granitele traditionale, imbinand arta vizuala cu publicatiile

independente, gatitul comunitar si proiectele colaborative.

Lucrarile recente ale Anei se concentreaza profund
asupra unor teme precum veganismul, politica alimentara,
munca invizibild, sanatatea mintala si conservarea istoriilor
locale. Arta ei provoaca adesea naratiunile conventionale,
explorand intersectiile dintre experienta personala si

cea colectiva, in timp ce stimuleaza dialogul in jurul
problemelor sociale. Prin aceasta practica diversificata,
Ana invita publicul sa reflecteze asupra legaturilor dintre
artd, comunitate si viata cotidiana.

Nimeni n-are ce meritd abordeaza atat nedreptatea
omniprezenta a sistemelor sociale, cat si inocenta
noastra fireasca in fata greutatilor vietii. Desi titlul
poate parea cinic la prima vedere, el poarta un mesaj
mai profund de eliberare si incurajare, mai ales intr-o
lume in care indivizii poarta o responsabilitate tot

mai mare, iar alegerile personale sunt tot mai reduse.
Vizibilitatea limitata a cuvintelor, estompate de
contrastul subtil dintre pielea deschisa a artistei si
camasa alba, amplifica complexitatea problemelor
abordate. Lucrarea face aluzie la teme precum
privilegiul pielii deschise, meritocratia, precaritatea si
exploatarea. Devine astfel o reflectie asupra acestor
structuri, provocandu-ne sa reconsideram inegalitatile
sistemice care ne modeleaza vietile. De asemenea,
lucrarea invita la o meditatie asupra propriei sale
prezente in cadrul Bienalei Art Encounters. Expozitia,
posibila datorita eforturilor multor persoane cu diverse
roluri, atrage atentia asupra muncii rareori vizibile care
sustine astfel de evenimente. Aceste persoane care
lucreaza in domeniul cultural merita recunoastere,
vizibilitate si remuneratie echitabila si sunt esentiali
pentru succesul expozitiei. In acest context, Nimeni
n-are ce meritd, rezoneaza cu temele bienalei privind
munca, recunoasterea si justitia, iar lucrarea Anei Kun
se incadreaza perfect in acest cadru, invitand publicul
sa reflecteze asupra intersectiilor dintre istorie, putere
si munca in context local si global.

Ana Kun (b. 1981, Timisoara, Romania) is a visual

artist based in Timisoara, an active member of

the Balamuc collective (1/5), the Zephyr collective
(1/4), and half of the collaborative duo LuciAna,
alongside other artistic duos. Though her academic
background includes a BA in graphics and an MA in
creative writing, her practice transcends traditional
boundaries, blending visual art with independent
publishing, communal cooking, and collaborative
projects. Ana’s recent work delves deeply into issues
such as veganism, food politics, invisible labor, mental
health, and the preservation of local histories. Her
art often seeks to challenge conventional narratives,
exploring the intersections of personal and collective
experience, while fostering dialogue around social
issues. Through her diverse practice, Ana invites
audiences to reflect on the interconnections
between art, community, and daily life.

No One Has What They Deserve, addresses both the
pervasive injustice of social systems and our innate
innocence when confronted with life’s hardships.

While the work’s title may appear cynical at first

glance, it carries a deeper message of liberation and
empowerment, especially in a world where individuals
shoulder increasing responsibility and personal choice
is greatly diminished. The limited visibility of the words,
obscured by the subtle contrast between the artist’s
light skin and the white shirt, amplifies the complexity
of the issues at hand. It subtly points to themes such
as light-skin privilege, meritocracy, precarity, and
exploitation. The work becomes a reflection on these
structures, challenging us to consider the systemic
inequalities that shape our lives. The piece also invites
contemplation on its own presence within the Art
Encounters Biennial. The exhibition itself made possible
through the efforts of many individuals involved in
various roles, brings attention to the rarely seen labor
that sustains such events. These workers, who deserve
recognition, visibility, and fair compensation, are
integral to the success of the exhibition. In this context,
No One Has What They Deserve resonates with the
biennial’s broader focus on issues of labor, recognition,
and justice. Kun's artwork fits within this framework,
inviting viewers to consider the intersecting themes

of history, power, and labor within both the local and
global context.
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Albd este un poem puternic si emotionant,

care examineaza critic avantajele neintelese ale
pielii deschise, in special in contextul rasismului
indreptat impotriva comunitatilor rome. Poemul
evidentiaza invizibilitatea cotidiana a acestor
probleme si modul in care o persoana cu piele
deschisa, deseori inconstienta de privilegiul pe
care il are, il poate confunda cu meritul personal.
Scris intr-un limbaj accesibil, poemul este usor de
inteles, iar forma sa variaza de la rima alba la un stil
ritmat apropiat de spoken word. Aceasta tranzitie
reflecta tensiunea interna a poemului, trecand

de la o confesiune intima, personala, la un apel
colectiv pentru reflectie si actiune. Prin schimbarea
ritmului si a rimei, Albd provoaca la dialog si

trece de la introspectie la un apel mai larg catre

o schimbare sociala. Este o revendicare pentru
decolonizarea spatiilor private si publice, mai ales in
cazul institutiilor precum Biserica Ortodoxa, care a
beneficiat istoric de sclavia romilor timp de peste
500 de ani. Lucrarea raspunde si performance-
urilor poetului rom Elvisey Pisica, amplificand
mostenirea acestuia si apelurile lui pentru justitie.
In contextul bienalei, istoria complexa a Timisoarei,
inclusiv rolul sau in modelarea structurilor de
putere, este reflectata in analiza patrunzatoare

a lui Kun asupra dinamicii rasiale si a rasismului
institutionalizat. Lucrarea provoaca publicul sa
confrunte fortele istorice si contemporane care
perpetueaza inegalitatea si violenta, in timp ce
solicita o recunoastere mai mare si justitie pentru
comunitatile marginalizate.

White is a powerful and poignant poem that critically
examines the unacknowledged advantages that come
with light skin, particularly in the context of colorism and
the racism faced by Roma communities. By highlighting
the daily invisibility of these issues, the poem addresses
how a light-skinned person, who is often unaware of
the privilege they possess, may mistakenly equate this
with personal merit. The poem is written in accessible
language, which allows it to be widely understood,
while its form shifts from free verse (in Romanian, rima
alba, white rhyme) to rhythmic, spoken word-style
verse. This transition mirrors the tension in the work,
escalating from an intimate, personal account of the
artist’s experiences as a white, light-skinned woman in
the region, to a call for collective action and reflection.
Through its changing rhythm and rhyme, White invites
dialogue, shifting from personal reflection to a broader
call for social change. It serves as a demand for the
decolonization of both private and public spaces,
especially in institutions like the Orthodox Church,
which historically benefited from the enslavement

of Roma people for over 500 years. The work also
responds to the spoken word performances of Romani
poet Elvisey Pisica, acknowledging and amplifying

his legacy and calls for justice. In the context of the
biennial, Timisoara’s complex history, including its role in
shaping power structures, is reflected in Kun's poignant
exploration of racial dynamics and institutionalized
racism. The artwork challenges viewers to confront both
the historical and contemporary forces that perpetuate
inequality and violence while calling for greater
recognition and justice for marginalized communities.

Nimeni n-are ce merita /

No One Has What They Deserve, 2022
Fotografie / Photography, 32,5x254 cm
Courtesy of the artist
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Alba / White, 2024

Un poem in romana tradus in engleza /

A poem in Romanian with English translation
433 cuvinte fara titlu / 433 words excluding title
Courtesy of the artist

White

Every time | made a good first impression,

When the clerks didn't roll their eyes when | entered their office,
When | wasn't taken for a shoplifter in a store,

When no one exoticized me in my own country,

When, without any prior introduction, | was deemed as a good, reliable,
respectable girl

And my presence didn't offend, bother, or embarrass

(more than that of other light skin girls, but that’s another story)
Every time | realized it and every time it didn't even cross my mind
My skin did all these things!

And it didn't hinder me at all, it just eased things up

Here and there

And | just took advantage. A lot.

Every time | hear that in Banat there was no slavery in the
18th century | sigh in relief

As if the entire history had started then

As if the whiteness of my face has no reason to blush
What did | even do, how can | be to blame

Others oppressed, | am without a stain

Where were “my people” when the Roma were enslaved?
Not in Banat. No doubt.

But where exactly? Don’'t know. Maybe in a monastery.

Maybe mine were good people

And criminals and rapists. And boyars and serfs. Maybe insane

Like me. Maybe they looked at the ones enslaved

And rested easier for being whiter

At least in the eyes of the masters

If not in the whites of the eyes.

Maybe they were glad to have this skin

Maybe they saw only merit in the lack of melanin.

The “merit” of passing as fairly white, not Roma and therefore, not slaves.
Did I say it was fair? No, it’s not fair. I'll say it again.

Being able to be anyone, able to forget which
And lose yourself in the crowd of people just like you
Is not bad, it feels quite good.

Listen

And even if some of mine were enslaved

Who knows anymore?

For as many generations as | know, we never pass as Roma

In the master’s white culture

And when there were benefits of the skin, | had and have them all.

Even when someone shouted “cheese” at me when | was on the beach

That shame, | didn’t bring it home, | didn’t eat with it,

| didn't sleep with it. That’s not why I only want to lie in it.

At home the neighbors didn't call me “cheese”, people were not avoiding me,
| wasn't feeling safer among other “cheeses”

And not even when | was tanned that didn’t change

Anything really.

Yeah, yeah, life is hard for all. No doubt.
But when | wouldn't swap places with my neighbor

This means | am doing better.

And | know it too well, as you know it too, that this is not my merit.
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David MaljltoviC

David Maljkovi¢ (n. 1973, Rijeka, Croatia) a studiat

la Academia de Arte Frumoase din Zagreb si la
Rijksakademie din Amsterdam si locuieste in prezent

in Zagreb. Printre expozitiile sale personale notabile se
numara cele de la The Renaissance Society, Chicago,
Palais de Tokyo, Paris, Kunstmuseum St. Gallen, BALTIC
Centre for Contemporary Art, Gateshead, GAMeC,
Bergamo, CAC Vilnius, Sculpture Center, New York,
Kunsthalle Basel, Van Abbemuseum, Eindhoven,
Secession, Viena, Museo Reina Sofia, Madrid,
Whitechapel, Londra, CAPC Musée d'art Contemporain,
Bordeaux si MOMA PSI. Lucrarile sale au fost expuse

in muzee precum Kunsthaus Bregenz, MAXXI Roma,
MUSAC in Spania si Centre Pompidou din Paris. A
participat la importante expozitii de grup, inclusiv la cea
de-a 11-a Bienala de la Gwangju, cea de-a 56-a Bienala de
la Venetia, La Triennale de la Paris, cea de-a 29-a Bienala
de la Sdo Paulo si la editiile 11 5i 9 ale Bienalei de la
Istanbul. Operele sale fac parte din colectii importante
precum Centre Pompidou, MUMOK Viena, Museo Reina
Sofia, MoMA New York si Tate Collection Londra.

In ultimii ani, David Maljkovi¢ si-a concentrat practica
artistica in jurul picturii, explorand potentialul acesteia ca
limbaj vizual capabil sa depaseasca granitele traditionale.
Practica sa interogheaza constant conventiile mediilor
artistice, abstractizarea elementelor vizuale si folosirea
acestora in contexte diferite. Aceasta abordare se
regaseste si in interventia sa in situ de la Comenduirea
Garnizoanei, unde analizeaza relatia dintre arhitectura,
materialitatea acesteia si naratiunea sa istorici. In
Mostre & surse, caracteristicile picturii ies din cadrele
traditionale, fuzionand cu o alta realitate si devenind
parte integranta a spatiului arhitectural. Avand in
vedere ca in spatiile expozitionale ale Garnizoanei
exista zone neglijate si deteriorate, simplul act de
netezire a suprafetelor si aplicarea de pigmenti capata
o semnificatie simbolica profunda. Practic, procesul

de reparare a peretilor nu doar ca restaureaza, ci
construieste o noua realitate simbolica. Aceasta
interventie subtila in spatiu intra in dialog cu istoria
cladirii, subliniindu-i imperfectiunile si transformand
degradarea arhitecturala intr-un limbaj pictural
propriu. Urmele timpului, anterior considerate daune,
devin acum coduri vizuale distincte, iar ,cicatricile”
structurii devin elemente active in compozitie. Prin
aceasta abordare, actul reparatiei transcende simpla
restaurare: el amplifica materialitatea atat a picturii, cat
si a arhitecturii, subliniind substanta comuna a acestora
si intarind prezenta realitatii insasi. Tensiunea dintre
arhitectura si interventie devine un mijloc de a asigura
durabilitatea amprentelor vizuale, devenind parte a unei
memorii colective intuitive, in continua evolutie.
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David Maljkovi¢ (b. 1973, Rijeka, Croatia) studied
at the Academy of Fine Arts in Zagreb and
Rijksakademie in Amsterdam, and is based in
Zagreb. His notable solo exhibitions include The
Renaissance Society, Chicago; Palais de Tokyo,
Paris; Kunstmuseum St.Gallen; BALTIC Centre

for Contemporary Art, Gateshead; GAMeC,
Bergamo; CAC Vilnius; Sculpture Center, New
York; Kunsthalle Basel; Van Abbemuseum,
Eindhoven; Secession, Vienna; Museo Reina Sofia,
Madrid; Whitechapel, London; CAPC Musée
d’art Contemporain, Bordeaux; and MoMA

PS1. Maljkovi¢’s work has been showcased in
museums, including Kunsthaus Bregenz, MAXXI
Rome, MUSAC in Spain, and Centre Pompidou

in Paris. He has participated in major group
exhibitions, including the 11th Gwangju Biennale,
56th Venice Biennale, La Triennale in Paris, the
29th Sao Paulo Biennial, and the 11th and 9th
Istanbul Biennial. His works are part of significant
collections, including Centre Pompidou, MUMOK
in Vienna, Museo Reina Sofia, MOMA in New
York, and the Tate Collection in London.

Mostre & surse / Samples & Sources, 2024-2025
Ghips si pigmenti, dimensiuni variabile /

Plaster and pigments, variable dimensions
Courtesy of the artist

In recent years, David Maljkovi¢ has increasingly engaged with painting as a medium, exploring its potential as a visual
language and its ability to transcend traditional boundaries. His work consistently interrogates the conventions of
media, the abstraction of pictorial elements, and their migration across different artistic contexts. This approach
extends to his site-specific intervention at the Garrison Command, where he examines the relationship between
architecture, its materiality, and its historical narrative. In Samples & Sources, the properties of painting extend
beyond their traditional confines, merging with a different media reality and becoming an intrinsic part of the
architectural space. Given that the Garrison exhibition venue consists of neglected and deteriorating spaces, the very
act of smoothing surfaces and applying pigments takes on a deeper, symbolic significance. In essence, the process

of patching the walls does more than restore; it constructs a new symbolic reality. This subtle spatial intervention
responds to the building’s history, highlighting its imperfections and transforming architectural decay into a painterly
language of its own. The marks of time, once seen as damage, emerge as distinct visual codes, while the “scars” of
the structure become an active element within the composition. Through this approach, the act of repair transcends
mere restoration; it amplifies the materiality of both painting and architecture, emphasizing their shared substance
and reinforcing the presence of reality, itself. The tension between architecture and the intervention serves as a
means of ensuring that visual imprints endure, becoming part of an intuitive and ever-evolving collective memory.
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‘Teresa Marqolles

Teresa Margolles (n. 1963, Culiacan, Sinaloa, Mexic)

este o artista vizuala care traieste si lucreaza la Madrid.

Ea a dezvoltat un limbaj unic si retinut pentru a da
glas celor redusi la tacere, victimelor considerate
drept ,daune colaterale” si transformate in simple
statistici fara nume. Opera ei cuprinde lucrari de arta
puternice care atrag atentia asupra violentei, saraciei si
alienarii. Aceasta expune ordinea sociala si economica
care accepta moartea violenta in saracie ca pe o
normalitate. Artista are curajul si integritatea de a
incalca conventiile sociale si artistice si spune adevarul
despre putere, prin denuntarea publica a complicitatii
guvernelor in perpetuarea violentei si a saraciei in
intreaga lume. Expozitiile sale personale au avut loc

la: Fourth Plinth, Trafalgar Square, Londra, Regatul
Unit (2024), Kunsthalle Krems, Krems, Museo de la
Solidaridad Salvador Allende (toate in 2019), Witte de
With, Rotterdam, Padiglione d’Arte Contemporanea,
Milano (ambele in 2018), Musée d'art contemporain,
Montreal (2017), Neuberger Museum, New York (2015),
Migros Museum fur Gegenwartskunst, Zarich (2014),
Kunsthalle Fridericianum, Kassel (2010) si Museum fur
Moderne Kunst, Frankfurt (2004).

Teresa Margolles (b. 1963, Culiacan, Sinaloa, Mexico)

is a visual artist who lives and works in Madrid. She

has developed a unique, restrained language to speak

for her silenced subjects, the victims discounted as
‘collateral damage’ and nameless statistics. Her oeuvre
contains powerful artworks that demand attention to
violence, poverty, and alienation; for exposing the social
and economic order that renders violent and destitute
deaths, an accepted normality; for her courage and
integrity in transgressing social and artistic conventions;
and for speaking truth to power through public exposure
of government complicity in violence and poverty
throughout the world. Solo exhibitions include: Fourth
Plinth, Trafalgar Square, London, UK, (2024), Kunsthalle
Krems, Krems; Museo de la Solidaridad Salvador Allende,
(allin 2019); Witte de With, Rotterdam; Padiglione

d’Arte Contemporanea, Milan, (both 2018); Musée d’art
contemporain, Montreal (2017); Neuberger Museum, New
York (2015); Migros Museum fur Gegenwartskunst, Zirich
(2014); Kunsthalle Fridericianum, Kassel (2010) and Museum
fur Moderne Kunst, Frankfurt (2004).
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Migrante venezuelene in fata raului Rio Grande.
Ciudad Judrez, Mexic si Femeie venezueleand intr-un
addpost temporar fac parte dintr-o serie dedicata
femeilor migrante venezuelene din Ciudad Juarez,
Mexic, la granita cu Statele Unite. Aceste lucrari se
inscriu in angajamentul continuu al artistei fata de
orasul Juarez, unul dintre cele mai importante orase
de la frontiera de nord a Mexicului. Orasul a devenit
cunoscut in ultimele doud decenii pentru asasinatele
brutale ale sutelor de femei, fenomene cunoscute sub
numele de femicid, o tema centrala in multe dintre
lucririle anterioare ale lui Margolles. In aceastd noua
serie, artista aduce in prim-plan prezenta femeilor
venezuelene, care, in majoritatea cazurilor, asteapta
sa traverseze granita pentru a ajunge in Statele Unite,
in cautarea sigurantei si a unui loc de munca, departe
de tara lor de origine. Artista se implica in realitatile
migratiei fortate, concentrandu-se pe luptele zilnice
ale femeilor venezuelene. Desi acestea sunt surprinse
pe strazile devastate si degradate din Juarez, ele se
infatiseaza cu mandrie, ca si cum si-ar afirma existenta
in mijlocul incertitudinii si al distrugerii. Tensiunile

sociale si violenta cu care se confrunta Teresa Margolles

in lucrarile sale nu sunt specifice doar Mexicului sau
Americii Latine, ci reflecta o realitate globala. Astfel,
seria rezoneaza puternic cu ciclurile continue de
stramutare, violenta si instabilitate economica care
traverseaza granitele, modeland vietile celor prinsi in
spatiul liminal dintre tari. Femeile venezuelene atrag
atentia asupra intersectiei dintre migratie, memorie
colectiva si fractura socials, oferind o meditatie
profunda asupra conditiei umane intr-o lume tot mai
definita de instabilitate si schimbare continua.

Migrante venezuelene in fata réului Rio Grande. Ciudad Judrez, Mexic /
Venezuelan migrants in front of the Rio Grande. Ciudad Juarez, Mexico

Fotografie / Photography
70 x 100cm
Courtesy of the artist and Galerie Peter Kilchmann, Zirich / Paris

Venezuelan migrants in front of the Rio Grande.
Ciudad Juarez, Mexico and Venezuelan woman

in temporary shelter is a part of a series about
Venezuelan women migrants in Ciudad Juarez,
Mexico, at the border with the United States. These
works are part of artist’s ongoing commitment to
the city of Juarez; one of the most important cities
along the Mexican Northern border. The city has
been known over the last 20 years for the brutal
murders of hundreds of women, known as femicide,
a theme at the center of many of Margolles previous
works. In this new series the artist highlights the
presence of Venezuelan women who are mainly
waiting to cross the border and to reach the Unites
States, seeking safety and work away from their
country. The artist engages with the realities of
forced migration focusing on the daily struggles of
Venezuelan women. Even if the women are captured
in a devasted and rundown streets of Juarez, they
stand proudly, as if they were asserting themselves
amidst both uncertainty and destruction. The

social tensions and violence that Teresa Margolles is
dealing in her works are not just typical for Mexico
or Latin America, but their entanglement is more
global. This series powerfully echoes the ongoing
cycles of displacement, violence, and economic
instability that cross borders, shaping the lives of
those caught in the liminal space between countries.
The Venezuelan women draw attention to the
intersection of migration, collective memory, and
societal fracture, offering a poignant meditation

on the human experience in a world increasingly
defined by instability and constant flux.



Silvia Moldovan

Silvia Moldovan (n. 1983, Sannicolau Mare, Romania)
traieste si lucreaza in Timisoara. Inconjuraté de
animale inca din copilarie, a dezvoltat o intelegere
de Arte si Design din Timisoara (2008-2013). in

timpul navetei zilnice, gasea adesea pasari ranite,
porumbei, mierle, vrabii si ciori, pe care le adapostea
si le ingrijea. Aceasta pasiune s-a transformat in timp
intr-o dedicare fata de ingrijirea pasarilor. Pe masura
ce numarul pasarilor nereintegrabile crestea si nevoia
de spatii adecvate se amplifica, artista a fost nevoita
sa se mute de mai multe ori intre 2009 si 2022, in
Timisoara si in zonele invecinate. In 2017 a co-fondat
Asociatia Culturala si Ecologica Sepale, dedicata
naturii, animalelor si artei. Ghidata de principii precum
veganismul si traiul sustenabil, Silvia Moldovan a
urmarit sa creeze un impact pozitiv in lume. Din vara
anului 2022 artista locuieste in SEPALE Bird Sanctuary,
refugiu permanent pentru pasari si alte animale,
construit de la zero cu ajutorul celor dragi.

Silvia Moldovan (b.1983, Sannicolau Mare, Romania)
lives and works in Timisoara. Surrounded by

animals from a young age, she developed a deep
understanding of their care, and began studying at the
Faculty of Arts and Design in Timisoara (2008-2013).
During her daily commute, she often found injured
birds, including pigeons, blackbirds, sparrows, and
crows, which she took in and cared for. Over time, this
passion evolved into a dedication to bird rehabilitation,
ultimately leading her to become a caretaker. As the
number of non-releasable birds grew, so did the
demand for suitable facilities, Silvia Moldovan was
forced to relocate several times within Timisoara and
into its surrounding areas between 2009 and 2022. In
2017, she co-founded Asociatia Culturala si Ecologica
Sepale, an organization dedicated to nature, animals,
and art. Guided by principles such as veganism and
sustainable living, she strove to make a positive impact
on the world. As of the summer of 2022, the artist

has made the SEPALE Bird Sanctuary her home and a
permanent refuge for birds and other animals, built
from the ground up, with the help of loved ones.

Turnul porumbeilor / Pigeon Tower, 2025
Instalatie / Installation, 460x120x120 cm
Credits: Sinziana & Luca (for volunteering work)
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Turnul porumbeilor este o instalatie artistica
functionala menita sa raspunda prezentei
porumbeilor in mediul urban, oferindu-le un
sanctuar, dar si integrand interventia umana
pentru controlul numarului lor. Avand o inaltime
de 4,6 metri si o latime de 1,2 metri, turnul
poate adaposti 100 de perechi de porumbei,

in spatii special proiectate pentru a le oferi

un mediu sigur si confortabil. Cuiburile sunt
amplasate la o inaltime de peste 2,5 metri, pentru
a le proteja de interferenta umana. Instalatia
include, de asemenea, un mic pridvor ca intrare
si o camera de depozitare pentru materiale
necesare, precum scari, unelte de curatare si
oua false. Exteriorul deschis la culoare, cu linii
gravate subtil in lemn si pigmenti fluorescenti,
ofera lucrarii valoare functionala si estetic,
atragand atentia atat ziua, cat si noaptea. Din
20713 Silvia Moldovan a conceput solutii pentru
porumbeii urbani, concentrandu-se pe salvare,
adaposturi contraceptive si educatie. Asa cum
activitatea artistei atrage atentia asupra prezentei
porumbeilor in oras, tot asa ea reflecta asupra
modului in care anumite istorii, comunitati si
naratiuni au fost adesea marginalizate sau uitate.
Prin aceasta instalatie, artista ridica intrebari
critice despre relatiile dintre vietile umane si
non-umane in spatiile urbane, invitand publicul
sa regandeasca felul in care se imparte mediul in
care traim. Lucrarea pledeaza pentru o abordare
mai etica si mai empatica in gestionarea spatiilor
comune, promovand o constientizare profunda a
legaturilor dintre toate fiintele vii.

The Pigeon Tower is a functional art installation
designed to address the urban presence of pigeons,
offering a sanctuary for them while integrating
human intervention for population control.
Standing 4.6 meters tall and 1.2 meters wide, the
tower accommodates 100 nesting pairs of pigeons,
with specially designed spaces that offer a safe,
comfortable environment for the birds. The nests
are positioned above a safety height of 2.5 meters,
ensuring their protection from human disturbance.
The installation also includes a small porch as

an entrance and a storage room for necessary
materials such as ladders, cleaning tools, and fake
eggs. With its light chromatic exterior, subtly
engraved wooden lines, and the use of fluorescent
pigments, the tower offers both functional and
aesthetic value, drawing attention during the day
and night. Since 2013, she has designed solutions for
urban pigeons, focusing on rescue, contraceptive
lofts, and education. Just as Silvia Moldovan's work
brings awareness to the urban presence of pigeons,
it mirrors how certain histories, communities,

and narratives have often been marginalized or
erased. Through the installation, she raises critical
questions about the relationships between

human and non-human lives within urban spaces,
inviting the audience to reconsider the way we
share our environments. The work advocates

for a more compassionate, ethical approach to
managing our shared spaces, urging reflection on
how our cities can evolve to accommodate all
species and fostering a deeper awareness of the
interconnectedness of all living beings.
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Nasterea unui sanctuar al pasarilor /
The Birth of a Bird Sanctuary, 2019-2024
Fotografie / Photography

Courtesy of the artist

Sanctuarul SEPALE, casa pentru pasari domestice si salbatice
nerapitoare, pentru corvide (sténcute, cotofene, gaite, diverse specii
de ciori), dar si pentru alte animale, situat in apropierea Timisoarei,
este fondat de Silvia Moldovan (artist4, ingrijitoare de pasari) si Alin
Spiridon (programator, pasionat de tehnologie), amandoi impartasind
credinta in spatii comune pentru oameni si alte animale. Scopurile
Sanctuarului sunt acelea de a oferi adapost si un trai frumos pasarilor
care nu pot fi eliberate (domestice sau salbatice cu dizabilitati), de a
oferi spatii pentru ingrijirea si vindecarea pasarilor séalbatice ce urmeaza
a fi eliberate (ajunse ranite, bolnave, otrivite, imblanzite), de a oferi

un refugiu animalelor afectate de agricultura intensiva practicata in
zona, precum si de a sensibiliza oamenii in problemele de mediu si in
legatura cu drepturile animalelor prin diverse actiuni cultural-artistice
si educationale. in Sanctuarul SEPALE incercam sa facem posibild o
realitate in care drepturile celorlalte animale sunt respectate, dreptul
de a exista fara a servi in niciun fel unor interese umane, dreptul de a fi
tratate ca persoane, ca fiinte care simt emotii, comunica, isi construiesc
familii, atasamente, comunitati, care isi pretuiesc propria viata la fel ca
fiecare dintre noi. Intr-o lume dominat3 de specia uman, ne dorim

sa cream posibilitatea unui alt tip de interactiune, in care interventiile
asupra Naturii sa fie minime, in care observarea si ingrijirea atat a
animalelor, cat si a plantelor, atentia si respectul fata de viata ce ne
inconjoara, sa ne ofere sansa de a invata cum sa fim oameni mai buni,
mai empatici, mai creativi. (Silvia Moldovan, Maria Crista)
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The SEPALE Sanctuary, a home for domestic and non-predatory wild
birds, for corvids (jackdaws, magpies, jays, various crow species), as
well as for other animals, is located near Timisoara and was founded by
Silvia Moldovan (artist, bird caretaker) and Alin Spiridon (programmer,
technology enthusiast), who believe in shared spaces for humans

and other animals. The Sanctuary’s goals are to provide shelter and

a beautiful life for birds that cannot be released (either domestic

or wild birds with disabilities), to create spaces for the recovery and
rehabilitation of wild birds that are to be released (arriving injured,
sick, poisoned, or tamed), to offer refuge to animals affected by the
intensive agriculture practiced in the area, and to raise awareness about
environmental issues and animal rights through various cultural, artistic,
and educational initiatives. At SEPALE Sanctuary, we strive to make
possible a reality in which the rights of other animals are respected—
the right to exist without serving any human interests, the right to

be treated as persons, as beings who feel emotions, communicate,
build families, attachments, communities, and who value their own
lives just as much as each of us does. In a world dominated by the
human species, we aim to create the possibility of a different kind

of interaction, one in which interventions in Nature are minimal, and
where the observation and care of both animals and plants, attention,
and respect for the life that surrounds us, offer us the chance to learn
how to be better, more empathetic, and more creative human beings.
(Silvia Moldovan, Maria Crista)



I3 Comenduirea Garnizoanei - Etaj

Alban Muja

Alban Muja (n. 1980, Mitrovica, Kosovo) este un artist
contemporan si cineast kosovar, stabilit in Berlin

si Pristina. Influentat in principal de procesele de
transformare sociald, politica si economica din regiunea
extinsa si imprejurimile acesteia, el investigheaza teme
istorice si sociopolitice, conectandu-le la propria sa
pozitie actuala in Kosovo. In 2019 Muja a reprezentat
Pavilionul Republicii Kosovo la cea de-a 58-a editie

a Bienalei de la Venetia, cu proiectul sau video in

trei canale intitulat Family Album. Expozitii la care

a participat: cea de-a 75-a editie a Berlinalei (Forum
Expanded), Bienala Manifesta 14, Pristina, Muzeul Ludwig,
Budapesta, Muzeul MAXXI, Roma, Centrul Experimental
de Arte MOMus, Salonic, Muzeul de Arta Kumu,

Tallinn, Muzeul de Arta din Guangdong, Muzeul de Arta
Contemporana, Skopje, James Gallery, New York, Muzeul
de Arta Moderna si Contemporana, Rijeka, Galeria
Nationald Zacheta, Varsovia, Galeria Skuc, Ljubljana,
Galeria Nationala a Kosovo; Galeria Gagosian, Beverly
Hills, Galeria Nationala Slovaca; Staatliche Kunsthalle,
Baden-Baden, a 28-a editie a Bienalei de Grafica de la
Ljubljana, nGbK, Berlin, Galeria Nationala de Arte, Tirana.

Douazeci si cinci de ani dupa rapirea sa in timpul
Razboiului din Kosovo, pictorul Skender Muja
povesteste o istorie de supravietuire extraordinara. in
ultimele luni tumultuoase ale razboiului, Muja si multi
alti cetateni albanezi din Mitrovica au fost capturati in
timp ce incercau sa fuga din Kosovo. Au fost retinuti
intr-o fosta scoala transformata in centru de detentie,
unde s-au confruntat cu frica, inchisoarea si un destin
incert. Constient pe deplin de ce erain joc, Muja a
luat o bucata de creta si a inceput sa deseneze. Filmul
surprinde acest moment crucial prin doua perspective
vizuale alternante: una il arata pe Muja desenand un
portret, iar cealalta surprinde chipurile tensionate si
atente ale celorlalti detinuti, care sperau in tacere ca
desenul lui s3-| salveze. Povestit chiar de Muja, filmul
imbina reflectiile sale despre puterea transformatoare
a artei cu reconstituiri ale experientei traite. Cred cd
portretul m-a salvat este o marturie emotionanta
despre rezilients, ilustrand cum creativitatea poate
deveni un instrument de supravietuire chiar si in cele
mai opresive circumstante.

Alban Muja (b. 1980, Mitrovica, Kosovo) is a Kosovar
contemporary artist and filmmaker based in Berlin
and Prishtina. Influenced primarily by the processes
of social, political, and economic transformation

in the wider region and its surroundings, he
investigates history and socio-political themes,
linking them to his position in Kosovo today. In
2019, Muja represented the Republic of Kosovo
Pavilion at the 58th Venice Biennale with his
three-channel moving image project Family
Album. Selected exhibitions: 75th Berlinale (Forum
Expanded); Manifesta Biennale 14, Prishtina; Ludwig
Museum, Budapest; MAXXI Museum, Rome; MOMus
Experimental Center for the Arts, Thessaloniki;
Kumu Art Museum, Tallinn; Guangdong Museum

of Art; Museum of Contemporary Art, Skopje;
James Gallery, New York; Museum of Modern and
Contemporary Art, Rijeka; Zacheta National Gallery
of Art, Warsaw; Skuc Gallery, Ljubljana; National
Gallery of Kosovo; Gagosian Gallery, Beverly Hills;
Slovak National Gallery; Staatliche Kunsthalle,
Baden-Baden; 28th Ljubljana Graphic Biennale;
nGbK, Berlin; National Gallery of Arts, Tirana.

Twenty-five years after his abduction during the
Kosovo War, painter Skender Muja recounts a story
of extraordinary survival. In the final tumultuous
months of the war, Muja and many other Albanian
citizens from Mitrovica were captured while fleeing
Kosovo. They were detained in a former school
turned detention center, faced fear, confinement,
and an uncertain fate. Fully aware of what was at
stake, Muja picked up a piece of chalk and began

to draw. The film captures this pivotal moment
through two alternating visual perspectives: one

of Muja sketching a portrait, and the other of the
tense, watchful faces of his fellow detainees, silently
hoping his drawing would save him. Narrated by
Muja himself, the film blends his reflections on the
transformative power of art with reenactments of
his experience. | Believe the Portrait Saved Me is a
powerful testament to resilience, illustrating how
creativity can become a tool for survival, even in the
most oppressive circumstances.
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Cred ca portretul m-a salvat / | Believe the Portrait Saved Me, 2025

Film, duration 10:00,

Film produs de 038STUDIO din Pristina in coproductie cu AsfaltFilms din Amsterdam
si sprijinit de Kosovo Cinematography Center / Film is produced by the Prishtina
based 038STUDIO in co-production with AsfaltFilms in Amsterdam and supported by
the Kosovo Cinematography Center

Courtesy of the artist

Screening

Program
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Aindrei Nacu
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N 44° 55’ 2.23” E 25° 27’ 22456", 2018

Printuri de arhiva pe hartie Hahnemuhle / Archival prints on Hahnemuhle paper

2 imprimeuri inramate / 2 framed prints, 80 x 166 cm each
Courtesy of the artist

Andrei Nacu (n. 1984, lasi, Romania) este

un artist vizual stabilit intre Londra, Marea
Britanie, si lasi, Romania. Practica sa artistica
exploreaza intersectia dintre memoria
personala si istoria sociala, analizand adesea
tensiunile dintre intimitate si colectiv prin
fotografie documentara, albume de familie

si arhive fotografice. In lucrérile recente,

Nacu isi extinde practica incluzand video-ul,
instalatia si performance-ul, concentrandu-se
pe dimensiunile politice ale artei, pe etica si pe
limitele reprezentarii. Lucrarile sale analizeaza
critic modul in care naratiunile personale se
impletesc cu contexte istorice si sociale mai
largi. A studiat fotografia la University of Wales,
Newport, Marea Britanie si la Universitatea
Nationala de Arte ,George Enescu” din lasi,
Romania, dezvoltand o intelegere profunda a
naratiunii vizuale si a potentialului acesteia de a
influenta discursul public si memoria colectiva.

Andrei Nacu (b. 1984, lasi, Romania) is a visual
artist based between London, UK, and lasi,
Romania. His artistic practice delves into the
intersection of personal memory and social
history, often exploring the tensions between the
intimate and the collective through documentary
photography, family albums, and photographic
archives. In his recent work, Nacu expands

his practice to include video, installation, and
performance, with a keen focus on the political
dimensions of art, ethics, and the limitations of
representation. His work critically engages with
how personal narratives intertwine with larger
historical and social contexts. Nacu studied
photography at the University of Wales, Newport,
UK, and the George Enescu National University
of Arts, lasi, Romania, where he developed a
deep understanding of visual storytelling and its
potential to shape public discourse and memory.
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N 44° 55’ 2.23” E 25° 27’ 22.456” sunt coordonatele

locului in care sotii Ceausescu au fost executati pe 25
decembrie 1989. In aceasti lucrare secventa video de

10 secunde care surprinde momentul executiei este
transformata intr-un model spatial. Cele 270 de cadre
care compun imaginile in miscare sunt reinterpretate

nu ca reprezentari bidimensionale plate (567x706

pixeli), ci ca si cum fiecare pixel ar fi un cub, nu un
patrat, fiecare cadru capatand astfel o grosime de

1 pixel. Asezate secvential, unul in spatele celuilalt,
aceste cadre formeaza un volum — un cuboid — care
devine reprezentarea spatiala a materialului video.

Prima coloana de pixeli din fiecare cadru genereaza
imaginea din stanga, in timp ce ultima coloana genereaza
imaginea din dreapta. Aceasta configuratie a pixelilor
respinge perspectiva monoculara si, evocand modelul
vizual al panoramei, plaseaza spectatorul in interiorul
spatiului reprezentarii, punandu-i la indoiala pozitia in
raport cu acest moment istoric. Asemenea unui ecou
care ricoseaza, distorsioneaza si reconfigureaza sunetul
original, aceasta lucrare reimagineaza materialul de arhiva
intr-o structura tridimensionala, modificand modul in
care istoria este perceputa si experimentata. Lucrarea
pune sub semnul intrebarii ideea unui punct de vedere
istoric unic, reflectand directia generala a expozitiei, care
exploreaza modul in care naratiunile sunt construite,
fragmentate si reasamblate.

N 44° 55" 2.23” E 25° 27 22456 are the coordinates

of the site where the Ceausescus were killed on
25-12-1989. The 10-second footage of the actual
moment of the execution is translated into a spatial
model. All 270 frames that make up the moving
images are reinterpreted not as flat, two-dimensional
representations (567x706 pixels), but as if each pixel
were a cube rather than a square, so each frame
acquires the thickness of 1 pixel. When placed
sequentially, one behind the other, these frames
form a volume — a cuboid — that serves as the spatial
representation of the footage. The first column of
pixels from each frame constitutes the left-side
image, while the last column of pixels from each
frame creates the right-side image. This resulting pixel
configuration rejects monocular perspective and, by
evoking the visual model of the panorama, situates
the spectator within the space of representation,
challenging their position in relation to this historical
moment. Like a ricocheting echo that distorts and
reshapes the original sound, this work reconfigures
archival footage into a three-dimensional structure,
altering how history is perceived and experienced.
This challenges the notion of a singular historical
viewpoint, mirroring the exhibition’s broader
interrogation of how narratives are constructed,
fragmented, and reassembled.
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Marina Naprushkina

Marina Naprushkina (n. 1981, Minsk, Belarus) este

o artista interdisciplinara care traieste si lucreaza

la Berlin. Practica ei se desfasoara in afara cadrelor
institutionale traditionale, implicandu-se adesea in
retele independente si spatii comunitare. in 2007

a fondat Office for Anti-Propaganda, o platforma
pentru angajament artistic si activism legat de politica
vizuala a propagandei. Lucrarile sale exploreaza critic
formele de rezistenta, naratiunile feministe si retelele
de ingrijire, incorporand perspective comune prin
tehnici precum pictura, video-ul si textul. In 2013 a
cofondat Neue Nachbarschaft/Moabit, o initiativa
dedicata construirii unor comunitati incluzive,
marcate sau nu de experienta migatiei. A expus la
nivel international in cadrul unor bienale importante,
precum Kyiv Perennial (2024, 2023, 2017), Bienala de

la Bucuresti (2012), Berlin Biennale (2011) si Bienala de
la Istanbul (2009). De asemenea, a avut expozitii la
Kunstmuseum Bochum (2024), Kunsthaus Graz (2023),
EMST — Muzeul National de Arta Contemporana
(2022), Galeria Arsenat din Biatystok (2021), Mystetskyi
Arsenal din Kyiv (2021) si Kunsthalle Wien (2020).

Marina Naprushkina (b. 1981, Minsk, Belarus) is an
interdisciplinary artist living and working in Berlin.

Her practice is rooted in working beyond traditional
institutional frameworks, often engaging with self-
organized networks and grassroots spaces. In 2007, she
founded the Office for Anti-Propaganda, a platform
for both artistic and activist engagement with the visual
politics of propaganda. Her work critically explores forms
of resistance, feminist narratives, and networks of care,
incorporating intersectional and feminist perspectives
across media such as painting, video, and text. In 2013,
she co-founded Neue Nachbarschaft/Moabit, an
initiative dedicated to building inclusive communities
with and without migration experience. Naprushkina’s
work has been presented internationally, including

at major biennials, such as Kyiv Perennial (2024, 2023,
2017); Bucharest Biennale (2012); Berlin Biennale (2011);
and Istanbul Biennial (2009). She has also exhibited at
Kunstmuseum Bochum (2024); Kunsthaus Graz (2023);
EMST — National Museum of Contemporary Art (2022);
Galeria Arsenat in Biatystok (2021); Mystetskyi Arsenal in
Kyiv (2021); and Kunsthalle Wien (2020).

Pasarile sunt alaturi de oameni /
Birds With the People, 2023

Imagini din expozitie /

Exhibition view: PSM, Berlin, 2023
Photo credits: Marjorie Brunet Plaza
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Seria Pdasdrile sunt aldturi de oameni consta in

covoare pictate de mari dimensiuni, cu doua fete, care
reprezinta impletirea rezistentei politice cu memoria
colectiva si cu traditiile artistice uitate. Ancorate in
istoria recenta a protestelor din Belarus, in special cele
legate de manifestatiile anti-guvernamentale din anii
2020 si de influenta tot mai mare a Rusiei incepand cu
razboiul din Ucraina, aceste lucrari functioneaza ca acte
de rememorare si solidaritate. Titlul face referire la un
mesaj publicat de organizatia de protectie a mediului,
APB — Bird Life Belarus, care a sustinut protestatarii
pasnici in 2020 prin mesajul ,Pasarile sunt alaturi de
oameni”. Ulterior, ca multe alte ONG-uri din Belarus,
APB a fost declarata extremista si desfiintata, exemplu
al represiunii autoritare care reduce la tacere societatea
civila. Seria se leaga si de istoria artei locale, facand
referire la ,divan’, un covor pictat din tesaturi tesute
manual, popular in satele din Belarus, Polonia si Ucraina,
si la experimentele avangardiste ale grupului UNOVIS
din anii 1920, la Vitebsk. In timp ce UNOVIS a intrat in
istoria artei, covorul a fost marginalizat ca mestesug
domestic, anonim si feminizat. Prin revendicarea
divanului ca mediu de rezonanta politica si culturala,
Naprushkina contesta aceste ierarhii si reincadreaza
spatiul domestic ca loc al rezistentei si al grijii.
Prezentate in cadrul Bienalei Art Encounters, covoarele
ei sunt un ecou al greutatilor locale si transnationale,
reflectand fracturile sociopolitice largi si construind
solidaritati poetice dincolo de granite si istorie.

The series Birds With the People consists of large-
format, double-sided painted carpets that weave
together political resistance, collective memory, and
overlooked artistic traditions. Rooted in the recent
history of protest in Belarus — particularly the mass
anti-government demonstrations of the 2020s and
Russia’s growing influence since the war in Ukraine — the
works function as acts of remembrance and solidarity.
The title references a phrase posted by APB — Bird

Life Belarus, an environmental protection NGO that
expressed support for peaceful protestors in 2020 with
the words “Birds with the people.” Like many other
NGOs in Belarus, APB was later declared extremist and
shut down — an example of authoritarian repression
silencing civil society. The series also engages with local
art histories, referencing both the “divan” — a painted
rug made of self-woven fabric popular in rural Belarus,
Poland, and Ukraine — and the avant-garde experiments
of the UNOVIS group in 1920s Vitebsk. While UNOVIS
went on to make art history, the rug was marginalized as
anonymous, feminized domestic craft. By reclaiming the
“divan” as a medium of political and cultural resonance,
Naprushkina challenges these hierarchies and recenters
the domestic sphere as a site of resistance and care.
Presented within the framework of the Art Encounters
Biennial, Naprushkina's rugs reverberate with both local
and transnational struggles, reflecting broader socio-
political fractures while forging poetic solidarities across
borders and histories.
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Raluca Popa

Raluca Popa (n. 1979, Fagaras, Romania) a studiat la
Byam Shaw School of Art — Central Saint Martins,
Londra si la Universitatea de Arta si Design din Cluj.
Traieste si lucreaza la Berlin. Expozitii selectate
includ: here we have it / here we have not (cu
Seda Mimaroglu), Schleuse, Viena (2024), Images of
the Good Life in the East, Lutnita, Chisindu (2024),
Danube Dialogues Festival, Novi Sad (2024), Titen:
Embodied Knowledge, Bienala Jogja 17, Yogyakarta
(2023), Source, Gaep, Bucuresti (2023), 22 Women
Artists, Stations, Berlin (2022), Sinopale 8, Bienala
Internationala Sinop, Turcia (2022), Goodbye,
Sarotti!, Soft Power Project Space, Berlin (2021),
Cadence: Video Poetry Festival, Northwest

Film Forum, Seattle (2021) si Viral Self-Portraits,
MG+MSUM, Ljubljana (2020). Popa este membri a
Collection Collective si a The Experimental Station
for Research on Art and Life, Silistea Snagovului.
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Raluca Popa (b. 1979, Fagaras, Romania) studied at
Byam Shaw School of Art — Central Saint Martins,
London, and The University of Art and Design, Clu;.
She lives and works in Berlin. Selected exhibitions
include: here we have it / here we have not (with
Seda Mimaroglu), Schleuse, Vienna (2024); Images
of the Good Life in the East, Lutnita, Chisinau
(2024); Danube Dialogues Festival, Novi Sad (2024);
Titen: Embodied Knowledge, Biennale Jogja 17,
Yogyakarta (2023); Source, Gaep, Bucharest (2023);
22 Women Artists, Stations, Berlin (2022); Sinopale
8, International Sinop Biennial, Turkey (2022);
Goodbye, Sarotti!, Soft Power Project Space, Berlin
(2021); Cadence: Video Poetry Festival, Northwest
Film Forum, Seattle (2021); and Viral Self-Portraits,
MG+MSUM, Ljubljana (2020). Popa is a member of
Collection Collective and The Experimental Station
for Research on Art and Life, Silistea Snagovului.
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Poem exploreaza notiunile de lizibilitate, vizibilitate
si perceptie, invitand privitorul sa adopte o pozitie
specifica in spatiu pentru ca lucrarea sa ,functioneze”.
Inspirata de principiile optice ale experimentului
Rochester Cloak, lucrarea include o baza lunga din
lemn care sustine patru lentile de dimensiuni diferite.
Privitorul trebuie sa se pozitioneze intre lentilele
centrale, unde un fragment din volumul Love Songs
dispare complet din campul vizual. Textul, demontat
in fasii, se estompeaza cand este aliniat corect cu
lucrarea, simbolizand conflictul si tensiunea prezenta
in mesajul sau. Disparitia temporara a textului reflecta
fragilitatea si subiectivitatea sensului, evocand teme
precum invizibilitatea si dezradécinarea. In contextul
temei curatoriale a ecoului a Bienalei Art Encounters,
Poemul lui Popa reflecta istoria stratificata si
perspectivele in continua schimbare ale Timisoarei.
Asa cum textul din lucrare dispare in functie de
pozitia privitorului, tot astfel istoriile complexe

ale orasului, referitoare la migratie, memorie
colectiva si conditiile post-comuniste, sunt constant
remodelate si reinterpretate de cei care le intalnesc.
Lucrarea lui Popa devine un ecou al luptei continue
pentru recunoastere, in care istoriile, identitatile

si experientele sunt intr-o permanenta cautare a
vizibilitatii, adesea ascunse sau distorsionate de
naratiunile dominante, dar care continua sa rezoneze
in spatiile si vietile celor care le traiesc.

(Un text inspirat din textele Mihaelei Chiriac.)

Poem, 2023

Poem is a work that engages with the notions of
legibility, visibility, and perception, inviting the viewer
to assume a specific position in space for the work to
“function”. Drawing inspiration from the optical principles
of the Rochester Cloak experiment, the piece features
a long, slim wooden base supporting four lenses of

two different sizes. The artwork requires the viewer to
position themselves between the central lenses, where
a text — specifically a fragment from Seda Mimaroglu’s
Love Songs — vanishes when the correct viewpoint

is taken. The text, dismantled into strips, disappears
when aligned with the artwork, symbolizing the conflict
and tension inherent in its own message. The fleeting
disappearance of the poem speaks to the fragility and
subjectivity of meaning, echoing themes of invisibility
and displacement. In the context of the Art Encounters
Biennial’s curatorial theme of “echo,” Popa’s Poem
mirrors the layered history and shifting perspectives

of Timisoara. Just as the text in the artwork vanishes
depending on the viewer’s position, the city’s complex
histories of migration, collective memory, and post-
communist conditions are continuously reshaped and
reinterpreted by those who engage with them. Popa'’s
piece becomes an echo of the ongoing struggle for
recognition, where histories, identities, and experiences
persist in their search for visibility, often concealed or
distorted by dominant narratives, yet forever resonating
through the spaces and lives that bear witness to them.
(A text based on the writings of Mihaela Chiriac.)

Placaj, 4 lentile, plexiglas, aluminiu, fasii de carton cu text din Seda Mimaroglu, Love Songs, Blue
Figure Press, 2021, pp. 4-5 / Plywood, 4 lenses, plexiglass, aluminum, cardboard strips with text
from Seda Mimaroglu, Love Songs, Blue Figure Press, 2021, pp. 4-5

15x 11,7 x 120 cm

Courtesy of the artist & Gaep, Bucharest
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6 lucrari de control (Culturd civica) / 6 School Test Papers (Civic Culture), 1993/2016
Text scris de mana pe hartie dictando / Hand-written text on lined paper, approx. 21 x 14 cm fiecare / each
Courtesy of the artist
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6 lucrari de control (Culturd civicd) porneste de la arhiva
personala a Ralucai Popa, constand in teste de gimnaziu
din 1993, axate pe teme precum proprietatea, salariul

si greva. Scrise la scurt timp dupa 1989, o perioada de
schimbare profunda in Romania, testele primesc cele mai
mari note, cu toate ca trateaza superficial subiectele, fara
a reflecta schimbarile istorice recente. Interventiile minime
ale artistei asupra acestor documente personale constituie
un element central al practicii sale, prin care exploreaza
memoria, istoria si experientele generationale ale
transformarilor sociale. Lucrarea devine o reflectie asupra
modului in care generatia artistei a fost prinsa intr-o

stare de amnezie colectiva, incapabila sa inteleaga sau sa
proceseze pe deplin schimbirile sociale si politice traite.

6 lucrdri de control (Culturd civicd) rezoneazé cu tema
bienalei, ecoul, ilustrand modul in care transformarile
istorice, in special cele din perioada postcomunista, sunt
absorbite de fiecare, influentand memoria personala si
constiinta colectiva. Asa cum istoria orasului rezoneaza in
prezent, lucrarea lui Popa investigheaza naratiunile uitate
sau ignorate de propria sa generatie, atragand atentia
asupra intelegerii fragmentare a istoriei intr-o lume aflata
in schimbare rapida si asupra implicatiilor mai largi ale
fragmentarii in societate in contextul unor sisteme politice
si economice in continua transformare.

(Un text inspirat din textele lui Ciprian Muresan.)

The work draws from Raluca Popa's personal archive of
middle school test papers, dating back to 1993, addressing
the subjects of property, wage, and strike. Written
shortly after 1989, a time of profound change in Romania,
the tests are graded with the highest marks, but they
reflect a superficial treatment of these subjects, failing

to acknowledge the recent historical shifts. Popa’s use of
personal documents, such as these test papers, is a central
feature of her work, as she minimally intervenes with
them to explore memory, history, and the generational
experience of social transformation. The work becomes

a reflection on how Popa’s generation was left in a state
of collective amnesia, unable to fully comprehend or
process the social and political changes they experienced.
Within the exhibition, 6 School Test Papers resonates
with the theme of “echo,” as it reflects how historical
shifts, particularly those stemming from post-communist
conditions, ripple through generations, affecting both
personal memories and collective consciousness. Just

as city’s history echoes in the present, Popa’s work
examines the forgotten or overlooked narratives of her
own generation, drawing attention to the fragmented
understanding of history in a rapidly changing world, and
the broader implications of societal fragmentation under
shifting political and economic systems.

(A text based on the writings by Ciprian Muresan.)
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|_arisa Siltar

Larisa Sitar (n. 1984, Baia Mare, Romania) traieste si lucreaza in
Bucuresti. La scurt timp dupa absolvirea sectiei de Fotografie
si Imagine Dinamica la Universitatea Nationala de Arte din
Bucuresti, practica sa a evoluat de la imagini bidimensionale
spre instalatii obiectuale si in situ. Lucrarile sale investigheaza
transformarile peisajului social si cultural in relatie cu

istoria politica, schimbarile socioeconomice, transformarile
tehnologice si legatura umana cu mediul natural. Combinand
0 gama variata de tehnici, Sitar imbina frecvent procese
digitale cu metode artizanale traditionale, creand un dialog
intre trecut si prezent. In centrul practicii sale se afla interesul
pentru materialitate si memorie colectiva, materialele sunt
alese nu doar pentru calitatile lor formale, ci si pentru
rezonanta culturala si capacitatea lor de a evoca semnificatii
istorice sau simbolice. Instalatiile ei functioneaza ca reflectii
critice asupra patrimoniului, identitatii si naratiunilor
stratificate incorporate in spatiul fizic si arhitectural.

Robust Boast series, 2022

Basorelief, MDF, vopsea de perete / Bas-relief, MDF, wall paint, 100 x 90 x 4 cm
Courtesy of the artist

Photo: ® New Folder Studio / Mihaela Vezentan

Larisa Sitar (b. 1984, Baia Mare, Romania)
lives and works in Bucharest. Soon after
graduating in Photography and Moving
Image at the National University of Arts

in Bucharest, her practice evolved from
two-dimensional imagery to encompass
object-based and site-specific installations.
Her work investigates the shifting landscape
of social and cultural values in relation

to political histories, socio-economic
transformations, technological change,

and humanity’s entanglement with the
natural environment. Drawing on a wide
range of techniques, Sitar often blends
digital processes with traditional, artisanal
methods, creating a dialogue between the
past and present. Central to her practice is
a concern with materiality and collective
memory — materials are selected not just for
their formal qualities, but for their cultural
resonance and ability to conjure historical
or symbolic meaning. Her installations act
as critical reflections on heritage, identity,
and the layered narratives embedded within
physical and architectural space.
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Robust Boast series, 2019

Basorelief, MDF, vopsea de perete / Bas-relief, MDF, wall paint, 140 x 80 x 4 cm
Courtesy of the artist

Photo: © Alexandra Bertels

Seria Robust Boast reuneste un grup de basoreliefuri
sculpturale care examineaza globalizarea motivelor
arhitecturale clasice occidentale si adoptarea acestora

ca simboluri emblematice in afara Occidentului.
Concentrandu-se asupra transformarilor arhitecturii est-
europene de dupa anii 1990, Larisa Sitar analizeaza modul

in care locuintele clasei muncitoare au inceput sa integreze
elemente decorative imprumutate din stiluri occidentale
idealizate, reflectand o dorinta de aliniere la standarde
percepute de frumusete si prestigiu. Aceste alegeri estetice,
adesea contradictorii, dezvaluie aspiratii culturale profunde,
dar si o interpretare eronata a semnificatiei originale a
acestor simboluri. Sitar subliniaza totodata cum functiile
ritualice si sacre ale acestor motive, candva asociate

cu ofrande, arme si spatii ceremoniale, au fost in mare
parte uitate. Ceea ce pana nu de mult avea o incarcatura
simbolica profunda a devenit azi ornament de serie, lipsit
de context, dar purtand in continuare urme ale unui trecut
stratificat. Combinand mestesugul traditional cu procese
digitale 3D, seria reflecta acest ecou cultural care imbina
referintele istorice cu adaptarile locale, avand ca rezultat
lucrari elegante si contemplative. In contextul Bienalei Art
Encounters, Robust Boast rezoneaza cu discursul curatorial
prin angajamentul fata de supravietuirea simbolurilor
culturale si fata de modurile in care acestea reverbereaza

in timp si spatiu. Lucrarile vorbesc despre istoria stratificata
a locurilor, reflectand totodata tranzitiile postcomuniste,
transformarile sociale si idealurile fragmentate modelate de
estetica neoliberala globala.

The series Robust Boast presents a group of sculptural
bas-reliefs that examine the global commodification
of classical Western architectural motifs and their
adoption as status symbols outside the West. Focusing
on the post-1990s transformation of Eastern European
architecture, Larisa Sitar explores how working-

class homes began to integrate decorative elements
borrowed from idealized Western styles, reflecting a
desire to align with perceived standards of beauty and
prestige. These aesthetic choices of clash and reveal a
deeper cultural aspiration, a misreading of the symbols’
original meanings. Sitar also highlights how the ancient,
ritualistic functions of such motifs, once tied to sacred
offerings, weapons, and ceremonial spaces, have been
largely forgotten. What were once deeply symbolic
have now become mass-produced ornaments,
stripped of their context yet still carrying traces of
their layered past. Combining traditional craftsmanship
with 3D digital processes, the series reflects on this
cultural echo, merging historical references with local
adaptations to form elegant, contemplative works. In
the context of the biennial, Robust Boast resonates
with the curatorial discourse by engaging with the
afterlives of cultural symbols and the ways in which
they reverberate across time and geographies. The
works speak to the layered history of places, while
also reflecting on broader post-communist transitions,
social transformations, and the fractured aspirations
shaped by global neoliberal aesthetics.
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Marlk Verlam

Mark Verlan (n. 1963, Cocieri, Republica Moldova — d.
2020, Chisindu, Republica Moldova) a fost un artist
multidisciplinar cunoscut pentru umorul sau acid si
ironia cu care aborda istoria, a carui opera a sfidat
adesea categorizarile, impletind absurdul cu reflectia
profunda. Practica sa de desen implica frecvent
personaje imaginare, imbinand fantezia cu realitatea
in detalii grafice remarcabile, combinand schite
observationale cu scene imaginare, dintr-o fascinatie
fata de posibilitatile alternative ale vietii. Prin
realizarea de obiecte, Verlan a construit un univers
propriu, pe care l-a numit Regatul Moldovei, unde
relicvele, hartile si simbolurile se uneau intr-un taram
artistic suveran, iar satira se contopea cu comentariul
social si politic profund. Folosind materiale
recuperate, pe care le transforma prin juxtapuneri
ludice sau chiar suprarealiste, operele sale capatau
deseori forma unor artefacte autentice, realizate
manual. Drept urmare, creatia lui rAmane o marturie a
libertatii artistice si a rebeliunii creative.

Mark Verlan (b. 1963, Cocieri, Republic of Moldova

- d. 2020, Chisinau, Republic of Moldova) was a
multidisciplinary artist known for his sharp wit and
ironic take on history, whose work often defied
categorization, intertwining absurdity and profound
reflection. Verlan’s drawing practice oftentimes
featured imaginary characters, merging, fantasy

and reality in striking graphic detail, intertwining
observational sketches with imagined scenes, driven
by his fascination with fictional and alternative life
possibilities. Through object-making, Verlan crafted
a self-contained universe he called the Kingdom of
Moldova, where relics, maps, and symbols coalesced
into a sovereign artistic realm and satire blended
with profound social and political commentary. By
forging objects from found materials and imbuing
them with new meanings through playful even
surreal juxtapositions, the works he created often
manifested as authentic handmade artifacts. As

a result, his work remains a testament to artistic
freedom and creative rebellion.

The Potato Digger, 1996
Creion pe hartie / Pencil
on paper, 43 x 31 cm,
fata-verso / double-sided
Courtesy of Lutnita Gallery
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Lucrarile lui Mark Verlan, profund ancorate in traditii
academice, submineaza si reimagineaza naratiunile
istorice printr-o lentila satirica si jucausa. Desenele
sale minutioase ridica banalul cotidian la un nivel
simbolic, combinand rigoarea academica cu o ironie
subtila a absurditatilor existentei. Una dintre cele mai
provocatoare lucréri ale sale este Sdgeata (1991), o
sculptura expusa impreuna cu un proces-verbal de
amenda emis de politia din Chisinau in 2016, dupa

ce Verlan a lovit accidental cu lucrarea o masina
parcata. Acest obiect, care leaga absurdul interventiei
birocratice de expresia artistica, exemplifica abilitatea
unica a lui Verlan de a condensa contradictiile vietii in
gesturi artistice unice. Incidentul evidentiaza echilibrul
fragil dintre rigoarea legii si absurditatile cotidiene pe
care artistul le dezvaluia cu umor si claritate.

Selectia de desene ale lui Verlan rezoneaza profund cu
discursul curatorial al bienalei, in special cu modul in
care aceasta exploreaza istoria stratificata a Timisoarei,
unde spatiile expozitionale functioneaza ca repere
dinamice ale trecutului si prezentului orasului. Lucrarile
sale, precum Sdageata, definesc notiunea de istorie nu
doar prin reflectarea momentelor individuale, i si prin
critica sistemelor sociale absurde care perpetueaza
conflictul, guvernarea si birocratia. Astfel, arta lui Verlan
devine in acelasi timp oglinda si provocare, construind
un dialog intre istorie, absurd si lumea contemporana.

13l

Sageata / Arrow, 1991

Lemn, pene / wood, feathers, 77 cm
Courtesy of Lutnita Gallery

Photo Credits: Veronica Negrila

Mark Verlan's works, deeply grounded in academic traditions,
subvert and reimagine historical narratives through a lens of
playful satire. His intricate drawings take everyday life and
elevate its mundane elements, blending academic rigor with
a tongue-in-cheek critique of the absurdities of existence.
One of his most thought-provoking pieces is The Arrow
(1991), a sculpture displayed in conjunction with a police fine
issued in Chisinau, in 2016, after Verlan accidentally struck

a parked car with the artwork. This object, which bridges
the absurdity of bureaucratic intervention and artistic
expression, exemplifies Verlan's unique ability to distill life’s
contradictions into singular artistic gestures. The incident
underscores the delicate balance between the seriousness
of law and the underlying absurdities inherent in daily life,
which Verlan often seeks to expose.

Verlan's selection of drawings resonates deeply with the
curatorial discourse of the biennial, particularly how the
biennial explores Timisoara’s layered history, with its sites
serving as dynamic touchstones for the city’s past and
present. Verlan's works, like The Arrow, engage with the
notion of history, not only reflecting on individual moments
but also on the absurdities of societal systems that
perpetuate conflict, governance, and bureaucratic structures.
Through this connection, Verlan's art serves as both a
reflection of and a challenge to the societal echoes that
reverberate through the city, creating a dialogue between
the historical, the absurd, and the contemporary.
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Rosario Zorraquimn

Rosario Zorraquin (n. 1984, Buenos Aires, Argentina)
a studiat la Universidad Nacional de Arte. A fost

bursiera Kuitca la Universidad Torcuato di Tella si a
participat la rezidente artistice la Banff Centre for Arts
and Creativity in Alberta, Canada; Fundagédo Armando
Alvares Penteado (FAAP) in Sao Paulo, Brazilia; si
Performing Arts Forum (PAF) in St. Erme, Franta. Prin
experimente sensibile in jurul limbajului si al practicii
de urmarire a experientei umane, Zorraquin cauta noi
spatii si lumi sincronice prin picturile si instalatiile sale.
Inspirata de samanism, magie si psihanaliza, artista
foloseste un sistem propriu de simboluri pentru a
realiza ritualuri care dau voce gandurilor nerostite ale
prietenilor si necunoscutilor. Astfel, creeaza dialoguri
care devin naratiuni interioare ale panzelor ei diafane,
lucrarile sale functionand ca recipiente, ca porti ce
exista intr-un teritoriu de granita.

Suntem nepoatele tuturor
vrdjitoarelor care n-au putut

fi arse niciodata / We Are the
Granddaughters of All the Witches
Who Could Never Burn, 2025
Cerneala si acrilic pe panza dein /
Ink and acrylics on linen, 114 x 94 cm
Photo credits: Luis Corzo

Rosario Zorraquin (b. 1984, Buenos Aires, Argentina)
studied at the Universidad Nacional de Arte. She was
a Beca Kuitca scholar at the Universidad Torcuato di
Tella and participated in residencies at the Banff Centre
for Arts and Creativity in Alberta, Canada; Fundagao
Armando Alvares Penteado (FAAP) in Sio Paulo, Brazil;
and Performing Arts Forum (PAF) in St. Erme, France.
Through probing experiments around language and
the practice of recording human experience, Zorraquin
seeks new spaces and synchronous worlds through
her paintings and installations. Inspired by shamanism,
magic, and psychoanalysis, the artist uses a self-made
system of symbols to conduct rituals that verbalize
the unvoiced thoughts of friends and strangers. She
creates dialogues that become the inner narratives of
her diaphanous canvases, as her work functions as a
container, a portal, existing in a borderland.
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Suntem nepoatele tuturor vrdjitoarelor care n-au
putut fi arse niciodatd este o lucrare puternica,
inspirata de miscarea de protest feminista care a
capatat amploare in Argentina in ultimii ani. Miscarea
Ni Una Menos, aparuta in 2015, reprezinta vointa
feminista colectiva si hotarata de a combate violenta
patriarhala si abuzurile indreptate asupra femeilor si
asupra dizidentilor normelor de gen. in fiecare an, pe
3 iunie, au loc proteste care scot la lumina inegalitatile
de gen, sensibilizeaza publicul cu privire la aceste
probleme si cer masuri urgente sub forma unor
politici care sa raspunda acestor nedreptati. Sloganul
»Suntem nepoatele tuturor vrajitoarelor care n-au
putut fi arse niciodata” functioneaza atat ca strigat de
luptd, cat si ca omagiu adus generatiilor de femei care
au luptat pentru autonomie si egalitate. Lucrarea lui
Zorraquin rezoneaza profund cu acest mesaj, aducand
un omagiu rezistentei feministe din toate generatiile.
Prin integrarea de imagini si inregistrari audio din
protestele feministe desfasurate in intreaga America
Lating, artista evidentiaza multiplele niveluri ale luptei
ce unesc aceste miscari, o continuare a luptelor istorice
pentru drepturile femeilor, dar si o nevoie urgenta de
schimbare in prezent. Lucrarea subliniaza intersectia
dintre timp si spatiu, amintindu-ne ca lupta feminista
este profund ancorata in istorie, dar este si intens
traita in prezent, in special in Argentina natala a artistei.
Miscarea Ni Una Menos si protestele asociate sunt

un raspuns direct la violenta de gen si la inegalitatea
omniprezenta care rasuna de-a lungul timpului si
dincolo de granite. Asemenea temelor abordate in
Bienala Art Encounters, aceasta lucrare subliniaza
modul in care istoriile rezistentei reverbereaz, iar
lupta pentru justitie si egalitate transcende contexte
geografice si politice specifice.

We Are the Granddaughters of All the Witches Who
Could Never Burn is a powerful artwork inspired

by the feminist protest movement that has gained
momentum in Argentina over the past few years.

The Ni Una Menos movement, which emerged in
2015, represents a collective and resolute feminist

will to combat patriarchal violence and the abuse
faced by women and gender dissidents. On the 3rd
of every June, protests are held to shine a light on the
pervasive gender inequalities, raise awareness about
these issues, and demand urgent action in the form
of policies that address these injustices. The slogan,
“We are the granddaughters of all the witches who
could never burn,” serves as both a defiant rallying
cry and a tribute to the generations of women who
have fought for autonomy and equality. Margolles’
work directly echoes this cry, paying homage to the
legacy of feminist resistance across generations. By
integrating imagery and audio from feminist protests
across Latin America, the artist highlights the layers
of struggle that unite these movements, both a
continuation of historical fights for women'’s rights
and an urgent demand for change in the present. It
underscores the intersection of time and territory,
reminding us that the feminist fight is not only deeply
rooted in history but is fervently embodied in the
present, particularly in the artist’s native Argentina.
The Ni Una Menos movement and its associated
protests are a direct response to the pervasive gender
violence and inequality that echoes through societies
across time and borders. Much like the broader
themes of the biennial, this work underscores how
histories of resistance reverberate, and how the
struggle for justice and equality transcends specific
geographical and political contexts.
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Mariela Chirulescu

Marieta Chirulescu (n. 1974, Sibiu, Romania) traieste in
Berlin, Germania. Lucrarile sale au fost expuse la: Galeria
Fonti, Napoli (2023); Gregor Podnar, Berlin (2021); Plan B,
Berlin (2020); Foksal Gallery Foundation, Varsovia (2019);
Kurimanzutto, Ciudad de México (2016); Kunsthalle

Lingen (2014); White Cube Bermondsey, Londra (2011);
Kunstverein Nurnberg (2011); Kunsthalle Basel (2010);
Kunsthalle Mainz (2009); Projektraum der Temporaren
Kunsthalle, Berlin (2009). Expozitii colective recente

includ: Pictorial Resonance, Galerie Thomas Schulte, Berlin
(2024); Sedimente. Imaginea-materie, Salonul de proiecte,
Bucuresti (2023); todos juntos (toti impreund), Kurimanzutto,
New York (2022); Parthenope, Lighea si alte povesti, Villa
Doria d’Angri, Napoli (2021); Local Talent, Spruth Magers,
Berlin (2020); THE GAP BETWEEN THE FRIDGE AND THE
COOKER, The Modern Institute, Glasgow (2017); #12 / Folies
d’hiver, Villa Medici, Roma (2017); Prezentare 2015 Villa
Massimo, Martin Gropius Bau, Berlin (2016); Image Support,
Kunsthall, Bergen (2016); Painting Forever!, KW Institute for
Contemporary Art, Berlin (2013).

Practica artistica a Marietei Chirulescu este definita de
explorarea abstractiei, concentrandu-se pe procesele de
multiplicare, stergere si de instabilitate inerenta a imaginii,
in diverse medii precum pictura, manipularea digitala si
tehnicile de imprimare. Spre deosebire de multi dintre
contemporanii sai care lucreaza exclusiv cu mijloace
digitale, Chirulescu integreaza imaginea digitala ca referinta
externa, construindu-si compozitiile in jurul golurilor

si imperfectiunilor reprezentarii. Aceste intreruperi ale
coerentei vizuale devin puncte focale, atragand atentia
asupra ,zgomotului” si imperfectiunii prezente in suprafata
aparent neteda a panzei. Lucrarile sale se remarca adesea
printr-o paleta cromatica estompata, restransa, care domina
compozitia, interventiile subtile avand loc in special la
periferia acesteia, unde introduce fragmente din banalul
cotidian. Practica sa chestioneaza una dintre problematicile
fundamentale ale picturii: bidimensionalitatea. Prin

tehnica suprapunerii de straturi, Chirulescu impinge acest
mediu spre un punct al abstractiei care depaseste nevoia
de imitatie realista sau de perspectiva. Astfel, lucrarea
devine o forma autonoma, un spatiu in care abstractia si
reprezentarea coexista fara a se anula reciproc. Focalizarea
sa pe tensiunea dintre ceea ce este vizibil si ceea ce este
ascuns, precum si utilizarea abstractiei pentru a pune sub
semnul intrebarii modelele traditionale de reprezentare,
reflecta tematica bienalei asupra modului in care trecutul
si prezentul se intersecteaza in peisajul urban al Timisoarei.
Lucrarile Marietei Chirulescu ii invita pe privitori sa
reflecteze asupra modurilor in care absenta poate fi la fel
de puternica precum prezenta, deschizand un spatiu de
meditatie asupra lacunelor din memoria colectiva si asupra
dinamicii transformarilor istorice.

Marieta Chirulescu (b.1974, Sibiu, Romania) lives

in Berlin, Germany. Selected solo exhibitions
include: Galeria Fonti, Napoli (2023); Gregor Podnar,
Berlin (2021); Plan B, Berlin (2020); Foksal Gallery
Foundation, Warsaw (2019); Kurimanzutto, Mexico
City (2016); Kunsthalle Lingen (2014); White Cube
Bermondsey, London (2011); Kunstverein Nirnberg
(2011); Kunsthalle Basel (2010); Kunsthalle Mainz
(2009); Projektraum der Temporaren Kunsthalle,
Berlin (2009). Recent group exhibitions include:
Pictorial Resonance, Galerie Thomas Schulte,
Berlin (2024); Sediments. The Matter-Image,
Salonul de proiecte, Bucharest (2023); todos juntos
(all together), Kurimanzutto, New York (2022);
Parthenope, Lighea ed altre storie, Villa Doria
d’Angri, Napoli (2021); Local talent, Sprith Magers,
Berlin (2020); THE GAP BETWEEN THE FRIDGE AND
THE COOKER, The Modern Institute, Glasgow
(2017); #12 / Folies d’hiver, Villa Medici, Rome (2017);
Prasentation 2015 Villa Massimo, Martin Gropius
Bau, Berlin (2016); Image Support, Kunsthall,
Bergen (2016); Painting Forever!, KW Institute for
Contemporary Art, Berlin (2013).
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Marieta Chirulescu’s artistic practice is defined by her
exploration of abstraction, focusing on the processes
of reproduction, erasure, and the inherent instability
of the image across various media, including painting,
digital manipulation, and printmaking. Unlike many of
her contemporaries who create works entirely through
digital means, Chirulescu integrates digital images

as external references, building her compositions
around the gaps and imperfections in representation.
These interruptions in visual coherence become focal
points, drawing attention to the inherent noise and
imperfection within the seemingly smooth surface
of the canvas. Her works often feature muted,
restrained color palettes that dominate the canvas,
with subtle interventions occurring primarily in the
periphery, where she introduces fragments of the

Fara titlu / Untitled (MC / P6, P7, P9, P13, P20), 2020
Glet, pigmenti, imprimare UV pe panza /

Gesso, pigments, UV-print on canvas, 145 x 36,5 x 1,5 cm
Photo Credits: Eric Tschernow

Courtesy the artist and Plan B Cluj, Berlin

mundane and ordinary. Chirulescu’s practice challenges
the fundamental issue of painting: its flatness. Through
the technique of layering, she pushes the medium to a
point of abstraction, outstripping the need for realistic
imitation or perspective. This process pushes the work
into a self-contained form, a space where abstraction and
representation coexist without diminishing one another.
Her focus on the tension between what is visible and
what is obscured, as well as her use of abstraction to
question traditional modes of representation, mirrors the
biennial’s investigation of how past and present intersect
within the urban landscape of Timisoara. Chirulescu’s
work encourages viewers to consider the ways in which
absence can be as powerful as presence, offering an
invitation to reflect on the gaps within collective memory
and the dynamics of historical transformation.
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Siimowe Forti

Simone Forti (n. 1935, Florenta, Italia) este o figura

de referinta in arta performativa contemporana.
Coregrafa, dansatoare, scriitoare si artista, si-a dedicat
cariera explorarii constientizarii rolului chinesteziei,
improvizatiei si relatiei dintre corp si obiect. Forti

a emigrat la Los Angeles in 1938 si a studiat cu

Anna Halprin. Ulterior, s-a alaturat scenei artistice
experimentale din New York, devenind o prezenta
esentiala in dezvoltarea artei performative, a artei
minimale si a artei procesuale. Este considerata o
precursoare a Judson Dance Theater si a colaborat cu
artisti precum Dan Graham si Robert Whitman, dar si
cu compozitori precum Charlemagne Palestine si La
Monte Young. Lucrarile sale continua sa influenteze
generatiile tinere de artisti. Printre expozitiile si
performance-urile sale notabile se numara cele de la
Museum of Modern Art (MoMA), Centre Pompidou,
Hammer Museum, Kunsthaus Basel, Museo Reina
Sofia si Whitney Museum of American Art. Practica sa
inovatoare este esentiala pentru dezvoltarea dansului
si a artei performative din prezent.

News Animation - Ecol Econ Ogy Omy face parte
dintr-o serie inceputa in anii ‘80, in care artista
exploreaza limbajul stirilor, folosindu-| ca material brut
pentru cercetari vizuale si performative. Lucrarea se
contureaza ca o reflectie asupra relatiei dintre limbaj,
imagine si miscare, nascuta ca o reactie personala

la moarteai tatalui ei, cititor pasionat de ziare. Forti
ainceput sa ,citeascd” stirile intr-un mod diferit,
concentrandu-se pe fragmentarea si pe contradictiile
frecvente ale naratiunilor, explorand totodata cum
miscarea poate redefini aceste povesti. In aceasti serie,
figurile desenate, cuvintele si simbolurile abstracte

— precum un copac, o cioara, un fulger — apar intr-o
forma fragmentata, evocand crizele ecologice sau
razboaiele indepartate. Forti imbina astfel personalul
cu globalul, imediatul cu indepartatul. In contextul
Bienalei Art Encounters, lucrarea invita la o analiza
profunda a modului in care limbajul si mass-media
influenteaza perceptia noastra asupra lumii, in special
intr-un oras cu o istorie stratificata si cu interese ce tin
de actualitate. Publicul este provocat sa reconsidere
modul in care circula informatiile — fie ele despre
mediu, migratie sau conflicte geopolitice — si cum
acestea afecteaza constiinta colectiva, lasand adesea
spatii nerezolvate si contradictii. Aceasta lucrare
scoate in evidenta granita fragild dintre experienta
individuala si memoria colectiv, reflectand asupra
relatiilor fluctuante dintre cuvinte, imagini si actiune in
conturarea realitatilor personale si sociale.

Simone Forti (b.1935, Florence, Italy) is a pioneering figure
in contemporary performance art. A choreographer,
dancer, writer, and artist, she has dedicated her career to
exploring kinesthetic awareness, improvisation, and the
relationship between body and object. Forti emigrated
to Los Angeles in 1938 and studied under Anna Halprin.
She later joined New York’s experimental art scene,
where she became a key figure in the emergence of
performance art, Minimal Art, and process-based work.
Forti is considered a precursor to the Judson Dance
Theater and has collaborated with artists like Dan
Graham and Robert Whitman, as well as composers like
Charlemagne Palestine and La Monte Young. Her work
continues to influence younger generations of artists.
Forti’s selected exhibitions and performances include the
Museum of Modern Art (MoMA), the Centre Pompidou,
the Hammer Museum, Kunsthaus Basel, Museo Reina
Sofia, and the Whitney Museum of American Art. Her
groundbreaking work is integral to the development of
dance and performance art today.

News Animation - Ecol Econ Ogy Omy is part of an
ongoing series that began in the mid-1980s, where

the artist engages deeply with the language of news
stories, using them as raw material for her visual and
performative investigations. The work emerges as a
reflection on the interplay between language, image, and
movement, driven by Forti’s response to the personal
loss of her father, who was an avid newspaper reader.
Forti began to “read” the news in a new way, focusing

on the fragmentation and frequent contradiction in

the stories, while exploring the potential of movement
to reframe and give new life to these narratives. In this
series, drawn figures, words, and abstract symbols, such
as a tree, crow, and lightning, appear in fragmented
forms, bringing forward concerns ranging from
ecological crises to distant wars, blending the personal
and the global, the immediate and the remote. In the
context of the Art Encounters Biennial, Forti’s work
invites a profound examination on how language and
media shape our understanding of the world around

us, particularly within the context of a city’s layered
history and contemporary concerns. The work asks

the audience to reconsider how information, whether
about environmental issues, migration, or geopolitical
conflicts, circulates and affects human consciousness,
often leaving unresolved gaps and contradictions. Forti’s
News Animations reflect the porous boundary between
individual experience and collective memory, highlighting
the fluctuating relationships between words, images, and
action, in shaping both personal and societal realities.
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News Animation - Ecol Econ Ogy Omy, 2012

Pix, creion, creion colorat pe hartie /

Pen, pencil, colored pencil on paper,

61 x 455 cm; 637 x 484 x 4 cm (framed)

Courtesy of the Artist and Galleria Raffaella Cortese, Milano — Albisola Superiore
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O consultatie gratuita / A Free Consultation, 2016
Video, duration 17:35

Courtesy of the Artist and Galleria Raffaella Cortese,
Milano — Albisola Superiore

In O consultatie gratuitd Simone Forti prezinté o
explorare contemplativa a miscarii, spatiului si a
intersectiilor din viata moderna. Artista este filmata

la marginea Lacului Michigan, tarandu-se incet spre
zapada. Miscarile sale deliberate, evocand ritmul

lent si metodic al unei reptile sau al unei broaste
testoase, reflecta o calatorie interioara, o apropiere
treptata de apa. Video-ul este acompaniat de un mic
radio care, la un moment dat, transmite un anunt:

,O consultatie gratuita”. Acest detaliu introduce o
nota disonanta, adaugand profunzime lucrarii si
amplificand reflectia asupra existentei contemporane.
Artista declara: ,Nu e foarte clar unde ma aflu, dar

in realitate sunt la marginea Lacului Michigan, unul
dintre cele trei mari lacuri din acea regiune. Si la doar
doi metri de mine este zapada. In video ma tarisc
putin ca o reptila, ca o testoasa. Ma misc incet spre
zapada, spre lac. Titlul lucrarii are legatura cu faptul

ca tin un mic radio in mana si, la un moment dat, aud
un anunt: ,puteti obtine o consultatie gratuita...”. in
cadrul bienalei, miscarea lenta si introspectiva a artistei
prin acest peisaj, contrasteaza cu vocea impersonala

a modernitatii redata de anuntul radiofonic care

rupe armonia scenei naturale cu o oferta gratuita,
subliniind comercializarea existentei contemporane.
Lucrarea rezoneaza cu istoria unui loc in care straturile
trecutului se suprapun cu cele ale prezentului, invitand
la reflectie asupra modului in care actiunile personale
prind contur in fata fortelor externe.

In A Free Consultation, Simone Forti presents a
contemplative exploration of movement, space, and

the intersections of modern life. In this video, Forti is
filmed lying near the edge of Lake Michigan, slowly
crawling toward the snow-covered ground. Her deliberate
movements, evoking the slow, methodical pace of a
reptile or turtle, mirror her inner journey as she gradually
advances toward the lake. The video is accompanied

by a small radio that intermittently broadcasts an
announcement offering “a free consultation,” a statement
that introduces an element of dissonance, adding to

the work’s layered reflections on contemporary life. In
Forti’s own words, “It's not exactly clear where | am, but
in reality, I'm on the edge of Lake Michigan, one of the
three Great Lakes in that region. And just two meters from
where I'm lying, there’s snow. In the video, you can see

me crawling a bit like a reptile, like a turtle. | slowly move
toward the snow, toward the lake. The title of the piece

is linked to the fact that I'm holding a small radio, listening
to it, and at a certain moment, an announcement comes
on saying, ‘you can get a free consultation...”. Within the
biennial, Forti's slow, introspective crawl through the
landscape contrasts sharply with the disembodied voice
of modernity, the radio announcement that disrupts the
natural scene with an offer of something free, highlighting
the commercialization of contemporary existence. The
piece resonates with a history of a place, where layers of
past and present collide, and invites reflection on how we
navigate personal agency amidst external forces.
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In 1968, cercetarile Simonei Forti la Gradina Zoologica
Bioparco din Roma au marcat un moment definitoriu
in parcursul sau artistic, conducand la seria Animal
Studies. Prin observarea miscarilor si gesturilor
animalelor, Forti a initiat o investigatie profunda
asupra potentialului expresiv al corpurilor non-umane,
surprinzandu-le esenta atat prin desen, cat si prin
gesturi performative. Aceasta explorare s-a transformat
intr-o colectie de desene ce redau diverse animale

— precum boi, curcani, struti sau gorile — evidentiind
fluiditatea si forta miscarilor acestora. Seria Animal
Studies, in special lucrarile cu boi, curcani si struti
(1968-2012), actioneazi ca o punte intre observatiile
artistei si arta sa performativa, relevand potentialul
transformator al gestului si al miscarii. Aceste desene
nu sunt doar un studiu continuu al formei animale, ci

si o expresie a capacitatii artistei de a lega miscarile
fizice ale animalelor de actiunile umane. in acord cu
discursul expozitional, lucrarile invita la reflectie asupra
intersectiei dintre prezenta si absenta umang, in timp
ce miscarile animalelor articuleaza naratiuni despre
supravietuire, adaptare si viata in spatiul urban. Forti
deschide astfel un dialog despre marginalizarea sau
redefinirea corpurilor non-umane si despre felul in care
acestea coexistd in spatiile create de oameni.

In 1968, Simone Forti’s research in Rome at the Bioparco
Zoo became a pivotal moment in her artistic journey,
leading to the creation of her Animal Studies. By
observing the movements and gestures of animals,

Forti began a deep investigation into the expressive
potential of non-human bodies, capturing their essence
through both drawings and performative gestures. This
exploration evolved into a collection of drawings that
depict various animals, including oxen, turkeys, ostriches,
and gorillas, emphasizing the fluidity and power of their
movements. The Animal Studies series, particularly the
drawings of Oxen, Turkey, and Ostrich (1968-2012), served
as a bridge between Forti’s observational practice and
her performative work, highlighting the transformative
potential of gesture and motion. These drawings
represent not only an ongoing investigation into the
animal form but also Forti’s ability to link the physicality
of animal movements with human actions. Aligning with
the exhibition discourse, these works invite reflection on
the intersection between human presence and absence
as animals’ movements articulate narratives of survival,
adaptation, and the presence of life in urban spaces. Forti’s
work opens a dialogue around how non-human bodies
have been marginalized or redefined and how these
bodies exist in the spaces that humans create.

][] [ ] [ ]

Studiu de animal — bou, curcan, strut / Animal Study - Oxen, Turkey, Ostrich, 1982

Cerneald pe hartie (set de 4) / Ink on paper (Set of 4)
27 x 32 x 3,8 cm (framed, each)

Courtesy of the Artist and Galleria Raffaella Cortese Milano - Albisola Superiore
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Roberl Gabris

Robert Gabris (n. 1986, Hnusta Likier, Slovacia) este un
artist stabilit in Viena, a cdrui artd examineaza critic
identitatile fluide, aflate in continua transformare, prin
desen si performance experimental. A obtinut diploma
de licenta la Academia de Arte Aplicate din Bratislava
(2010) si diploma de master (Mag.art.) la Academia de
Arte Frumoase din Viena (2014). Practica sa are la baza
naratiuni autobiografice si un angajament profund fata

de proportie si simetrie, reflectand tensiunea dintre
identitate si proiectiile sociale. Lucrarile lui Gabris se
opun excluderii de orice fel si confrunta rasismul sistemic,
utilizand nelinistea artistica drept forma de rezistenta. El
chestioneaza statutul corpului queer in cadrul structurilor
patriarhale, explorand prezenta acestuia in plan fizic,
emotional si psihologic. Desenele sale functioneaza ca
acte de deconstructie, contestand clasificarile rigide si
invitand privitorii sa regandeasca normele impamantenite
in societate. Pentru Gabris, hartia devine o extensie a
propriului corp, continand muschi, oase si organe, aranjate
intr-o ordine aparent logica, dictata insa de forte externe.
Lucrarile sale redefinesc dizolvarea granitelor, respingand
definitiile rigide ale identitatii. Printr-un proces meticulos
de disectie si reconstructie, artistul creeaza un spatiu
metamorfic, in care corpul este liber sa se reinventeze,
sfidand binaritatea impusa si revendicand autonomia.

Robert Gabris (b.1986, Hnusta Likier, Slovakia) is a Vienna-
based artist whose work critically examines fluid and
evolving identities through drawing and experimental
performance. He earned his B.A. from the Academy of
Applied Arts in Bratislava (2010) and his Diploma (Mag.
art.) from the Academy of Fine Arts in Vienna (2014).

His practice is rooted in autobiographical narratives and

a deep engagement with proportion and symmetry,
reflecting the tension between self-identity and societal
projections. Gabris's work resists exclusion and confronts
systemic racism, using artistic unrest as a means of
resistance. He interrogates the queer body’s existence
within patriarchal frameworks, exploring its presence
across physical, emotional, and psychological experiences.
His drawings function as acts of deconstruction,
challenging rigid classifications and inviting viewers to
rethink established norms. For Gabris, paper becomes

an extension of his own body — layered with muscles,
bones, and organs, arranged in a supposedly logical order,
an order that has been dictated by external forces. His
work negotiates the dissolution of boundaries, rejecting
rigid definitions of identity. Through a meticulous process
of dissection and reconstruction, he creates a shape-
shifting space where the body is free to redefine itself,
challenging imposed binaries and reclaiming autonomy.
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Carte pliabila de anatomie contesta structurile eurocentrice si patriarhale
care impun o cunoastere anatomica standardizata, bazata pe un singur corp
idealizat: alb, musculos, heteronormativ si sénatos. Acest corp, celebrat de
progresul medical si stiintific, a fost mult timp plasat in centrul admiratiei
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colective, consolidand puterea si excluderea. In contrast, corpurile
marginalizate au fost considerate exotice, patologice si supuse violentei.
Cartile pliabile ale lui Gabris se opun acestor structuri hegemonice,
respingand idea unui corp unic. In schimb, ele imbratiseaza diversitatea,
fluiditatea si caracterul evolutiv al corpurilor non-normative — corpuri care
se vindecd, se adapteaza si coexista. Prin desenele sale, Gabris contrazice
epistemologia coloniala care impune clasificari rigide, oferind un spatiu

in care structurile anatomice pot fi reimaginate fara a urmari o ierarhie.

In centrul acestei serii se afla o inim& simbolici — reprezentand iubirea,
grija si emotia. Prin deplasarea accentului de la anatomia mecanicista

la interconectare, Carte pliabila de anatomie ne invita sa reinventam
corpul, dincolo de norme si idei preconcepute. Lucrarea provoaca viziunea
obiectiva, propunand o reinvétare colectiva a corporalitatii, una in care
corpurile nu sunt unitati izolate, ci locuri ale transformarii si ale rezistentei.
Prezentata in cadrul Bienalei Art Encounters, lucrarea lui Gabris amplifica
ideea corpurilor ca arhive vii ale memoriei colective si ale rezistentei, asa
cum istoria stratificata a orasului se reflecta in arhitectura si comunitatile
sale. Intr-un oras marcat de trecutul sau, Carte pliabild de anatomie
provoaca fortele structurale care perpetueaza excluderea, oferind in
schimb o viziune in care diferenta nu este nici condamnat, nici masurata, ci

imbratisata ca trasatura esentiald a existentei umane.

Carte pliabila de anatomie / Anatomical Folding Book, 2023
Desene, dimensiuni variabile / Drawings, variable dimensions
Courtesy of the artist

Anatomical Folding Book challenges Eurocentric, patriarchal
structures that place historically standardized anatomical
knowledge on a singular, idealized body, white, muscular,
heteronormative, and healthy. This body, celebrated in medical
and scientific progress, has long been placed at the center

of collective admiration, reinforcing power and exclusion.

In contrast, marginalized bodies have been exoticized,
pathologized, and subjected to violence. Gabris’s folding books
resist these hegemonic structures, rejecting the notion of an
exemplary body. Instead, they embrace diversity, fluidity, and
the progressive nature of non-normative bodies — bodies

that heal, adapt, and exist collectively. Through his drawings,
Gabris disrupts colonial epistemologies that enforce rigid
classifications, offering a space where anatomical structures
can be reimagined without hierarchy. At the heart of this series
is a symbolic heart — representing love, care, and emotion. By
shifting focus from mechanistic anatomy to interconnectivity,
the Anatomical Folding Book invites us to reimagine the body,
to move beyond measurement and exclusion. It challenges
objectification, proposing instead a collective re-learning of
physicality, one in which bodies are not isolated units, but

sites of transformation and resistance. Presented at the Art
Encounters Biennial, just as the city’s layered history is reflected
in its architecture and communities, Gabris's work amplifies
bodies as living archives of collective memory and resistance. In
a city marked by its past, Anatomical Folding Book challenges
the structural forces that perpetuate exclusion, offering instead
a vision where difference is neither condemned nor measured,
but embraced as an essential feature of human existence.
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Jean Genet

Jean Genet (n. 1910, Paris, Franta— d. 1986, Paris, Franta)
a fost un scriitor, dramaturg si cineast francez. Si-a
petrecut mare parte din tinerete intr-un centru de
reeducare. Incepand cu anii 1930, a dus o viati de
vagabond, traind in lumea interlopa a prostitutiei si a
infractiunilor. A fost arestat in 1940 si gratiat in 1949. In
anii de detentie, Genet a citit intens, si-a completat
formarea si a scris mai multe romane, printre care

Notre-Dame des fleurs (1944), Miracle de la rose (1946)

si romanul sau scris la persoana intai despre lumea
interlopa, Journal du voleur (1949), in care reflecteaza
asupra a ceea ce el numea pasiunea sa pentru rau,

ca opozitie fata de valorile sociale consacrate. Prin
piesa Les Bonnes (1946) care anticipa trasaturi ale
teatrului absurdului, s-a impus drept unul dintre

cei mai importanti dramaturgi ai avangardei. Dupa
anii petrecuti in inchisoare, Genet a scris piesele Le
Balcon (1956) si Les Paravents (196]1), care au urmarit sa
demonteze prejudecatile sociale. Viziunea sa originala
a atras atentia unor mari intelectuali precum Sartre,
iar in 1983 a fost distins cu Premiul de Onoare pentru
Literatura Franceza.

Jean Genet (b. 1910, Paris, France — d. 1986, Paris, France)
was a French writer, playwright, and filmmaker, he
spent much of his youth in a reformatory. Beginning
in 1930, he lived as a globe-trotter and moved through
the underworld of prostitution and crime. Imprisoned
in 1940, he was granted a pardon in 1949. During
Genet's years of imprisonment, he read extensively,
completed his training, and wrote numerous fiction
novels, including Notre-Dame des fleurs (1944),
Miracle de la rose (1946), and his first-person portrait
of the underworld, Journal du voleur (1949), in which
he reflected what he described as his passion for evil,
as opposition to socially established values. With the
play Les Bonnes (1946), which anticipated the features
of the theatre of the absurd, he revealed himself as
one of the avant-garde theatre’s most outstanding
playwrights. After his period of incarceration, Jean
Genet wrote the plays Le Balcon (1956) and Les
Paravents (1961), which sought to expose social
prejudices. His original position attracted such
intellectual heavyweights as Sartre, and in 1983 he was
awarded the Prize of Honor of the French Letters.
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Un cantec de dragoste este singurul film regizat de
celebrul scriitor francez Jean Genet, realizat in 1950.
Plasat intr-o inchisoare de barbati, austera si opresiva,
filmul se desfasoara ca o explorare poetica a dorintei,
izolarii si conexiunii umane. Un gardian voyeurist si
sadic isi supravegheaza detinutii prin mici vizete ale
usilor celulelor, regasind placere in lupta acestora de
a-si pastra autonomia corporala si senzualitatea in ciuda
conditiilor de detentie. Dintre prizonieri, doi barbati
formeaza o legatura tacita, gasind modalitati creative
de a comunica si de a-si exprima dorinta prin peretii
grosi ai inchisorii. Relatia lor, desi fizic constransa, este
profunda, incarcata de intensitate emotionala si erotica.
In ciuda valorii artistice evidente, din cauza reprezentdrii
explicite a homosexualitatii, filmul de 26 de minute

a fost cenzurat si interzis timp de multi ani. La prima
proiectie publica, in 1954, scenele mai explicite fusesera
deja eliminate. Un cantec de dragoste ramane un film
revolutionar, consacrat pentru sfidarea curajoasa a
normelor sociale, pentru portretizarea directa a dorintei
si a intimitatii si pentru imaginile sale tulburator de
frumoase. O marturie a viziunii artistice neinfricate a

lui Genet, filmul capteaza puterea durabila a iubirii si a
dorintei, chiar si in cele mai represive conditii.

Jean Genet’s A Song of Love is the only film directed by
the renowned French writer, created in 1950. Set in an
austere and oppressive men’s prison, the film unfolds

as a poetic exploration of desire, isolation, and human
connection. A voyeuristic and sadistic prison guard
observes the inmates through small peepholes in their
cell doors, deriving pleasure in their struggle to maintain
a sense of bodily autonomy and sensuality despite
confinement. Among the prisoners, two men form an
unspoken bond, devising creative ways to communicate
and express their longing for each other through the
thick prison walls. Their relationship, though physically
constrained, is imbued with deep emotional and erotic
intensity. Due to its explicit yet artistically rendered
depiction of homosexuality, the 26-minute film faced
widespread censorship and was banned for many years.
When it finally received a public screening in 1954, the
more sexually explicit scenes had been cut. A Song

of Love remains a groundbreaking work, celebrated

for its bold defiance of social norms, its raw portrayal
of longing and intimacy, and its hauntingly beautiful
cinematography. A testament to Genet's fearless artistic
vision, the film captures the enduring power of love and
desire even in the most repressive conditions.

Un cantec de dragoste / A Song of Love, 1950
Film alb-negru, mut / Black and white video, silent, duration 26:00
Courtesy of Collectif Jeune Cinéma
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Maria Gutu

Maria Gutu (n. 1996, Republica Moldova) este o artista
care lucreaza in principal cu fotografia, explorand
teme legate de locuri izolate, tinerete, conceptul

de acasa si relatia dintre oameni si mediu. in 2022 a
absolvit Scoala de Fotografie Moderna Docdocdoc din
Sankt Petersburg. Anterior, a studiat cinematografia la
Academia de Muzic3, Teatru si Arte Plastice din Chisinau,
Moldova. In 2018 a fost numita una dintre cele ,30

sub 30” fotografe de catre Artpil. Din 2021 Maria este
membra a platformei Women Photograph. Lucrarile
sale au fost recunoscute la nivel international, portrete
din proiectul Homeland fiind selectate pe lista scurta
a Sony World Photography Awards in 2022 si 2023. In
2023 s5i 2024 a fost nominalizata si a castigat premii in
cadrul initiativei Portrait of Humanity organizate de
British Journal of Photography. De asemenea, a primit o
bursa de mentorat din partea Fundatiei VID in 2023. In
2024 a castigat Leica Oskar Barnack Newcomer Award
pentru proiectul sau de lunga durata, Homeland. Maria
a participat la expozitii colective in diverse tari, inclusiv
Romania, Germania, Marea Britanie, Ungaria etc.

Proiectul Homeland al Mariei Gutu este o explorare
profund personala a identitatii, apartenentei si
dezradacinarii. Inspirata de propriile experiente din
copilarie, seria reflecta timpul petrecut de artista alaturi
de bunicii sai, in nordul indepartat al Moldovei, dupa
ce parintii ei au emigrat pentru munca. Fiind una dintre
cele mai sarace tari din Europa, Moldova se confrunta
cu dificultatile economice, coruptia raspandita si

cu instabilitatea politica, iar emigrarea reprezinta un
raspuns comun la aceste provociri. in ultimele doua
decenii, un sfert din populatia tarii a parasit Moldova

in cautarea unui trai mai bun, in special tinerii. Prin
calatoriile sale prin satele Moldovei, Gutu surprinde
portrete ale copiilor si adolescentilor care impartasesc
experientele sale de emigrare si dorul de acasa.
Legatura lor simpla, directa cu pamantul si animalele
contrasteaza puternic cu greutatile vietii, oglindind
nostalgia artistei pentru familie si trecut. Homeland
devine o cautare poetica a radacinilor, o reconfigurare
continua a sensului de acasa, mai ales pentru generatiile
tinere care se confrunta cu realitatea migratiei. In
cadrul bienalei, Homeland reprezinta o reflectie intima
asupra pierderii si transformarii ideii de acasa, dar

si 0 abordare a impactului mai larg al dezradacinarii

si al nevoii de apartenenta intr-o lume in continua
schimbare. Lucrarile Mariei Gutu reprezinta o marturie
emotionanta a modului in care istoria si experientele
personale se impletesc, modeland identitatile indivizilor
si ale comunitatilor in fata provocarilor migratiei si a
supravietuirii culturale.

Maria Gutu (b. 1996, Republic of Moldova) is an artist
working primarily with photography, exploring themes
of remote places, youth, the concept of home, and the
relationship between humans and the environment.

In 2022, she completed her studies at the Docdocdoc
School of Modern Photography in Saint Petersburg.
Prior to that, she graduated in cinematography from the
Academy of Music, Theatre, and Fine Arts in Chisinau,
Moldova. In 2018, she was named one of Artpil’s 30
under 30’ women photographers. Since 2021, Maria has
been a member of Women Photograph. Her work has
been recognized internationally, with portraits from

her Homeland project shortlisted for the Sony World
Photography Awards in 2022 and 2023. In 2023 and

2024, she was shortlisted and won awards from the
Portrait of Humanity initiative by the British Journal of
Photography. Maria was also awarded a mentorship grant
from the VID Foundation in 2023. In 2024, she won the
Leica Oskar Barnack Newcomer Award for her long-term
project Homeland. Maria has participated in collective
exhibitions across various countries, including Romania,
Germany, the UK, Hungary, etc.

The Homeland project by Maria Gutu is a deeply
personal exploration of identity, belonging, and
displacement. Rooted in her own childhood
experiences, the series reflects Gutu'’s time spent

with her grandparents in Moldova’s remote northern
region after her parents emigrated for work. As one of
Europe’s poorest countries, Moldova faces economic
hardships, widespread corruption, and political
instability, with emigration being a common response

to these challenges. In the past two decades, a quarter
of Moldova’s population has left, particularly young
people in search of better opportunities. Through her
travels across Moldova’s villages, Gutu captures portraits
of children and teenagers who share her experiences of
emigration and the yearning for a home. Their simple,
close connection with the land and animals provides a
stark contrast to the struggles they face, mirroring Gutu’s
nostalgia for family and the past. Homeland becomes

a poetic quest for roots, a home whose meaning
continuously evolves, especially for younger generations
grappling with the reality of migration. Within the
framework of the biennial, Homeland is an intimate
reflection on the loss and transformation of home, while
also addressing the broader impact of displacement and
the search for belonging in a rapidly changing world.
Gutu’s work serves as a poignant reminder of how
history and personal experiences intertwine, shaping

the identities of individuals and of communities as they
navigate the challenges of migration and cultural survival.
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Seria Homeland / Homeland Series

Sororitate / Sisterhood, 2024

Fotografie alb-negru analogica / Analog black-and-white photography,
60 x 60 cm

Courtesy of the artist
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Sky Hopinka

Sky Hopinka (n. 1984, Ho-Chunk Nation/Pechanga
Band of Luisefio Indians, Ferndale, Washington,
SUA) s-a nascut si a crescut in Ferndale, Washington
si a locuit in mai multe orase, inclusiv Palm Springs
si Riverside (CA), Portland (OR) si Milwaukee (WI). La
Portland, a studiat si a predat limba Chinuk Wawa,
o limba indigena nativa din bazinul inferior al raului
Columbia. Lucrdrile sale, video, fotografie si text,
exploreaza teme precum patria indigena si peisajul,
punand accent pe limbaj ca vehicul al expresiei
culturale. Practica lui Hopinka integreaza tehnici
media personale si non-fictionale pentru a examina
complexitatea identitatii, culturii si apartenentei,

cu un accent pe modul in care limbajul modeleaza
legatura noastra cu lumea si reflecta modurile
indigene de cunoastere si existenta. Opera sa
subliniaza importanta pastrarii naratiunilor si
experientelor indigene.

Art Enmcounters

Sky Hopinka (b. 1984, Ho-Chunk Nation/Pechanga
Band of Luisefio Indians, Ferndale, Washington,
USA) was born and raised in Ferndale, Washington,
and has lived in various locations including

Palm Springs and Riverside, CA, Portland, OR,

and Milwaukee, WI. In Portland, he studied and
taught Chinuk Wawa, an Indigenous language
native to the Lower Columbia River Basin. His
work in video, photography, and text explores
themes of Indigenous homeland and landscape,
emphasizing language as a vessel for cultural
expression. Hopinka's practice integrates personal
and non-fictional forms of media to examine the
complexities of identity, culture, and place, with a
focus on how language shapes our connection to
the world and reflects Indigenous ways of knowing
and being. His work highlights the importance of
preserving Indigenous narratives and experiences.




Art Encounters 149

Sunflower Siege Engine impleteste momentele

istorice ale rezistentei indigene cu reflectiile asupra
conditiilor actuale ale suveranitatii si cu caracterul
carceral al sistemului de rezervatie. Lucrarea se inspira
din evenimente importante precum ocuparea insulei
Alcatraz de catre indigeni, reclamarea sitului Cahokia si
repatrierea stramosilor, plasand aceste acte de sfidare
intr-o naratiune mai ampla despre ruptura coloniala.
Aceste momente de rezistenta, reunite, creeaza un
dialog intre luptele trecutului si cele prezente despre
autonomie si drepturile asupra pamantului. Lucrarea
reflecteaza, de asemenea, asupra experientei corporale si
personale a identitatii indigene in lumea contemporana,
acolo unde suveranitatea se intersecteaza cu violenta
istorica si formele persistente de opresiune. In cadrul
bienalei, Sunflower Siege Engine devine o meditatie
asupra modului in care istoriile colonizarii, stramutarii
si rezistentei ne influenteaza intelegerea despre spatiu
si apartenenta. Lucrarea examineaza tensiunea dintre
prezenta si absenta, abordand complexitatea memoriei
si a disparitiei acesteia prin colonizare. In contextul
Timisoarei, unde istoriile migratiei se intrepatrund cu
memoria colectiva si cu un context post-comunist,
lucrarea lui Hopinka aduce in prim plan probleme
globale precum justitia ecologica, fractura politica si
lupta continua pentru autonomie.

Sunflower Siege Engine, 2022
Film, duration 12:23

Sunflower Siege Engine intertwines historical moments
of Indigenous resistance with reflections on the
present-day conditions of sovereignty and the carceral
nature of the reservation system. The work draws
from significant events such as the Indigenous-led
occupation of Alcatraz, the reclamation of Cahokia,
and the repatriation of ancestors, positioning these
acts of defiance within a broader narrative of colonial
disruption. These moments of resistance, woven
together, create a dialogue between past and present
struggles for self-determination and land rights. The
artwork also reflects on the personal, bodily experience
of Indigenous identity in the contemporary world,
where sovereignty intersects with historical violence
and ongoing forms of repression. In terms of the
biennial, Sunflower Siege Engine serves as a meditation
on how histories of colonization, displacement, and
resistance, shape our understanding of place and
belonging. The work examines the tension between
presence and absence, engaging with the complexities
of memory and its erasure through colonization. In
the context of Timisoara, where histories of migration,
collective memory, and post-communist conditions
intertwine, Hopinka's piece speaks to broader global
issues of environmental justice, political fracture, and
the ongoing fight for self-determination.

Sunet / Sound by Courtney Asztalos

Muzica / Music by Room Thirteen

Cu participarea / Featuring: Abby Lord, Richard Oakes
Camera, Sound, Edit: Sky Hopinka

Commissioned by the San Jose Museum of Art and the
Institute of Arts and Sciences at UC Santa Cruz.
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Jumana Marnna

Jumana Manna (n. 1987, Princeton, New Jersey, SUA)
este o artista vizuala si cineasta a carei practica
examineaza modul in care puterea este articulata
prin corp, pamant si materialitate, in special in
raport cu istoriile coloniale si mostenirea locului.
Prin sculptura, film si text, Manna abordeaza
paradoxurile inerente practicilor de protejare,
concentrandu-se pe arhitectura, agricultura si
legislatie. Lucrarile ei exploreaza tensiunea dintre
traditiile moderne de clasificare si conservare si

procesele organice de degradare, viata si regenerare.

Crescuta in lerusalim si stabilita in prezent la

Berlin, practica lui Manna analizeaza critic urmarile
colonialismului, punand adesea sub semnul
intrebarii impactul protejarii atat asupra mediului,
cat si asupra patrimoniului cultural. Abordarea sa
pluridimensionala reflecta un angajament profund
fata de istoria locului, depasind granitele dintre arts,
istorie si cultura materiala.

Jumana Manna (b. 1987, Princeton, New Jersey, USA)

is a visual artist and filmmaker whose work examines
the way power is articulated through the body, land,
and materiality, particularly in relation to colonial
histories and the inheritance of place. Through
sculpture, filmmaking, and occasional writing, Manna
addresses the paradoxes inherent in preservation
practices, focusing on architecture, agriculture, and
law. Her work delves into the tension between
modern traditions of categorization and conservation
and the organic processes of dilapidation, life, and
regeneration. Raised in Jerusalem and currently

based in Berlin, Manna’s practice critically explores
the legacies of colonialism, often questioning the
impact of preservation on both the environment and
cultural heritage. Her multifaceted approach reflects
a deep engagement with histories of place, pushing
boundaries between art, history, and material culture.




Art Encounters

Culegatori surprinde greutatile continue din

jurul practicii de culegere a plantelor salbatice
comestibile in Palestina/Israel, combinand fictiunea,
documentarul si materialul de arhiva pentru a
explora intersectia complexa dintre legislatia

de mediu, traditiile culturale si puterea politica.
Filmat in Inaltimile Golan, Galileea si lerusalim,
filmul evidentiaza impactul legilor israeliene care
restrictioneaza culegerea plantelor native, precum
‘akkoub (asemanator anghinarei) si zaatarul
(cimbru), ducand la amenzi si procese pentru
palestinienii surprinsi recoltand aceste plante. Desi
aceste legi se prezinta ca masuri de protectie a
mediului, multi palestinieni le percep ca instrumente
de instrainare de pamantul natal. Filmul urmareste
traiectoria acestor plante din salbaticie pana in
bucatarie, de la culegatorii care evita autoritatile,
pana in salile de judecata, captand rezilienta

si bucuria care anima aceste traditii, in ciuda
constrangerilor legale.

Interogand politica conservarii, Culegatori ridica
intrebari esentiale despre politica extinctiei: cine
decide ce este considerat disparut si ce traditii,
plante sau istorii sunt permise sa supravietuiasca?
Asemenea bienalei care analizeaza istoriile
stratificate ale Timisoarei, Culegatori invita publicul
sa reflecteze asupra tensiunii dintre conservarea
mediului si suprimarea cunoasterii si practicilor
indigene. Lucrarea duce la o intelegere mai profunda
a fortelor care modeleaza relatia noastra cu
pamantul, sugerand ca modurile in care protejam
sau exploatam natura sunt inradacinate in lupte
sociale si politice mai largi.

Culegatori / Foragers, 2022
2K video, duration 64:00 [still]
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Foragers captures the ongoing struggles
surrounding the practice of foraging for wild
edible plants in Palestine/Israel, blending fiction,
documentary, and archival footage to explore
the complex intersection of environmental laws,
cultural traditions, and political power. Set in
Golan Heights, Galilee, and Jerusalem, the film
highlights the impact of Israeli laws that restrict
the collection of native plants such as the
artichoke-like ‘akkoub and zaatar (thyme), leading
to fines and court cases for Palestinians caught
gathering these plants. While these laws are given
a veneer of a scientific environmentalism, many
Palestinians see them as a tool to further alienate
the people from their land. Manna’s film follows
these plants from the wild to the kitchen, from
the pursuits of foragers evading law enforcement
to courtroom defenses, capturing the resilience
and joy embodied in these traditions despite the
restrictive laws.

By questioning the politics of preservation,
Foragers raises critical inquiries into the politics
of extinction, who decides what is considered
extinct, and which traditions, plants, or histories
are allowed to survive. Just as the biennial
examines the layered histories of Timisoara,
Foragers invites the audience to reflect on the
tension between environmental conservation
and the suppression of indigenous knowledge
and practices. The work calls for a deeper
understanding of the forces that shape how we
relate to the land, suggesting that the ways in
which we protect or exploit nature are inherently
linked to broader social and political struggles.

Co-comisonat de Bienala de Arta din Toronto, Muzeul de Arta Berkeley si Arhiva de Filme a
Pacificului si BAK - basis voor actuele kunst, Utrecht si a fost posibil cu sprijinul generos al
Women Leading Initiative / Co-commissioned by the Toronto Biennial of Art, Berkeley Art
Museum and Pacific Film Archive, and BAK - basis voor actuele kunst, Utrecht, and made

possible with the generous support of the Women Leading Initiative

Courtesy of the artist and Hollybush Gardens, London
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Specii salbatice inrudite urmareste traseul semintelor stocate

in Banca Globala de Seminte din Svalbard, adapostite sub
permafrostul arctic, menite sa asigure viitorul agricol al omenirii

in caz de dezastru. Filmul incepe in 2012, cand un centru sirian de
cercetare agricola este nevoit sa se mute, din cauza razboiului
civil din Siria, din Alep in Liban, unde colectia de seminte,
pastrata anterior in banca din Svalbard, este plantata. Calatoria
acestor seminte din Arctica in Valea Bekaa din Liban traseaza
relatiile complexe dintre vietile umane si non-umane. Filmul

se concentreaza pe implementarea locala a acestui proiect
international de salvare a semintelor, gestionat in principal de
tinere imigrante din Valea Bekaa, evidentiind munca acestora

in contextul eforturilor globale pentru dezvoltarea agriculturii.
Lucrarea evidentiaza tensiunile dintre abordarile industriale, de
mari dimensiuni, privind conservarea semintelor si practicile locale,
organice, ce se dezvolta in Valea Bekaa. Filmul ridica intrebari
esentiale despre biodiversitate, schimbdrile climatice si intersectia
dintre sistemele globale si realitatile locale, toate vazute prin
parcursul semintelor. De asemenea, acesta reflecteaza si asupra
modului in care evenimentele geopolitice, precum razboiul din
Siria, se propaga si afecteaza profund, de multe ori invizibil,
comunitatile si mediile locale. Prin lucrarile lui Manna, suntem
invitati sa reconsideram modurile in care vietile umane sunt
interconectate cu peisajele ecologice si politice care ne inconjoara
si sa intelegem cum actiuni mici, aparent simple, pot avea
consecinte importante in fata crizelor.

Wild Relatives follows seeds stored in the Svalbard Global Seed
Vault beneath the Arctic permafrost, intended as a safeguard for
humanity’s agricultural future in case of disaster. The film begins

in 2012 when a Syrian agricultural research center is forced to

flee the Syrian Civil War in Aleppo to Lebanon, where the seed
collection, which had been preserved in the vault, is planted.

The journey of these seeds through the Arctic to the Bekaa

Valley of Lebanon maps onto the intricate relationships between
human and non-human lives. Wild Relatives focuses on the local
implementation of this international seed-saving project, primarily
overseen by young migrant women in the Bekaa Valley, and
highlights their labor in the context of global agricultural efforts.
The work meditates on the tensions between large-scale industrial
approaches to seed saving and the more organic, localized
practices that emerge in the Bekaa Valley. The film raises important
questions about biodiversity, climate change, and the intersection
of global systems and local realities, all witnessed through the path
of the seeds. It reflects on how geopolitical events like the Syrian
war ripple out to impact local environments and communities

in profound, often unseen ways. Through Manna’s work, we

are prompted to reconsider the ways in which human lives are
intertwined with the ecological and political landscapes around us,
encouraging a deeper understanding of how global systems shape
local realities and how small, seemingly simple actions can have
far-reaching consequences in the face of crisis.
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Specii salbatice inrudite / Wild Relatives, 2018 Screening
2K video, duration 64:00 [still] Program
Courtesy of the artist and Hollybush Gardens, London
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Silvia Moldovan

Seria Turnurile porumbeilor a Silviei Moldovan se
desfasoara ca un elogiu tacut adus coexistentei
urbane, intre beton si pana, orizont si aripa. Ceea ce a
inceput sub forma de schite delicate ale adaposturilor
pentru porumbei s-a transformat intr-o viziune
artistica profund empatica, modelata de ani intregi
petrecuti salvand si ingrijind pasarile bolnave, ranite
sau orfane, printre cele mai neintelese fiinte ale

orasului. Cunoasterea intima a greutatilor lor cotidiene

se reflecta in fiecare desen, insuflandu-le blandete

si scop. Aceste structuri sunt imaginate nu doar ca
adaposturi functionale, ci ca interventii etice, acte de
rezistenta blanda impotriva indiferentei. Porumbarele
ei devin poeme arhitecturale, imbinand utilitatea

cu frumusetea si oferind un plan alternativ pentru

un peisaj urban mai atent. Subliniind perspectiva
antropocentrica asupra dezvoltarii urbane, Moldovan
pledeaza pentru un habitat comun, in care porumbeii
nu mai sunt exclusi, ci acceptati ca locuitori cu
drepturi depline. Ancorata in activitatea ei de la
Sanctuarul de pasari SEPALE de langa Timisoara, seria
poate fi privita ca o punte intre activism si arta, intre
adapost si simbol. Prin desenele sale, artista ne invita
sa reimaginam orasul ca un spatiu al grijii, incluziunii si
respectului reciproc, un loc in care fiecare viata, oricat
de mica, este vazuta si pretuita.

Silvia Moldovan’s Pigeon Towers series unfolds like a
quiet ode to urban coexistence, between concrete

and feather, skyline and wing. What began as delicate
sketches of pigeon shelters evolved into a deeply
compassionate artistic vision, shaped by years spent
rescuing and caring for the sick, the injured, and the
orphaned among the city’s most misunderstood

birds. Moldovan’s intimate knowledge of their daily
struggles informs each drawing, infusing them with
both tenderness and purpose. These structures are
imagined not only as functional shelters but as ethical
interventions — acts of gentle resistance against
indifference. Her dovecotes become architectural
poems, balancing utility and beauty, offering a blueprint
for a more considerate cityscape. In challenging the
human-centric view of urban development, Moldovan
calls for a shared habitat, where pigeons are no longer
excluded but embraced as full cohabitants. Rooted in
her work with the SEPALE Bird Sanctuary near Timisoara,
the series can serve as a bridge between activism and
art, between shelter and symbol. Through her drawings,
she invites us to reimagine the city as a place of care,
inclusion, and mutual respect, where every life —no
matter how small —is seen and valued.
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Turnurile porumbeilor. Schite / Pigeon Towers. Sketches,
2013-2014 (the sketches), 2019-2020 (photographs)
Colaje digitale, fotografie / Digital collages, photography
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Eduardo Navarro

Eduardo Navarro (n. 1979, Buenos Aires, Argentina)
traieste si lucreaza in Uruguay. Lucrarile sale insista
asupra puterii incertitudinii deliberate, intuitiei si
curiozitatii, oferind un spatiu in care limbajul ne permite
sa locuim in entitati non-umane, precum un nor, o
floare sau o caracatit3, si sa ne imaginam cum acestea
comunica si percep lumea. Practica artistului se extinde
asupra mai multor tehnici, precum sculptura, desenul

si performance-ul, invitand participantii sa intre intr-o
stare de contemplatie profunds, care estompeaza
granita iluzorie dintre lumea interioara si cea exterioara.
Printre expozitiile sale personale recente se numara
Proyectos Ultravioleta, Guatemala (2021), Gasworks,
Londra (2020), The Drawing Center, New York (2018), Der
TANK, Basel (2017) si Muzeul Tamayo, Ciudad de México
(2016). Lucrarile lui Eduardo Navarro au fost prezentate
in cadrul Wanas Art Foundation (2024), Bienala
Gherdenia (2022), Bienala de la Toronto (2022), Bienala
de la Sao Paulo (2016, 2010), New Museum Triennial, New
York (2015) si Bienala de la Sharjah (2015). Este bursier in
arte vizuale al Fundatiei Botin.

In Inima se aude din spate, Eduardo Navarro exploreazi
modurile profunde in care perceptia senzoriala si
conexiunea emotionala ne modeleaza intelegerea
despre noi insine si despre relatiile cu ceilalti. Desenul
este realizat cu carbune si culori primare, albastru,

rosu si galben, pe un fundal negru si prezinta figuri
umane care par si radieze energie. In centru, un cerc
rosu simbolizeaza inima, sursa acestei energii. Figurile
par sa vibreze, producand o stralucire bioluminiscenta
asemanatoare cu cea a organismelor care emit lumina
prin vibratie si surescitare. Limbajul vizual estompeaza
granitele dintre o diagrama stiintifica a energiei umane
si 0 harta metafizica a peisajului emotional interior,
invitand la reflectie asupra conexiunii dintre lumea
interioara si cea exterioara. Navarro isi defineste
lucrarile drept ,tehnologii emotionale”, concepute
pentru a incuraja legaturi emotionale mai profunde

cu sine, cu ceilalti si cu lumea inconjuratoare. Aceasta
idee ii invita pe privitori sa mediteze asupra modului in
care se formeaza astfel de conexiuni, nu doar in viata
cotidian, ci si in contexte sociale mai largi. In cadrul
bienalei, lucrarea lui Navarro propune o reflectie asupra
interconectarii in contextul migratiei, traumei istorice si
al memoriei colective. Campurile de energie emise de
figurile umane pot fi vazute ca o metafora a modului
in care istoriile personale si colective rezoneaza prin
indivizi si comunitati. Lucrarea invita la contemplarea
modului in care aceste forte transcend granitele,
indemnand la o conexiune mai profunda cu experienta
umana comuna dincolo de timp, spatiu si frontiere.

Eduardo Navarro (b. 1979, Buenos Aires, Argentina)

lives and works in Uruguay. His works insist on the
power of deliberate uncertainty, intuition and curiosity,
and provide a space where language allows us to
inhabit non-human entities, such as a cloud, a flower,
or an octopus, and to imagine how they sense and
communicate in the world. The artist’s practice expands
to a series of mediums, such as sculpture, drawing,

and performance, and invites those who experience
them to enter a state of deeper contemplation,

which may blur the illusory boundary between the
inside and outside world. His recent solo exhibitions
include Proyectos Ultravioleta, Guatemala (2021);
Gasworks, London (2020); The Drawing Center, New
York (2018); Der TANK, Basel (2017); and the Tamayo
Museum, Mexico City (2016). Eduardo Navarro's work
has been exhibited at the Wanas Art Foundation (2024);
Gherdenia Biennial (2022); Toronto Biennial (2022); Sao
Paulo Biennial (2016, 2010); New Museum Triennial, NYC
(2015); and Sharjah Biennale (2015). He is a Visual Arts
Scholar for the Botin Foundation.

In The Heart is Heard from the Back, Eduardo Navarro
delves into the profound ways sensory perception

and emotional connection shape our understanding

of ourselves and our relationships with others. The
drawing is made with charcoal and primary colors,

blue, red, and yellow, on a black ground, and features
human-like figures radiating energy. At the center,

a red circle represents the heart, the source of this
energy. The figures seem to vibrate, producing a
bioluminescent glow reminiscent of organisms emitting
light through vibration and excitement. This visual
language blurs the boundaries between a scientific
diagram of human energy and a metaphysical map of
the internal emotional landscape, inviting reflection on
the connection between the inner and outer worlds.
Navarro refers to his works as “emotional technologies”
designed to encourage deeper emotional bonds with
oneself, others, and the broader world. This concept
invites the viewer to consider how such connections
come together, not only in everyday life, but also in
broader, societal contexts. In the setting of the biennial,
Navarro’s work invites reflection on interconnectedness
in the context of migration, historical trauma, and
collective memory. The energy fields emitted by the
figures in the artwork can be seen as a metaphor

for how personal and collective histories resonate
through individuals and communities. The piece calls
for contemplation of how these forces transcend
boundaries, urging a deeper connection to the shared
human experience across time, space, and borders.
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Inima se aude din spate / The Heart is Heard from the Back, 2022
Carbune pe hartie neagra / Charcoal on black paper, 212 x 150 cm
Courtesy of TBA21 Thyssen-Bornemisza Art Contemporary Collection
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Claristian Nyampela

Christian Nyampeta (n. 1981, Kigali, Rwanda) este un
artist stabilit in New York, unde dezvolta programe,
expozitii, proiectii, performance-uri si publicatii
concepute ca spatii ale sentimentelor impartasite, ale
gandirii colective si ale actiunilor reciproce. Practica sa
exploreaza modurile in care cadrele culturale si filosofice
comune pot sustine forme alternative de cunoastere si
angajament social. Este coordonatorul Nyanza Working
Group din cadrul ARAC — Another Roadmap School,
care a participat la documenta 15, si conduce in prezent
Boda Boda Lounge 20222024, un festival trans-african
de film si arta video. Proiectele sale recente sau din
prezent includ contributii la cea de-a 14-a Bienala de la
Shanghai (in colaborare cu regizoarea Wanuri Kahiu), la
cea de-a 58-a editie a Carnegie International, Manifesta
14 Prishtina si Bienala de la Istanbul, editia a 17-a. In
2019, a primit Premiul Uniunii Europene in cadrul celei
de-a 12-a editii a Bamako Encounters — Bienala Africana
de Fotografie. In New York coordoneazi African Film
Institute la e-flux, Brooklyn si face parte din Consiliul
de administratie al Storefront for Art and Architecture,
precum si din colectivul editorial al revistei November.

Christian Nyampeta (b.198], Kigali, Rwanda) is an artist
based in New York, where he develops programs,
exhibitions, screenings, performances, and publications
conceived as spaces for collective feeling, cooperative
thinking, and mutual action. His practice explores the
ways shared cultural and philosophical frameworks
can foster alternative forms of knowledge and social
engagement. He convenes the Nyanza Working
Group of ARAC — Another Roadmap School, which
took part in documenta 15, and currently leads Boda
Boda Lounge 2022-2024, a trans-African film and

video art festival. Nyampeta’s recent and ongoing
projects include contributions to the 14th Shanghai
Biennale (in collaboration with filmmaker Wanuri
Kahiu), the 58th Carnegie International, Manifesta 14
Prishtina, and the 17th Istanbul Biennial. In 2019, he was
awarded the European Union Prize at the 12th Bamako
Encounters — African Biennial of Photography. In New
York, he convenes the African Film Institute at e-flux
in Brooklyn and serves on the Board of Directors at
Storefront for Art and Architecture, as well as on the
editorial board of November magazine.
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A intelege si a se exprima este un proiect modular
si in continua transformare, care imbina desenul,
printul, performance-ul, traducerea, sculptura si
video-ul. In centrul séu se afla o examinare critici
a epistemologiei: ,Cum ajungem sa cunoastem
ceea ce stim?”. Ce structuri culturale, istorice

si ideologice modeleaza sistemele noastre de
cunoastere? Ce mostenim, constient sau nu, de

la cei care au venit inaintea noastra? Lucrarea
porneste de la o serie de manuale scolare in limba
franceza, astazi invechite, utilizate in Rwanda

intre 1986 si 1994. Aceste manuale, organizate in
sase volume, reflectand nivelurile ascendente ale
sistemului public de invatamant secundar, sunt
atat instrumente pedagogice, cat si artefacte
culturale. Ele poarta in sine contradictiile mostenirii
coloniale: texte care promoveaza norme sociale
rigide si naratiuni care divizeaza, dar care contin si
poezii, cantece si povesti extraordinare semnate
de figuri literare pan-africane precum Birago Diop.
Proiectul acorda o atentie speciala manualului
Mamadou et Bineta, un instrument de baza al
educatiei coloniale franceze in Africa de Vest,

care a reprezentat poarta de intrare in limba
franceza pentru generatii intregi, inclusiv pentru
Diop si contemporanii sdi, precum Léopold Sédar
Senghor. Parte a Bienalei Art Encounters, lucrarea
lui Christian Nyampeta reflecteaza asupra modului
in care sistemele de cunoastere modeleazs,

dar si fractureaza identitatile culturale. Ea invita
publicul sa mediteze asupra naratiunilor mostenite,
cum pot fi acestea puse sub semnul intrebarii,
reinterpretate si reimaginatate ca parte a unui efort
mai amplu de a construi forme de intelegere mai
incluzive si mai critice.

A intelege si a se exprima / Comprendre et sexprimer, 2022

Cerneali diluata pe hartie asamblata / Diluted ink on assembled paper, 3m x 2m

Courtesy of the artist
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Comprendre et s'exprimer is a modular,
evolving project that spans drawing, print,
performance, translation, sculpture, and
video. At its heart lies a critical examination

of epistemology: “How do we come to know
what we know?” What cultural, historical, and
ideological structures inform our knowledge
systems? What do we inherit, consciously or
not, from those who came before us? The
work takes as its starting point a series of now
outdated French-language schoolbooks used
in Rwanda between 1986 and 1994. These
textbooks — structured in six volumes to mirror
the ascending levels of the public secondary
school system — are both pedagogical tools
and cultural artifacts. They carry within them
the contradictions of colonial legacies: texts
that promote rigid social norms and divisive
narratives, yet also contain extraordinary
poems, songs, and stories by Pan-African
literary figures like Birago Diop. The project
draws particular attention to Mamadou et
Bineta, the foundational textbook used in
French colonial education throughout West
Africa, which served as the entry point to the
French language for generations, including Diop
and his contemporaries such as Léopold Sédar
Senghor. Being part of the Art Encounters
Biennial, Christian Nyampeta’s work reflects on
how systems of knowledge both shape and
fracture cultural identities. It invites viewers

to consider how inherited narratives can be
questioned, reinterpreted, and reimagined as
part of a broader effort to construct more
inclusive and critical forms of understanding.
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Gavril Pop
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Gavril Pop, Objects and Notes on Learning and Making, 2023-present
Tehnica mixta, dimensiuni variabile / Mixed media, variable dimensions
Courtesy of Ivan Gallery
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Gavril Pop (n. 1998, Timisoara, Romania) traieste

si lucreaza in Timisoara. Practica sa artistica este
centrata pe dezvoltarea unui limbaj vizual personal,
bazat pe semne si tipare recurente. Inspirat de
impulsuri subconstiente, artistul reconfigureaza
materiale reciclate, precum coperti de carte, harti si
hartie folosita, integrandu-le in compozitii proprii,
alaturi de forme si simboluri geometrice. Aceste
interventii devin propozitii vizuale care investigheaza
sensul, naratiunea si auto-interpretarea, avand ca
punct focal procesul invatarii si universurile oculte
ale cunoasterii. Pop a studiat pictura si istoria

artei la Universitatea de Vest din Timisoara si este
activ in scena artistica locala in calitate de curator,
scriitor si mediator cultural. Colaboreaza cu spatii
independente, fundatii si organizatii artistice,
contribuind la numeroase expozitii si initiative
culturale. Recent, a coordonat proiecte educationale
interdisciplinare la Indecis Artist-Run, avand ca tema
stiintele naturale si cercetarea artistica. Lucrarile
sale au fost prezentate in cadrul unor expozitii

la Fundatia Art Encounters, Kunsthalle Bega, Ivan
Gallery si alte institutii.

Seria Objects and Notes on Learning and Making
reprezinta o cercetare deschisa asupra jocurilor
pedagogice si de societate, care incorporeaza
interventii geometrice sau textuale pentru a construi
noi sisteme de raportare la lume. Aceste interventii
transforma observatiile cotidiene in forme vizuale
ale invatarii, creatiei si generarii de cunoastere.
Seria propune o reevaluare a modului in care
jocurile si procesele de cunoastere pot functiona
ca instrumente de modelare a unor realitati
alternative, suspendand regulile conventionale in
favoarea explorarii unor moduri noi de existenta.
Prin deconstructia formatelor traditionale, cu
accente speculative si ironice, obiectele create
provoaca paradigmele dominante ale perceptiei, ale
limbajului si ale interactiunii. Ele sustin o abordare
deschisa si reflexiva a lumii contemporane. Utilizand
hazardul, matematica, limbajul si gandirea abstracta,
jocul devine o platforma de testare a unor realitati
posibile. In acest context, lucrarile devin un
instrument critic de analiza a politicii, identitatii si
perceptiei colective. In cadrul bienalei, caracterul
ludic si profund al acestor jocuri invita publicul sa
reflecteze asupra istoriei orasului din perspectiva
posibilului, explorand cum forme alternative de
viata si gandire pot reverbera in tesutul social si
politic al Timisoarei. Prin subminarea perceptiilor
conventionale si generarea unor noi forme de
interactiune cu lumea, aceste lucrari functioneaza
ca meditatii critice si viziuni speculative asupra unei
identitati urbane in continua transformare.

Gavril Pop (b. 1998, Timisoara, Romania) lives and works
in Timisoara, focusing on creating a visual language
through recurring signs and patterns. Guided by
subconscious impulses, he reconfigures elements like
recycled materials — book covers, maps, and discarded
paper — and combines them with his own geometric
shapes and symbols. His process transforms these signs
into visual sentences, exploring meaning, narrative,

and self-interpretation while emphasizing learning and
arcane knowledge systems. Pop studied painting and
art history at the West University of Timisoara and is
active in the local art scene as a curator, writer, and
cultural mediator. He collaborates with independent
art spaces, foundations, and associations, contributing
to exhibitions and cultural programs. Recently, he
managed educational projects on natural sciences and
artistic research at Indecis Artist-Run in Timisoara. His
work has been exhibited at Art Encounters Foundation,
Kunsthalle Bega, Ivan Gallery, and others.

The works in the Objects and Notes on Learning
and Making series are part of an ongoing exploration
into pedagogical and board games that incorporate
geometric or textual interventions, creating new
systems of engagement with the world. These
interventions transform observations into visual
signifiers of learning, creation, and the production

of knowledge and experience. The series reflects

on how games and knowledge-making practices can
function as tools for proposing alternate realities,
where conventional rules are suspended to allow

for the exploration of new modes of existence.

By deconstructing traditional formats, often with
speculative and humorous undertones, these objects
serve to challenge existing paradigms of perception,
writing, and interaction, and encourage a more
transparent and open approach to understanding.
Through the use of chance, mathematics, language,
and abstract thought, the game becomes a platform
for testing potential realities. In doing so, the works
in the series critique and challenge established
attitudes around politics, identity, and mechanisms
of perception. It asks how these structures can be
redefined and re-imagined through play and critical
inquiry. As part of the biennial, the playful yet
profound nature of these games encourages the
audience to reflect on the city’s history through a lens
of possibility, inviting them to explore how alternate
modes of living and thinking could reverberate
through the city’s social and political fabric. By
challenging common perceptions and proposing new
ways of interacting with the world, these works act
as both a critical reflection and a speculative vision
for Timisoara’s evolving identity, echoing the dynamic
relationship between its past, present, and future.
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Larissa Sarvsour

Larissa Sansour (n. 1973, lerusalimul de Est, Palestina)
este o artista palestiniana care a studiat artele plastice

la Londra, New York si Copenhaga. In centrul practicii
sale se afla dialectica dintre mit, documentar si
naratiune istorica. Foloseste adesea SF-ul pentru a
aborda problemele sociale si politice. Realizeaza in
principal filme, dar si instalatii, fotografii si sculpturi. In
lucrarile sale recente, artista a explorat rolul nostalgiei, al
memoriei si al traumei mostenite in conturarea identitatii
personale si nationale. Lucrarile sale au fost prezentate
in festivaluri de film si muzee din intreaga lume. In

2019 a reprezentat Danemarca la cea de-a 58-a Bienala
de la Venetia. In 2020 a fost laureati a prestigiosului
Premiu Jarman (UK). A expus la Tate Modern, MoMA si
Centre Pompidou. Expozitiile personale s-au desfasurat
la: Amos Rex, Helsinki, Gothenburg Konsthall, Suedia,
Whitworth Gallery, Manchester, KINDL, Berlin,
Copenhagen Contemporary, Danemarca, Gifu Museum
of Contemporary Art, Japonia si EMST, Atena. in prezent
locuieste si lucreaza la Londra, Marea Britanie.

Archaeology in Absentia este o instalatie sculpturala
formata din replici de munitie din bronz de 20 cm,
modelate dupa o micd bomba nucleara rusa din perioada
Razboiului Rece. In interiorul fiecarei capsule se afl3

un disc pe care sunt gravate coordonatele geografice
(latitudine si longitudine) ale locurilor in care farfurii din
portelan pictate manual cu modele folclorice au fost
ingropate in Palestina. Prin absenta vizibila a portelanului,
carcasele bombelor si referintele lor citre o locatie
devin artefacte arheologice in absentia. Coordonatele
fiecarei gropi in care au fost asezate portelanurile

au fost stabilite in timpul unui performance real de
ingropare in Palestina. Cincisprezece portelanuri au fost
ingropate strategic in diverse locatii din Palestina/Israel,
in colaborare cu institutii artistice locale. Farfuriile poarta
modelul iconic al keffiyeh-ului si au fost ingropate
pentru a fi descoperite de arheologi ai viitorului.

Odata dezgropate, acestea vor pune sub semnul
intrebarii versiunile curente ale istoriei, avand ca efect o
reinterpretare critica a istoriei. Archaeology in Absentia
se aliniaza perfect in cadrul conceptual al bienalei,
abordand ideea de ecou atat ca reverberatie istorica, cat
si ca mijloc de transformare. Instalatia, prin jocul dintre
absenta si prezenta, reflecta istorii ascunse si readuce in
discutie intrebari legate de memoria culturald, tensiunile
geopolitice si reinterpretarea naratiunilor istorice.

Larissa Sansour (b. 1973, East Jerusalem, Palestine) is

a Palestinian artist who studied fine arts in London,
New York, and Copenhagen. Central to her work is the
dialectics between myth, documentary, and historical
narrative. She often uses science fiction to address social
and political issues. Working mainly with film, Sansour
also produces installations, photos, and sculptures. In
her recent work, the artist has been exploring the role
of nostalgia, memory, and inherited trauma for personal
and national identity. Sansour’s work has been shown

in film festivals and museums worldwide. In 2019, she
represented Denmark at the 58th Venice Biennial. In
2020, she was the shared recipient of the prestigious
Jarman Award (UK). She has shown her work at Tate
Modern, MoMA and Centre Pompidou. Recent solo
exhibitions include: Amos Rex, Helsinki; Gothenburg
Konsthall, Sweden; Whitworth Gallery, Manchester;
KINDL, Berlin; Copenhagen Contemporary, Denmark;
Gifu Museum of Contemporary Art, Japan; and EMST,
Athens. She currently lives and works in London, UK.
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Archaeology in Absentia, 2016/2017
Bronz, aluminiu / Bronze, aluminium
10 sculptures, 20x10cm (each sculpture)

Courtesy of Larissa Sansour and Seren Lind ) o ) )
Installation shot at Amos Rex, Helsinki, Archaeology in Absentia is a sculptural installation of

Credit photo: Tuomas Uusheimo 20-cm bronze munition replicas modeled on a small
Cold War Russian nuclear bomb. The longitudinal and
latitudinal coordinates of a deposit of porcelain plates
hand-painted in folkloric patterns, buried in Palestine,
are engraved on a disc inside each capsule. With the
conspicuous absence of the porcelain, itself, the bomb
shells and their reference to a location represent
archaeological artifacts in absentia. The coordinates
of each porcelain deposit were established during a
real-life entombment performance in Palestine. Fifteen
deposits were buried strategically across Palestine/Israel
in collaboration with local art institutions. The plates
carry the iconic keffiyeh pattern and were deposited
for future archaeologists to excavate. Once unearthed,
they will challenge current versions of history and, in
effect, cause a historical intervention. Archaeology
in Absentia aligns seamlessly with the conceptual
framework of the exhibition by engaging with the idea
of echo, both as a historical reverberation and as a
medium of transformation. The installation, through its
interplay of absence and presence, acts as a reflection
of hidden histories, resurfacing questions of cultural
memory, geopolitical tensions, and the reinterpretation
of historical narratives.
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Johanna Unzuela

Johanna Unzueta (n. 1974, Santiago, Chile) traieste si
lucreaza in Berlin, Germania. Lucrdrile ei se inspira

din mediul natural si din legatura dintre pamant si
fiintele care il locuiesc. Unzueta se conecteaza cu
istoria chiliana prin peisaj, comunitati si practici de
munca, lucrand adesea cu materiale organice indigene
din America Latina. Intr-o practici interdisciplinara

ce cuprinde desen, tesut, instalatie, realizare de
murale si film, artista foloseste materiale comune
precum lemn reciclat, fir, fetru, bumbac, hartie si
pigmenti naturali pentru a evidentia impactul social al
obiectelor cultivate si circulate intr-o economie aflata
in dificultate. Printre expozitiile institutionale recente
se numara DAS MINSK, Potsdam, Germania (2024),
National Museum of Women in the Arts, Washington,
DC (2023), Tate Modern, Londra (2023), The Drawing
Center, New York (2022) si Modern Art Oxford, Marea
Britanie (2020). Lucrarile lui Unzueta se regasesc

in colectiile permanente ale Tate Modern, Londra,
Museum of Modern Art, New York, Whitney Museum
of American Art, New York, The Queens Museum,
New York, MSU Broad Art Museum, East Lansing, Frac

Bretagne, Rennes si Museo de Artes Visuales, Santiago. Johanna Unzueta (b.1974, Santiago, Chile) lives and works

in Berlin, Germany. Unzueta’s work draws on the natural
world and the balance between the earth and its living
counterparts. Unzueta engages with her Chilean history
through its landscape, communities, and labor practices,
often working with organic materials indigenous to
Latin America. In an interdisciplinary practice that spans
drawing, weaving, installation, mural-making, and film,
the artist uses common materials such as recycled
wood, thread, felt, cotton, paper, and natural pigments
to testify to the social impact of grown and circulated
objects within a beleaguered economy. Recent
institutional exhibitions include DAS MINSK Potsdam,
Germany (2024); National Museum of Women in the
Arts, Washington, DC (2023); Tate Modern, London
(2023); The Drawing Center, New York (2022); and
Modern Art Oxford, UK (2020). Unzueta’s work is in the
permanent collections of the Tate, London; Museum of
Modern Art, New York; Whitney Museum of American
Art, New York; The Queens Museum, New York; MSU
Broad Art Museum, East Lansing; Frac Bretagne, Rennes;
and Museo de Artes Visuales, Santiago.

Soarele s-a ascuns in orizontul mintii mele /

The Sun Has Hidden on the Horizon of My Mind, 2024

Paleta de lemn pentru pizza, vopsea indigo, creion pastel, pastel in ulei, cuie, fir de in /
Wood pizza paddle, indigo dye, pastel pencil, oil pastel, nails, linen thread,

50 x 69 x 104 cm

Courtesy the artist and Casey Kaplan, New York
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In Soarele s-a ascuns in orizontul mintii mele,
Johanna Unzueta exploreaza dinamic si intuitiv natura
prin interactiunea dintre diverse medii si discipline.
Inspirata de fascinatia sa continua pentru cosmos,
artista traseaza caile complexe care conecteaza stelele,
planetele si corpurile ceresti, folosindu-se de aceste
sisteme astronomice vaste pentru a ilustra perceptia
sa personala asupra miscarii timpului. Titlul lucrarii
marcheaza o ruptura poetica fata de lucrarile sale
anterioare, care erau denumite in mod traditional
dupa locul si momentul creatiei, si devine o conexiune
intima intre artista si opera sa. Aceasta schimbare duce
la o legatura mai profunda cu memoria si experienta,
deschizand pentru privitori un spatiu mai personal si
subiectiv de intelegere. Suprafata de lemn a lucrarii,
vopsita manual cu indigo, serveste drept panza

pentru desenele formelor geometrice eliptice care

se suprapun si interactioneaza in nuante de verde,
albastru, rosu si auriu. Aceste forme evoca miscarile si
ciclurile cosmice ale universului, accentuand fluiditatea
si interconectarea dintre timp si spatiu. Asa cum
lucrarile lui Unzueta combina materiale si elemente
intr-un mod armonios si ciclic, ele provoaca publicul
sa reflecteze asupra interconectarii dintre timp, spatiu
si experientd, si sa isi imagineze noi modalitati de

a intelege istoria si existenta in contextul narativ in
continua schimbare al Timisoarei.
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In The Sun Has Hidden on the Horizon of My Mind,
Johanna Unzueta creates a dynamic and intuitive
exploration of nature through the interplay of various
mediums and disciplines. Inspired by her ongoing
fascination with the cosmos, the artist draws on the
complex pathways connecting stars, planets, and
celestial bodies, using these vast astronomical systems
to reflect her personal perception of time's motion.
The title, itself, marks a poetic departure from her
previous works, which were traditionally titled according
to their place and time of creation, and becomes

an intimate connection between the artist and her
work. This shift invites a deeper engagement with
memory and experience, inviting viewers into a more
personal, subjective realm of understanding. The work’s
wooden surface, hand-dyed with indigo, serves as a
rich canvas for drawings of elliptical geometries that
overlap and interact in hues of green, blue, red, and
gold. These geometries evoke the celestial movements
and cycles of the universe, emphasizing the fluidity
and interconnectedness of time and space. Just as
Unzueta’s work combines materials and elements in a
harmonious, cyclical manner, it prompts the audience
to reflect on the interconnectivity of time, place, and
experience, challenging us to envision new possibilities
for understanding history and existence in the context
of Timisoara’s evolving narrative.
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Cecilia Vicura

Semiya, 2015

HD video, color, sound, duration 7:43

Courtesy of the artist and Electronic Arts Intermix
(EAI), New York.

© Cecilia Vicufa / ARS, NY / VISARTA Bucuresti, 2025.
Courtesy the artist and Lehmann Maupin, New York,
Hong Kong, Seoul and London.

Cecilia Vicuna (n. 1948, Santiago, Chile) este poets,
performer si artista vizuala, cunoscuta pentru
introducerea termenului de ,arte precario” (arta
precara) in anii 1960, prin care abordeaza teme

precum distrugerea ecologica, drepturile omului si
omogenizarea culturala. A fost exilata la inceputul anilor
1970, dupa lovitura militara impotriva presedintelui
Allende. Opera artistei este influentata de dorinta de

a onora cultura indigena, in special sistemul de scriere
prin noduri Quipu, originar din Anzi. Vicuiia a expus la
nivel international, cu expozitii personale recente la
MoCA North Miami, Witte de With, Rotterdam, Museo
Universitario Arte Contemporaneo, Ciudad de México
si CA2M, Madrid. Lucrarile ei se regasesc in colectiile
unor muzee precum Tate, MOMA, Guggenheim si
Museo de Arte Contemporaneo de Chile. A publicat
27 de carti si semneaza o filmografie diversificata. Este
cofondatoarea platformei Oysi.org, care promoveaza
sistemele de cunoastere indigene. Traieste si lucreaza
intre New York si Santiago de Chile.

Cecilia Vicuna (b.1948, Santiago, Chile) is a poet,
performer, and visual artist who coined the

term “arte precario” (precarious art) in the 1960s,
addressing issues like ecological destruction,
human rights, and cultural homogenization. She
was exiled in the early 1970s after the military

coup against President Allende. The artist’s work

is shaped by a desire to honor indigenous culture,
particularly the Quipu, an Andean knot-record
writing system. Vicuna has exhibited globally,

with recent solo shows at MoCA, North Miami;
Witte de With, Rotterdam; Museo Universitario
Arte Contemporaneo, Mexico City); and CA2M,
Madrid. Her art is collected by museums like the
Tate, MoMA, Guggenheim, and Museo de Arte
Contemporaneo de Chile. She's published 27 books
and has a diverse filmography. Vicuna is co-founder
of Oysi.org which promotes indigenous knowledge
systems. She divides her time between New York
City and Santiago de Chile.
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In Semiya, Cecilia Vicuna oferi o reflectie emotionanta asupra
intersectiei dintre ecologie, memorie si protejarea patrimoniului
cultural, prin actul culegerii semintelor locale pe cale de
disparitie din regiunea Colchagua, Chile. Filmul, realizat pe 28
mai 2015, la poalele Anzilor, este un ,videopoem” ce continua
explorarea de lunga durata a artistei asupra semnificatiei
semintelor si reia o practica inceputa de aceasta in 1971, la
Santiago de Chile, cand a recunoscut rolul vital al semintelor

in péstrarea cunoasterii, a culturii si a lumii naturale indigene.
Pentru Vicufa, semintele simbolizeaza rezilienta, continuitatea
si rezistenta, captand in acelasi timp fragilitatea si forta vietii.
Actul culegerii devine unul intim, un gest de rememorare, o
recunoastere a precaritatii vietii in fata degradarii mediului

si in fata anularii culturale. Lucrarea rezoneaza profund cu
tematica bienalei, unde ideea de ecou invita la reflectie asupra
relatiilor dintre art3, istorie si public intr-un oras modelat de
multiple transformari politice si sociale. In Timisoara, un oras
cu o istorie bogata a migratiei, cu © memorie colectiva activa si
care a fost marcat de tranzitia postcomunistd, lucrarea Vicuniei
functioneaza ca un ecou al istoriei tumultoase a Chile-ului,
trasand paralele intre luptele globale pentru justitie ecologica
si conservarea culturii indigene. Prin acest film, artista provoaca
publicul sa ia in considerare modul in care istoriile ecologice si
culturale sunt interconectate, invitandu-| la o constientizare mai
profunda a responsabilitatilor noastre colective in fata crizei
climatice si a schimbarilor globale.

In Semiya, Cecilia Vicuna offers a poignant reflection on the
intersection of ecology, memory, and cultural preservation
through the act of gathering endangered native seeds in the
Colchagua region of Chile. Filmed on May 28th, 2015, in the
foothills of the Andes, this “video poem” not only continues
her long-standing exploration of the significance of seeds
but also reinvigorates a practice she began in 1971, in Santiago
de Chile, when she first recognized the vital role seeds play
in preserving indigenous knowledge, culture, and the natural
world. For Vicuna, seeds are symbols of resilience, continuity,
and resistance, encapsulating both the fragility and strength of
life itself. The act of collecting them becomes an intimate act
of remembrance, a way of acknowledging the precariousness
of life in the face of environmental degradation and cultural
erasure. This work resonates deeply in the discourse of the
biennial, where the theme of “echo” invites reflection on

the relationships between art, history, and audience in a city
shaped by layers of political and social change. In Timisoara,
a city with a rich history of migration, collective memory, and
post-communist transformation, Vicufa’s work serves as an
echo of Chile’s own turbulent history, drawing connections
between global struggles for environmental justice and the
preservation of indigenous knowledge systems. Through this
piece, Vicuna challenges the audience to consider the ways in
which both ecological and cultural histories are interwoven,
urging a deeper awareness of our collective responsibilities in
the face of climate change and global displacement.
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l_.awrence Abu Hamdanm

Lawrence Abu Hamdan (n. 1985, Amman, lordania)
este cercetator, cineast, artist si activist, cu o
experienta de peste un deceniu in cercetarea
sunetului in contexte legale si politice. Detine

un doctorat acordat de University of London,
concentrat pe rolul sunetului in anchete. In 2023

a fondat Earshot, prima organizatie non-profit

din lume dedicata utilizarii sunetului in sprijinul
drepturilor omului si cauzelor ecologice. Lucrarile
sale au fost utilizate in instanta, inclusiv de catre
Tribunalul pentru azil si imigrare din Marea Britanie
si de Curtea Penala Internationala, precum si in
campanii de advocacy ale organizatiilor Human
Rights Watch si Amnesty International. Abu Hamdan
a expus la nivel international in muzee si bienale
precum MoMA, Tate Modern si Bienala de la
Venetia. Lucrarile sale se afla in colectii importante,
printre care Reina Sofia si MOMA. Printre distinctiile
primite se numara Premiul de Arta Edvard Munch
(2019), Premiul publicului la Bienala de la Toronto
(2020), precum si Premiul Turner (2019), acordat
colectivului de artisti din care facea parte impreuna
cu Helen Cammock, Oscar Murillo si Tai Shani.

Lawrence Abu Hamdan (b.1985, Amman, Jordan) is a
researcher, filmmaker, artist, and activist with over

a decade of experience investigating sound in legal
and political contexts. He holds a doctorate from

the University of London on the role of sound in
investigations. In 2023, he founded Earshot, the
world’s first not-for-profit organization dedicated to
audio for human rights and environmental advocacy.
His work has been used in court, including the UK
Asylum and Immigration Tribunal and the International
Criminal Court, as well as in advocacy campaigns for
organizations like Human Rights Watch and Amnesty
International. Abu Hamdan’s work has been presented
worldwide in exhibitions, publications, and films,
including at MoMA, Tate Modern, and the Venice
Biennale. His works are part of major collections,
including Reina Sofia and MoMA. He has received
numerous awards, including the 2019 Edvard Munch Art
Award and the 2020 Toronto Biennial Audience Award.
For the 2019 Turner Prize, Abu Hamdan, together with
nominated artists Helen Cammock, Oscar Murillo and
Tai Shani, formed a temporary collective that was
jointly granted the award.
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Zifzafa: A Livestream Audio Essay exploreaza
intersectia dintre vant, sunet si rezistenta printr-un
format de livestream. Titlul, derivat dintr-un cuvant
arab care denumeste un vant infricosator, reflecta
povestea sirienilor Jawlani din Inaltimile Golan aflate
sub ocupatie. In 2023 comunitatea a fost tulburati de
construirea turbinei eoliene pe singura portiune de
teren inca accesibila. Desi reglementarile europene
interzic amplasarea acestora la mai putin de 35 m de
locuinte, proiectul prevede instalarea acestora exact
la aceasta distantd, generand un zgomot intolerabil.
Impreuni cu cercetatorii de la Earshot si muzicianul
local Busher Kanj Saleh, Abu Hamdan a creat o simulare
audio-video prin care locuitorii pot experimenta
impactul sonor al turbinelor. Inregistrand sunete din
Gaildorf, Germania, unde exista turbine similare, si
combinandu-le cu inregistrari de teren din Inaltimile
Golan, echipa a creat o simulare sub forma de joc
video. Aceasta le permite locuitorilor s experimenteze
virtual modul in care turbinele le vor afecta mediul.
Utilizarea sunetului in acest proiect reflecta misiunea
bienalei de a explora dinamica istorica si sociala a
stramutarii, incurajand totodata reflectia asupra
relatiilor dintre trecut, prezent si viitor. Simularea
serveste atat ca instrument legal pentru a demonstra
impactul fonic, cat si ca arhiva pentru a pastra sunetele
specifice zonei inainte de instalarea turbinelor. In
aceasta lucrare, publicul este invitat sa asculte aceste
sunete, creand un eseu audiovizual non-linear despre
sunetul autodeterminarii, care surprinde acustica unei
comunitati aflate in pragul unei schimbari ireversibile.

Zifzafa: A Livestream Audio Essay 2024
Video (color, sunet), dimensiuni variabile (raport de proiectie 3219) /
Video (color, sound), variable dimensions (projection ratio 32:19)

17l

Zifzafa: A Livestream Audio Essay explores the
intersection of wind, sound, and resistance through a
video livestream format. The title, derived from the
Arabic word for a shuddering wind, reflects the story

of the dispossessed Jawlani Syrians in the occupied
Syrian Golan Heights. In 2023, political unrest erupted
due to the construction of large wind turbines on land
that remains the last open space for this community.
Despite European regulations, these turbines are
planned to be built as close as 35 meters to homes,
generating intolerable noise that threatens to displace
the residents. Abu Hamdan, in collaboration with
Earshot researchers and Jawlani musician Busher Kanj
Saleh, developed a tool to simulate the impact of the
turbines. By recording sounds from Gaildorf, Germany,
where similar turbines exist, and blending them with
field recordings from Golan Heights, the team created

a video game simulation. This allows residents to
virtually experience how the turbines will affect their
environment. The project’s use of sound shares the
biennial’s mission to explore the historical and social
dynamics of displacement while fostering reflection on
the relationships between past, present, and future. The
simulation serves both as a legal tool to demonstrate the
noise impact and as an archive to preserve the sounds of
the land before the turbines. In this work, the audience
is invited to listen to these sounds, creating a non-linear
audiovisual essay about the sound of self-determination,
capturing the acoustics of a community on the brink of
irreversible change.

Cercetare / Research by Earshot: Lawrence Abu Hamdan, Caline Matar, Fabio Cervi

Design si programare joc / Video game design and programming: Fabio Cervi

Locatii inregistrari / Location sound recording: Adam Laschinger (Gaildorf, Germany), Busher Kanj Saleh (Golan Heights)

Megafon / Megaphone NPC: Shada Safadi, Haneen Ayoub, Youssef Safadi

Sunet / Sound Mix and Master: Enyang Urbiks

Cu multumiri speciale / With Special thanks to: Wael Tarabieh & Shada Safadi
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Maja Bajevic

Maja Bajevi¢ (n. 1967, Sarajevo, Bosnia-Hertegovina)
este o artista care traieste si lucreaza la Paris.
Abordeaza arta cu un spirit critic si ironic, punand

in lumina duplicitatea comportamentului uman, in
special cea legata de putere. Marcata de o viata sub
semnul migratiei, artista investigheaza instabilitatea
politica si tensiunile dintre local si global. Din

anii 1990 operele sale au abordat teme precum
globalizarea, incluziunea/excluderea, exploatarea,
neoliberalismul si efectele acestora. In acelasi timp,
Bajevi¢ revine constant la teme legate de identitate si
apartenenta, evidentiind modul in care acestea sunt
construite sau ,facute imposibile”. Practica sa artistica
include video, instalatie, performance, sunet, text,
mestesuguri, desen, gravura, fotografie si tehnologie.
A avut expozitii personale la: Moderna Galerija,
Ljubljana (2025), Migros Museum, Zurich (2017), The
James Gallery, New York (2012), DAAD Galerie, Berlin
(2012) si Museo Reina Sofia, Madrid (2011). A participat
la expozitii colective precum: Bienala de la Busan
(2018), Haus der Kunst, Minchen (2016), Bienala de la
Venetia (2015), Documenta 12, Kassel (2007). In 2017 a
fost nominalizata la Premiul Marcel Duchamp.
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Maja Bajevi¢ (b. 1967, Sarajevo, Bosnia-Herzegovina) is an
artist who lives and works in Paris, and who takes a critical
and witty approach to art in order to pinpoint duplicities

in human behavior, in particular those involving power.
Informed by the artist’s own migratory life, previous works
emphasized her interest in the contingent nature of political
instability, and the tension between local and global. Since
the mid-1990s, Bajevi¢ has been working on a range of
different issues, encompassing globalization, inclusion/
exclusion, exploitation, neo-liberalism, and their reciprocal
effects. At the same time, she regularly returns to the issue
of personal identity and homeland, and how these are
constituted or “made impossible.” Bajevi¢’s work ranges from
video, installation, performance, and sound to text, crafts,
drawing, printmaking, machinery, and photography. Selected
solo exhibitions include: Moderna Galerija, Ljubljana (2025);
Migros Museum fur Gegenwartskunst, Zurich (2017); The
James Gallery, New York (2012); DAAD Galerie, Berlin (2012);
and Museo Nacional de Arte Reina Sofia, Madrid (201).
Selected group exhibitions include: “Divided We Stand”,
Busan Biennale (2018); Haus der Kunst, Munich (2016); 56th
Venice Biennial (2015); “Documenta 12", Kassel (2007). In 2017,
Bajevi¢ was shortlisted for the Prix Marcel Duchamp.
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In practica sa, Maja Bajevi¢ combina privatul cu publicul,,
personalul cu politicul. Perspectiva sa asupra fenomenelor
globale devine un punct central al dezbaterilor despre
adevar, identitate si apartenenta. Lucrarile sale abordeaza
teme precum abuzul de putere, religia, migratia si
marginalizarea celor straini, explorand in acelasi timp
tensiunile dintre local si global. Seria Arte, Mestesuguri

si statistici investigheaza complexitatea globalizarii si ale
muncii umane, scotand in evidenta contrastul puternic
dintre natura speculativa a economiei globale si realitatea
concreta a productiei. Artista denunta inegalitatile din
structurile capitaliste prin alaturarea broderiei bosniace,
realizata manual de artizani din Sarajevo, cu mecanismele
impersonale ale productiei de masa. Aceste broderii
prezinta date economice, fluctuatii ale veniturilor, rate
ale productivitatii si variatii ale muncii, in compozitii care
amintesc de abstractia geometrica Bauhaus si de lucrarile
textile ale lui Alighiero Boetti. In acelasi timp, ele evoca
traditia broderiei Zmijanje, folosita in mod traditional
pentru ornarea costumelor feminine si a obiectelor de

uz casnic. Prin integrarea unor date economice abstracte
intr-o practica artizanala profund istorica si personala,
Bajevi¢ lanseaza ideea ca munca si productia pot fi
separate de experienta umana. Modelele brodate nu
ilustreaza doar cifre, ele intruchipeaza istorii de rezilienta,
exploatare si adaptare. In aceasta impletire a traditiei cu
modernitatea, a mestesugului cu industria, a trecutului cu
prezentul, artista dezvaluie structurile invizibile de putere
care guverneaza atat viata noastra intima, cat si realitatea
globala, obligandu-ne sa ne intrebam ce este valorizat, ce
este protejat si ce este exclus in logica rece a progresului.
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In her practice, Maja Bajevi¢ disrupts the private

with the public, the personal with the political. Her
perspective on global phenomena becomes the
epicenter of public discussions about truth, identity,
and homeland. Subjects such as abuse of power,
religion, migration, and the marginalization of the
foreign, are central to her work, as is the ongoing
tension between the local and the global. The series
Art, Facts and Crafts explores the complexities of
globalization and human labor, exposing the stark
contrasts between the speculative nature of the global
economy and the tangible reality of production. Bajevi¢
highlights the inequalities embedded in capitalist
structures by juxtaposing the intricate, handmade
tradition of Bosnian embroidery with the impersonal
mechanization of mass production. The embroideries
— created by female artisans in Sarajevo — depict
economic fluctuations, productivity rates, and labor
shifts, forming patterns reminiscent of the geometric
abstraction of Bauhaus and Alighiero Boetti’s textile
works. At the same time, they evoke the heritage of
Zmijanje embroidery, which is traditionally used to
embellish women’s costumes and household items.
This work comes into direct contact with the curatorial
framework of the biennial. By weaving abstract
economic data into a deeply personal and historical
craft, Bajevi¢ challenges the notion that labor and
production can ever be truly detached from human
experience. These embroidered patterns, created by
the hands of artisans, do not merely depict numbers;
they embody histories of resilience, exploitation, and
adaptation. Through this interplay of tradition and
modernity, craft and industry, past and present, Bajevi¢
unravels the hidden power structures that govern both
our intimate lives and global realities, forcing us to
question what is valued, preserved, and erased in the
cold logic of progress.

Arte, Mestesuguri si statistici (Ponderea veniturilor castigate de top 1%, productivitatea muncii, crestere economicd) /
Arts, Crafts and Facts (Share of Income Earned by Top 1%, Labor Productivity, Growth), 2020

Broderie pe bumbac / Embroidery on cotton, 90 x 130 cm
Courtesy of the artist and Galerie Peter Kilchmann Zurich, Paris
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Zeljlka Blaksic

Zeljka Blaksi¢ (n. 1982, Zagreb, Croatia), cunoscuta

si ca Gita Blak, este artista vizual, cineasta si
profesoars, interesata de imaginea in miscare,
performativitatea practicilor de arhivare si istoria
contraculturii. A participat recent la a 17-a Expozitie
Internationala Gjon Mili la Galeria Nationala din
Kosovo, la programul Interdisciplinary Art and
Theory din New York si la rezidenta Visual Studies
Workshop din Rochester, NY. A expus la Muzeul

de Arta Moderna (NY), Kunsthalle Exnergasse
(Viena), Reading International Art Festival (UK),
Anonymous Gallery (NY), ALR. Gallery (NY), The
Kitchen (NY), Framer Framed (Amsterdam), Gallery
Augusta (Helsinki), Urban Festival (Zagreb), SESI
Gallery (S&o Paulo) si The Khyber Center for the
Arts (Halifax). Premii selectate includ: Green DCP
Award la Festivalul 25fps (Zagreb), finalista NYFA
Film/Video, Residency Unlimited & NEA Award (NY),
rezidenta Fondazione Pistoletto (Italia), programul
Museums Quartier (Viena), Recess Session (NY),
ALR. Fellowship (NY), Paula Rhodes Award (NY) si
rezidenta Alserkal Avenue (Dubai). in 2024 a primit
Bursa Ruprecht la University of Vermont si a fost
invitata in cadrul prestigioasei serii de conferinte de
la University of Hartford. E absolventa a unui master
MFA de la School of Visual Arts (SVA) in fotografie,
video si media conexe (NY) si detine o diploma BFA
de la Academia de Arte Frumoase din Zagreb.

Faber

Zeljka Blaksi¢ (b1982, Zagreb, Croatia) AKA Gita Blak is

a visual artist, filmmaker, and educator invested in the
moving image, the performativity of archival practices,
and countercultural histories. She recently participated
in the 17th Gjon Mili International Exhibition at the
National Gallery of Kosovo, the Interdisciplinary Art
and Theory Program in NYC, and the Visual Studies
Workshop Residency in Rochester, NY. Zeljka Blaksi¢
has exhibited her work at Museum of Modern Art (NY),
Kunsthalle Exnergasse (Vienna), Reading International
Art Festival (UK), Anonymous Gallery (NY), A.LR. Gallery
(NY), The Kitchen (NY), Framer Framed (Amsterdam),
Gallery Augusta (Helsinki), the Urban Festival (Zagreb),
Gallery of SESI (Sao Paulo), and The Khyber Center for
the Arts (Halifax). Selected awards include the Green
DCP Award at the 25fps Festival (Zagreb), NYFA Film/
Video Finalist (NY), the Residency Unlimited & NEA
Award (NY), the Fondazione Pistoletto Residency
(Italy), the MuseumsQuartier Program (Vienna), Recess
Session (NY), the A.LR. Gallery Fellowship Program
(NY), the Paula Rhodes Award (NY), and Alserkal
Avenue Residencty (Dubai). In 2024, she received the
Ruprecht Fellowship at the University of Vermont and
was a speaker for the distinguished lecture series at the
University of Hartford. Zeljka holds an MFA from The
School of Visual Arts (SVA) - Photography, Video and
Related Media (NY) and BFA from the Academy of Fine
Arts in Zagreb.

Colectie este o instalatie care include filme experimentale pe 16mm, picturi,
fotografii si o carte de artist. Nucleul acesteia este filmul Stitch the Ruin, care
reflecteaza asupra implicatiilor conceptuale, istorice si sociale ale productiei de
imbracaminte, concentrandu-se pe istoria industriei textile din fosta lugoslavie
(»industriile ruinate”). Titlul Colectie are un dublu sens: face referire atat la
productia sezonierd de mods, cat si la actul de a colectiona. In Stitch the

Ruin, imagini de detaliu ale textilelor vechi, ale hainelor, ale cusaturilor si ale
etichetelor exploreaza stiinta inradacinata in timp si munca. Crescuta in contextul
destramarii lugoslaviei, artista a transformat reutilizarea hainelor second-hand din
targul Hreli¢ intr-o practica bazata pe autonomie si schimb de cunostinte.

in seria Echo, Blaksi¢ utilizeaza tehnici de filmare fara camers si fotografie,
stratificand obiecte precum nasturi, umerase de sarma, camasi sau tacamuri
pentru a crea structuri evocatoare ce reflecta sensuri culturale si istorice

mai ample. Procesul implica elemente fortuite si formeaza autoportrete
dezradacinate. lugoslavia a fost candva lider in productia textila, dar dupa
destramarea sa, industria s-a prabusit, lasand multi muncitori, in special femei, in
conditii precare. Fabricile textile, odinioara centre de ajutor social, care purtau
numele luptatorilor antifascisti, fac parte acum din memoria colectiva care

trebuie conservata.
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Echo Double X, 2024 ongoing

Fotografie / Photography

Dimensiuni variabile / Variable dimensions
Courtesy of the artist

Collection is an installation that includes 16mm experimental films, paintings,
photographs, and an artist book. It centers around Stitch the Ruin, a film
reflecting on the conceptual, historical, and social implications of clothing
production, focusing on the history of the textile industries in the former
Yugoslavia (the “Broken Industries”). The word Collection carries dual meanings:
it refers both to the seasonal production of clothing in the fashion industry and
the act of gathering. In Stitch the Ruin, close-up images of old textiles, garments,
stitching, and tags explore the knowledge embedded in time and labor.

Growing up amid the political turmoil following the disintegration of Yugoslavia,
repurposing secondhand clothing from the Hreli¢ Flea Market became a practice
rooted in agency and skill-sharing.

In the Echo series, Blaksi¢ uses camera-less filmmaking and photography, layering
objects like buttons, wire hangers, shirts, and cutlery to create evocative
structures that echo larger cultural and historical meanings. This process engages
with chance, forming displaced self-portraits. Yugoslavia was once a leading
producer of textiles, but after its breakup, the industry collapsed, leaving many
workers, primarily women, in precarious jobs. The textile factories, once named
after anti-fascist fighters and centers for social redistribution, now stand as a
fading collective memory that must be preserved.



176

Faber

|.oremna Cocioni

Lorena Cocioni (n. 1995, Constanta, Romania) traieste

si lucreaza in Bucuresti, unde practica sa artistica este
profund ancorata in explorarea simturilor corpului si a
aspectelor ritualice ale actiunilor cotidiene, de ingrijire,
precum spalatul, pieptanatul, imbracatul, dezbracatul.
Pe langa lucrarile ceramice, Cocioni utilizeaza o
varietate de materiale, de la pene, sapun si sticla la
forme metalice, pentru a crea o sinteza unica. Piesele
sale sunt in acelasi timp delicate si robuste, evocand

un trecut aproape ancestral, dar sugerand totodata

un viitor neclar. Cercetarile sale recente investigheaza
dualitatea feminitatii, analizand relatia dintre spatiile
interioare si exterioare. Aceste lucrari pun in lumina
corporalitatea feminina in cadrul izolarii domestice,
concentrandu-se pe ritualuri intime, ascunse, care devin
acte de revendicare a puterii. Prin arta sa, Cocioni invita
privitorul la o experienta viscerala, confruntandu-| cu
vulnerabilitatea si forta corpului, reflectand asupra
teritoriilor ascunse ale intimitatii fizice si emotionale.

Inspirandu-se din interioarele bailor franceze ale anilor
1970, Aparatus evidentiaza dublul rol al designului,
facand legatura intre functiile spatiului domestic si al
celui industrial. Lucrarea investigheaza interactiunea
complexa dintre arhitectura si corpul uman,
concentrandu-se in special pe ritualurile de spalare si
pe notiunea de intimitate. Istoria ingrijirii corpului este
intrinsec legata de convingeri, obiceiuri, tehnologii,
infrastructuri, dinamici de clasa si transformari culturale
in continud evolutie. In Europa, accentul crescut pe
sandtate si igiena a aparut din teama de microbi si boli,
influentand profund arhitectura si designul modern.
Designul modern, marcat de Revolutia industriala, s-a
dezvoltat ca reactie la mecanizare si la trecerea rapida
de la munca manuali la cea realizatd de masini. In
lucrarea sa, Cocioni reflecteaza asupra modului in care
designul nu doar ca remodeleaza mediul inconjurator,
ci redefineste si conditia umana, estompand adesea
granitele dintre interior si exterior. Corpurile noastre
reflecta aceasta interactiune prin schimbul constant
dintre sistemele lor poroase si mediul exterior. Asa cum
observa Adolf Behne, functionalismul dezumanizat
duce paradoxal la umanizarea designului, conducand
catre antropomorfism si arhitectura standardizata,
lipsita de umanitate. Situata in cladirea Faber, o fosta
fabrica de ulei si sapun din secolul al XIX-lea, lucrarea
Lorenei Cocioni ridica intrebari esentiale despre relatia
dintre oameni si masinarii, examinand in cele din urma
modul in care designul a devenit o marfa globala si
cum reflecta acesta transformarea spatiilor industriale,
sociale si personale.

Lorena Cocioni (b. 1995, Constanta, Romania) lives and
works in Bucharest, where her artistic practice is deeply
rooted in exploring the body’s senses and the ritualistic
aspects of everyday actions, such as washing, combing
hair, (un)dressing, and self-care. Alongside the ceramic
work, Cocioni uses a variety of materials, from feathers,
soap, and glass to metal shapes, to create a unique
synthesis. Her pieces are both delicate and robust,
evoking a sense of a nearly ancient past while also
suggesting a blurred future. Her most recent research
delves into the duality of femininity, examining the
relationship between internal and external spaces.
These works highlight women’s corporeality within
domestic confinement, focusing on intimate, hidden
rituals that serve as acts of claiming power. Through her
art, Cocioni invites the viewer to engage in a visceral
experience, confronting them with the vulnerability
and strength of the body, and reflecting on the hidden
realms of physical and emotional intimacy.

Drawing inspiration from 1970s French bathroom
interiors, Aparatus highlights the dual purpose of
design, bridging the gap between domestic and
industrial functions. It delves into the complex interplay
between architecture and the human body, specifically
focusing on washing rituals and the notion of privacy.
The history of the clean body is intrinsically linked to
evolving beliefs, habits, technologies, infrastructures,
economies, class dynamics, and cultural transformations
throughout time. In Europe, the growing emphasis

on health and hygiene emerged from a fear of germs
and illness, which significantly influenced modern
architecture and design. Modern design, deeply rooted
in the Industrial Revolution, was shaped in response to
mechanization and the rapid shift from human labor
to machines. In her exploration, Cocioni contemplates
how design not only reshapes our environment but
also redefines humanity, often blurring the boundaries
between the interior and exterior. Our bodies reflect
this interrelation in the constant exchange between
their porous systems and their surroundings. As

Adolf Behne observed, dehumanized functionalism
paradoxically leads to the humanization of design,
leading to anthropomorphism and standardized,
inhuman architecture. Situated in the Faber building,
once an oil and soap factory in the mid-19th century,
Cocioni’s work raises critical questions about the
relationship between humans and machines, ultimately
examining how design has evolved into a global
commodity, reflecting the transformation of industrial,
social, and personal spaces.
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Apparatus, 2025

Placaj de mesteacan, ceramica glazurata, sapun, chit, otel /
Birch plywood, glazed ceramic, soap, grout, steel

100 x 40 x 180 cm

Courtesy of the artist
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Alle Dicu

Alle Dicu (n. 1995, Alba lulia, Romania) este o
cineasta si artista vizuala romanca, a carei practica
exploreaza relatia dintre oameni si lumea materiala.
Filmele sale examineaza adesea modurile in care
oamenii interactioneaza cu obiectele si suprafetele,
atribuindu-le sensuri diverse. In ultimul deceniu,
Dicu a dezvoltat o practica multidisciplinara axata
pe pietre decorative, in special marmura, ca metoda
pentru explorarea unor idei culturale, filosofice si
politice mai ample. In 2021 a finalizat teza Visions
of a Surface: Marble as a Sensitive Surface and its
Visuality la Centrul de Excelenta in Studiul Imaginii
(CESI), Bucuresti. Cercetarea exploreaza modul in
care marmura, ca material decorativ, este investita
cu valori sociale si modeleaza discursuri politice si
religioase in arhitectura. In timpul rezidentei la Le
Fresnoy — Studio National des Arts Contemporains
(2022-2024), Dicu a regizat doua scurtmetraje care
folosesc marmura pentru a explora fluiditatea
imaginilor mentale si fizice in viata contemporana.

Faber

Alle Dicu (b.1995, Alba lulia, Romania) is a Romanian
filmmaker and visual artist whose work delves into
the relationship between people and the material
world. Her films often examine the ways in which
humans interact with and assign meaning to objects
and surfaces. Over the past decade, Alle Dicu has
cultivated a multidisciplinary practice centered on
decorative stones, particularly marble, as a lens

for exploring broader cultural, philosophical, and
political ideas. In 2021, she completed her thesis,
Visions of a Surface: Marble as a Sensitive Surface
and its Visuality, at the Center of Excellence in
Image Studies (CESI) in Bucharest. The research
investigates how marble, as a decorative material, is
imbued with social values and shapes political and
religious discourses within architecture. During her
residency at Le Fresnoy — Studio National des Arts
Contemporains (2022-2024), Dicu directed two short
films that use marble to probe the fluidity of mental
and physical images in contemporary life.
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Prima mea comoard este o instalatie video inspirata
de un fragment din romanul Grddina de sticla de
Tatiana Tibuleac. Povestea se concentreaza pe un

gest domestic simplu, dar poetic: uscarea rufelor in
gerul iernii. Personajul principal, un copil adoptat de

o rusoaica care aduna sticle, priveste rufele in timp

ce acestea ingheatd in aerul taios al iernii. In roman
fragmentul suna astfel: “Cateva ierni la rand am purtat
un sarafan rosu din land de oaie. Era greu la stors si-
cdram afard inca mustind de apa. Gerul il facea sa se
stranga repede, si atunci sarafanul transpira mii de
picaturi care straluceau ca diamantele. Le radeam cu
unghiile si le adunam in palmele facute caus. Prima

< 9

mea comoara.

In adaptarea vizuala realizata de Dicu, protagonista
este o tanara care seamana cu o Jeanne Dielman
est-europeand, prinsa intr-o rutina stricta si repetitiva.
Prin sarcina laborioasa de a usca rufele in frigul
cumplit, instalatia exploreaza teme precum rezistenta,
memoria si transformarea personala in monotonia
vietii cotidiene. Frigul devine o metafora a greutatii
vietii, in timp ce imaginatia transforma momentele
banale in evenimente pretioase. Lucrarea sugereaza
ideea unei comori invizibile, o forta interioara care

ne sustine in fata izolarii si a rutinei. Este o meditatie
despre rezilienta si despre capacitatea de a descoperi
frumusetea chiar si in cele mai apasatoare si repetitive
activitati. Instalatia video ne invita sa reflectam asupra
modului in care fiecare dintre noi poarta comori
ascunse, care ne sprijina tacut in fata provocarilor vietii.

Prima mea comoard / My First Treasure, 2025
Instalatie video / Video installation
Cu / Starring Denisa Badea

Sunet / Sound: Alle Dicu, Raphaél Hénard
Costume: Sidonia Nicola

Andrei Anastasescu, Maxi, Dominick Dejoy, Shaun Williams
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My First Treasure is a video installation inspired by a
fragment from Tatiana Tibuleac’s The Glass Garden.
The novel focuses on the simple yet poetic domestic
task of drying laundry in the freezing cold of winter.
The story follows a young child, adopted by a Russian
bottle collector, who watches over the laundry as it
freezes in the harsh winter air. The passage reads: “For
several winters in a row, | wore a red sarafan, made
of sheep’s wool. It was difficult to wring out, and |
carried it outside while it was still dripping. The frost
quickly made it contract, and the sarafan sweated with
thousands of droplets that sparkled like diamonds. |
detached them with my nails and placed them in the
palm of my hand. My first treasure.”

In the adaptation, the protagonist is a young woman,
resembling an Eastern European Jeanne Dielman,

frozen in a strict, repetitive routine. Through her
laborious task of drying laundry in the bitter cold, the
installation explores endurance, memory, and personal
transformation within daily life’s monotony. The cold
becomes a metaphor for life’s harshness, while the act of
imagination transforms mundane moments into precious
events. The work conveys the idea of an invisible
treasure — an inner strength that sustains us through
isolation and routine. It represents resilience and the
ability to find beauty even in life's most oppressive and
repetitive tasks. The piece invites reflection on how we
all carry unseen treasures within us, quietly sustaining us
through life’s challenges.

Regie, imagine, montaj / Directing, Photography, Editing: Alle Dicu

Multumiri speciale / Special thanks: Vlad Albu, Mathilde Reynaud, Robert Blaj,

Lucrare comisionata de / Work comissioned by Art Encounters Foundation
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Sinisa lli¢

Sinisa Ili¢ (n. 1977, Belgrad, Serbia) este un artist
vizual care combina lucrari pe hartie cu instalatii,
video si performance. Practica sa investigheaza
tensiunile sociale, patrimoniul cultural, conditiile

de munca si migratia, dar si moduri prin care pot

fi cultivate prietenia si solidaritatea in contexte

de incertitudine. Artistul este interesat de modul

in care trecutul revine la suprafata si isi face loc in
prezent. Este cofondator al platformei de arta si
teorie TkH (Walking Theory, 2000-2017), Belgrad.
Lucreaza adesea in colaborare cu alti artisti si autori
in cadrul unor proiecte de grup si cercetare. A expus
in numeroase institutii internationale, inclusiv la:
October Salon, MOCA, CZKD Belgrad; MOCA Zagreb;
Kunstraum Innsbruck; MAXXI Roma; MMSU Rijeka;
Centrul Georges Pompidou si Kadist Art Foundation,
Paris; Tate Modern si Calvert 22, Londra; Bienala Ural,
Ekaterinburg; Festivalul Lofoten, Norvegia; MOCA
Ljubljana; Kunsthalle si Welt Museum, Viena; DEPO
Istanbul; Galeria Nationala din Praga; Galeria Arsenal
Bialystok si Muzeul Tennis Palace din Helsinki.

Faber

Sinisa Ili¢ (1977, Belgrade, Serbia) is a visual artist who
combines works on paper with installation, video,

and performance. His work revolves around exploring
different social tensions, cultural heritage, labor
conditions, or migration, as well as finding ways to nurture
friendship and solidarity in uncertain conditions. The
artist is interested in how the past often finds ways to
seep through the cracks and whether it can be reconciled
with the present moment. Ili¢ is a co-founder of TkH
(Walking Theory 2000-2017) art and theory platform from
Belgrade. Ili¢ collaborates with other artists and authors
on a range of group and research projects. Ili¢ has shown
his works at: October Salon, MOCA, CZKD, Belgrade;
MOCA, Gallery Nova, Zagreb; Kunstraum, Innsbruck;
MAXXI Museum, Rome; MMSU Rijeka, Apoteka, Vodnjan;
Georges Pompidou Center, Kadist Art Foundation,

Paris; Tate Modern, Calvert 22, London; Ural biennial,
Yekaterinburg; Lofoten Festival, Norway; MOCA, Ljubljana;
Kunsthalle, Welt Museum, WUK and Open Space, Vienna;
DEPO, Istanbul; National Gallery Prague, Arsenal Gallery,
Bialystok; Tennis Palace Museum, Helsinki, etc.




Cercetarea artistica a lui Sinisa Ili¢ este o interpretare
a mozaicului din 1969 aflat in Centrul Cultural din
Novi Pazar, Serbia. Printr-o combinatie de obiecte,
performance video si desene analitice bazate pe
mozaicul original realizat de Milos Gvozdenovic,
artistul reflecteaza asupra dramaturgiei imaginii

care infatiseazd o societate moderna a bunastarii,
reprezentata prin scene istorice, urbane, industriale,
din sport si din cultura. Acest demers este extins

si intr-o serie de acuarele realizate in aer liber,
reprezentand fostul Centru Cultural Militar din
Komiza, Croatia, proiectat de arhitectul Ivan Viti¢ in
1961, ca o investigatie mai ampla asupra mostenirii
institutiilor culturale din perioada comunismului.
Lucrarea Case de Culturd invita privitorii sa-si
imagineze conceptul de ,casa de culturd” in contextul
actual, subliniind importanta acestor spatii ca retele
institutionale de construire a comunitatii. Casele de
cultura, candva centre vibrante ale vietii culturale
locale, au fost in mare parte abandonate sau
reconvertite in contextul capitalismului restaurator,
reflectand transformarile politice si culturale

ale prezentului. Lucrarea stabileste o conexiune
profunda cu orasul Timisoara, abordand teme
relevante precum migratia si memoria colectiva

si evidentiind intersectia dintre politica si cultura

in societatile post-comuniste si capitaliste. Prin
ilustrarea ramasitelor patrimoniului cultural si a
transformarilor acestora, Ili¢ reflecteaza asupra
diversitatii naratiunilor care modeleaza Timisoara

si publicul sau. Case de Cultura devine astfel un
prilej de reflectie critica asupra valorilor comunitatii,
asupra apartenentei si asupra complexitatii identitatii
colective intr-o lume aflata in continua schimbare.

Case de Cultura / Homes of Culture, 2021/2022
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Sinisa Ili¢’s artistic research interprets the 1969 mosaic
in the Cultural Center of Novi Pazar, Serbia. Through

a combination of objects, video performance, and
analytical drawings based on the original mosaic by
Milos Gvozdenovig, lli¢ reflects on the dramaturgy of
the image, which portrays a modern welfare society
through scenes of history, urbanization, industry, sports,
and culture. This exploration extends to a series of
plein-air watercolor “portraits” of the former Military
Cultural Center in Komiza, Croatia, designed by architect
Ivan Viti¢ in 1961, as a deeper dive into the legacy of
cultural institutions established during communism.
lli¢’s work invites viewers to imagine the concept of a
“home of culture” in today’s context, emphasizing the
importance of these spaces as networks of cultural
institutions that build community. These homes of
culture, once vibrant hubs for local cultural activities,
have often been reappropriated or abandoned in the
wake of restoration capitalism, reflecting the shifting
political and cultural landscapes. The research creates
a strong link with the city of Timisoara, in the way

that it addresses pressing issues such as migration and
collective memory while highlighting the intersection
of politics and culture in post-communist and capitalist
societies. By engaging with the remnants of cultural
heritage and the transformations they undergo, Ili¢’s
work reflects the diverse histories that shape Timisoara
and its audience. Through this lens, Homes of Culture
not only reflects on the legacy of cultural spaces

but also prompts critical reflections on the value

of community, belonging, and the complexities of
collective identity in an uncertain world.

Instalatie, obiecte, printuri pe textile, acuarele / Space installation, objects, prints on textile, watercolors

Textile: 45 x 95 m & 160 cm x 8,80 m
16 acuarele / 16 watercolors: 24 x 32 cm
Video duration 4:00

Fotografi instalatie / Installation photographs: Srdan Veljovi¢, Center for Cultural Decontamination, Belgrade, 2021/2.
Productie si multumiri / Production and thanks: Center for Cultural Decontamination, Belgrade, Kulturni Centar, Novi Pazar,
Ana Miljani¢, Sabina Sabolovi¢, Dejan Vasi¢, Bojan Bordev, Mirzad Grisevi¢
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LLoredama llie

Loredana llie (n. 1999, Arad, Romania) traieste si lucreazi
in Timisoara de peste sapte ani. Concentrandu-se

pe practici sustenabile si pe o estetica organica,

ea exploreaza natura fluida si transformatoare a
corpului uman si a mediului inconjurator. Lucrarile

sale evidentiazd metamorfoza constanta a corpurilor

si a peisajelor, reflectand asupra legaturilor dintre ele
si asupra proceselor ciclice ale cresterii si degradarii.
Prin utilizarea materialelor reciclate, a texturilor si a
structurilor stratificate, artista subliniaza fragilitatea si
rezilienta inerente vietii. Inspirata de lumea naturii, arta
sa abordeaza teme legate de schimbare si reinnoire,
accentuand dinamica permanenta care defineste
existenta noastra fizica si emotionala.

Faber

Loredana llie (b. 1999, Arad, Romania) has been living
and working in Timisoara for over seven years. With a
focus on sustainable practices and an organic aesthetic,
she explores the fluid and transformative nature of the
human body and the environment. Her work highlights
the constant metamorphosis of both bodies and
landscapes, reflecting their interconnectedness and
the cyclical processes of growth and decay. Loredana’s
use of recycled materials, textures, and layered
structures speaks to the fragility and resilience inherent
in life. Drawing inspiration from the natural world,

her art engages with themes of change and renewal,
emphasizing the constant state of flux that defines our
physical and emotional existence.
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Lucruri care nu mai sunt impdrtdsite exploreaza modul
in care fostii muncitori din industria textila, in special
femeile, creeaza o legatura emotionala cu trecutul lor,
concentrandu-se asupra felului in care experientele
tréite le-au modelat identitatea personala si colectiva.
Proiectul, care a inceput initial ca o documentare

a patrimoniului industrial, s-a transformat intr-o
investigatie profunda a vietilor indivizilor care au lucrat
in aceste fabrici. Prin integrarea naratiunilor orale, a
fotografiilor si a artefactelor personale, artista urmareste
sa scoata in evidenta rezilienta, creativitatea si greutatile
acestor muncitori, mutand accentul de pe industria

in sine pe cameni si pe comunitatile pe care acestia
le-au format. ,Legatura mea personala cu acest proiect
provine de la bunica mea care a lucrat intr-o fabrica

de textile din Arad. Povestile ei despre conditiile grele
de munca si despre riscurile asupra sanatatii cu care se
confruntau muncitorii au avut un impact major asupra
acestui proiect. Aceste experiente scot la lumina aspecte
importante legate de drepturile muncitorilor, rolul
sindicatelor si impactul mai larg al productiei industriale.
Folosirea bannerelor textile simbolizeaza solidaritatea
acestor muncitori si lupta lor pentru dreptate si
recunoastere.” Bannerele textile, element central al
lucrarii, evoca solidaritatea lor in fata adversitatii si
eforturile colective ale muncitorilor pentru conditii de
munca mai bune. Lucrarea reflecta nu doar importanta
istorica a industriei textile, ci si lupta continua pentru
drepturile si demnitatea muncitorilor. Concentrandu-se
asupra acestor naratiuni personale, lucrarea subliniaza
importanta de a ne reaminti valoarea muncii care a
contribuit la construirea si modelarea comunitatilor
noastre, pledand pentru conservarea povestilor si a
mostenirii lor.

Lucruri care nu mai sunt impadrtdsite /
Things That Are No Longer Shared, 2025

3 textiles 1,5 x 2 m each

Courtesy of the artist

Lucrare comisionata de / Work comissioned
by Art Encounters Foundation
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Things That Are No Longer Shared explores the
way former textile workers, especially women, form
an emotional connection with their past, focusing
on how their experiences shaped both personal
and collective identities. What initially began as

a project documenting industrial heritage has
evolved into a deeper exploration of individuals
lives in these factories. By integrating oral histories,
photographs, and personal artifacts, she aims to
highlight the resilience, creativity, and struggles

of the workers, shifting the focus away from the
industry, itself, to the people and the communities
they formed. Each element in the piece reflects
the complex relationship between labor, identity,
and the collective memory of these workers. “My
personal connection to this project comes from
my grandmother, who worked in a textile factory
in Arad. Her stories about the harsh working
conditions and health risks faced by workers have
greatly influenced this project. These experiences
shed light on workers’ rights, the role of unions, and
the broader impact of industrial labor. The use of
textile banners symbolizes the solidarity of these
workers and their fight for justice and recognition.”
The textile banners, as a central element of the
work, evoke the solidarity of workers in the face
of adversity and their collective efforts to fight for
better conditions. This piece reflects not only the
historical significance of the textile industry but
also the ongoing struggle for workers’ rights and
dignity. By focusing on these individuals’ personal
histories, the artwork emphasizes the importance
of remembering the labor that built and shaped our
communities, advocating for the preservation of
their stories and legacies.
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Joan Jonas

Joan Jonas (n. 1936, New York, SUA) este o artista
care a facut pionierat in arta video si performance.
Inca din anii 60, ea a plasat subiectivitatea femining
in centrul lucrarilor sale, utilizand gesturi, povestiri si
imagini in miscare. Exploratoare neobosita, practica
artei interdisciplinare a lui Jonas a influentat puternic
generatii intregi de artisti. A colaborat cu figuri
precum Peter Campus, Richard Serra, Alvin Curran si
Jason Moran. Lucrérile ei se inspira din basme, mituri
si folclor pe care le reinterpreteaza poetic si politic
in contextul vietii contemporane. A avut expozitii
personale la MoMA, Tate Modern, Haus der Kunst,
Dia Art Foundation, Museo Reina Sofia, Pinacoteca
do Estado de Sao Paulo si Museum of Fine Arts
Boston. A participat in importante expozitii de grup
la Kunsthaus Baselland, Fondazione Prada, MACBA,
Walker Art Center, Palais de Tokyo si FM Centre for
Contemporary Art. Jonas a reprezentat SUA la Bienala
de la Venetia din 2015 si a participat la Documenta 5,
6,7, 8,115si13 la Kassel. A primit Premiul Kyoto in 2018
si primul premiu pentru intreaga cariera acordat de
Muzeul Guggenheim in 2009.

Moving With No Pattern, 1999

Video monocanal (color, sunet) / One-channel video (color, sound)
Duration 11:27

Credits: © Joan Jonas/Artists Rights Society (ARS), New York
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Joan Jonas (b. 1936, New York, SUA) is a pioneering
artist in video and performance. She has been
centering female subjectivity in her work since the
1960s, using gestures, storytelling, and moving images.
A tireless experimenter, she explores interdisciplinary
art and has left an indellibel mark on younger
generations. Jonas has collaborated with Peter
Campus, Richard Serra, Alvin Curran, and Jason Moran.
Her work draws from fairytales, myths, and folklore,
relating them to contemporary life, both poetically
and politically. The artist has had solo exhibitions

at MoMA, Tate Modern, Haus der Kunst, Dia Art
Foundation, Museo Reina Sofia, Pinacoteca do Estado
de Séo Paulo, and the Museum of Fine Arts Boston.
Her work has been featured in major group exhibitions
at Kunsthaus Baselland, Fondazione Prada, MACBA,
Walker Art Center, Palais de Tokyo, and FM Centre for
Contemporary Art. Jonas represented the U.S. at the
2015 Venice Biennale and participated in Documenta
5,6,7,8,11,and 13 in Kassel, Germany. She received the
2018 Kyoto Prize and the Guggenheim Museum'’s first
Lifetime Achievement Award in 2009.

Courtesy of the artist, Galleria Raffaella Cortese, Milan — Albisola and Gladstone



Lucrarea Moving With No Pattern dateaza de la
sfarsitul anilor 1990, perioada in care Joan Jonas
preda la Akademie der Bildenden Kunste din
Stuttgart. Realizata in colaborare cu studentii ei,
video-ul a fost filmat in fosta Rheinstahlhalle, un
spatiu industrial cu podea de beton si containere
mari din otel galben, care in anii ‘90 fusesera folosite
pentru a adaposti refugiati care cautau azil in
Germania. Lucrarea reflecta interesul artistei pentru
interactiunea dintre obiecte, miscare, spontaneitate
si improvizatia structurata intr-un spatiu dat. Un
grup de patru performeri se angajeaza intr-o serie
de actiuni improvizate bazate pe indicatia de a

se deplasa prin spatiu in mod continuu, fara o
directie anume, mutand si rearanjand obiectele
aflate in jur. Aceste obiecte — de la cele de uz
cotidian la resturi industriale — devin instrumente
de explorare, influentand gesturile performerilor

si ritmul actiunilor. In acest fel, obiectele capata

noi sensuri. Lipsa unei directii clare genereaza o
tensiune dinamica intre ordine si haos, pe masura ce
performerii navigheaza liber si impredictibil printre
containere. Video-ul surprinde acest proces organic,
punand accent pe natura efemera a miscarii si pe
felul in care corpul raspunde mediului sau. Prin
Moving With No Pattern, Joan Jonas invita publicul
sa reflecteze asupra relatiei dintre spatiu, obiect

si prezenta umana, subliniind potentialul creativ al
improvizatiei si al interactiunii colective.
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The work Moving With No Pattern dates back to the

late 1990s, a period when Joan Jonas was teaching at the
Akademie der Bildenden Kunste in Stuttgart. Created in
collaboration with her students, the video was filmed
inside the former Rheinstahlhalle, an industrial space with
a concrete floor and large yellow steel containers, which
in the 90s were used for housing refugees, seeking asylum
in Germany. The main idea of the work reflects Jonas’s
interest in the interplay between objects, movement,
spontaneity, and structured improvisation within a

given space. The group of four performers engaged

in a series of improvised performances based on the
instruction to move through the space continuously in no
apparent pattern, while carrying, moving, and rearranging
the available objects. These objects, ranging from
everyday items to industrial remnants, became tools for
experimentation, influencing the performers’ gestures,
the rhythm of their actions, and giving new unexpected
meaning to the objects. The lack of a predetermined
structure gave rise to a dynamic tension between order
and chaos, as the performers navigated the containers

in space with fluidity and unpredictability. The video
captures this organic process, emphasizing the ephemeral
nature of movement, and the ways in which the body
responds to its environment. Through Moving With

No Pattern, the artist invites viewers to reflect on the
relationship between space, object, and human presence,
highlighting the creative potential found in improvisation
and collective interaction.



186

Jost Franko

Jost Franko (n. 1993, Ljubljana, Slovenia) este artist
vizual si fotograf, a carui practica examineaza critic
teme precum migratia, stramutarea fortata, drepturile
muncitorilor, contra-naratiunile si reflectiile colective
asupra vietilor traite in precaritate. Combinand
fotografia, textul, cercetarea de teren, practica sociala
si munca colectiva, Franko vorbeste despre problemele
sociale, dand voce naratiunilor pierdute sau nespuse ale
comunitatilor stramutate, in special celor din Peninsula
Balcanica. Practica sa pune in lumina complexitatea
migratiei si greutatile personale si colective ale celor
alungati de conflicte, instabilitate economica sau
tulburari politice. A fost distins cu premii importante,
precum The Aftermath Project Prize, o bursa TED, mai
multe granturi de la Pulitzer Center si recunoasteri

din partea Universitatii Duke (Lange-Taylor Prize,
Documentary Essay Prize). Are un masterat de la
Goldsmiths University si este in prezent doctorand la
University of Applied Arts din Viena.

Faber

Jost Franko (b. 1993, Ljubljana, Slovenia) is a visual artist
and photographer whose work critically examines
themes of migration, forced displacement, workers’
rights, counter-narratives, and communal deliberations
of precarious lives. Through a combination of
photography, text, fieldwork, social practice, and
collaborative efforts, Franko engages with social issues,
giving voice to the often lost, unspoken, or unheard
narratives of displaced communities, particularly in
the Balkan Peninsula. His artistic practice sheds light
on the complexities of migration and the personal
and collective struggles of those displaced by
conflict, economic instability, and political upheaval.
Franko's work has been recognized with prestigious
awards, including The Aftermath Project Prize, a

TED Fellowship, multiple Pulitzer Center grants, and
honors from Duke University’s Lange-Taylor Prize and
Documentary Essay Prize. He holds a Master’s degree
from Goldsmiths University and is currently a PhD
candidate at the University of Applied Arts Vienna.

Sentimentul European / The Feeling of Europe, 2019-2024
Fotografii, text, tapet, dimensiuni variabile / Photographs, text,
wallpaper, variable dimensions

Courtesy of the artist

Europe

has finally
killed the

revolution

- inside me.
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A Memory Without Evidence, 2024
Ziar colectiv / Collaborative newspaper
Courtesy of the artist

Sentimentul european este o instalatie compusa
din lucrari vizuale si texte scrise rezultate in urma
unei documentari extinse si a colaborarii lui Jost
Franko cu persoane stramutate de-a lungul rutei
balcanice a refugiatilor. Proiectul investigheaza
experientele umane ale migratiei, stramutarii

si cautarii unui sentiment de apartenenta in
contextul crizei refugiatilor din Europa. Include o
serie de fotografii care surprind momente intime
si adesea trecute cu vederea din vietile celor
aflati in tranzit, oferind o perspectiva personala
asupra calatoriilor lor. De asemenea, doua ziare
colective — A Memory Without Evidence si Until
| Become Home — au fost create in cadrul unor
ateliere cu refugiati si imigranti. Aceste publicatii

contin marturii directe, scotand la lumina realitatile

legate de migratia fortata, de pierderea locuintei
si de lupta pentru a construi o noua viata.

Prin implicarea directa a refugiatilor, proiectul
evidentiaza impactul emotional al migratiei si
pune sub semnul intrebarii ideea de acasa intr-
un continent fragmentat de granite. Instalatia
documenteaza traseele fizice si emotionale pe
care le parcurg refugiatii in cautarea sigurantei
si a unei noi apartenente, provocand publicul
sa reflecteze asupra identitatii europene si sa-si
dezvolte empatia fata de cei stramutati.

The Feeling of Europe (2019-2024) is an installation
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composed of visual and textual works resulting from

Jost Franko's extensive fieldwork and collaboration

with displaced individuals along the Balkan Refugee
Route. The project explores the human experiences

of migration, displacement, and the search for
belonging within the context of Europe’s refugee
crisis. It includes a series of photographs capturing

the intimate, often overlooked moments of people

on the move, offering a personal perspective on
their journeys. Additionally, two specially curated

newspapers — A Memory Without Evidence and Until
| Become Home — were created through workshops

with refugees and migrants. These newspapers

combine firsthand testimonies, shedding light on the

realities of forced migration, the loss of home, and

the struggle to build new lives. Franko’s work amplifies
the voices of marginalized communities, giving them

a platform to share their stories and reclaim their
narratives. By engaging directly with refugees, the

project emphasizes the emotional toll of migration and
questions the idea of “home” in a continent marked by
borders. The installation documents both the physical

and emotional pathways refugees navigate in search of

safety and belonging. It invites viewers to confront

the

evolving notion of European identity while fostering
empathy for those displaced in search of a better life.
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Selma Selman

Selma Selman (n. 1991, Biha¢, Bosnia-Hertegovina)
este o artista si activista de etnie roms, ale

carei lucrari sunt profund ancorate in propriile
experiente de viata. Practica sa artistica, recunoscuta
international, se remarca prin critica adusa sistemelor
opresive si prin analiza stereotipurilor. Originara
dintr-o comunitate roma, Selman este puternic
influentata de istoria personala si familiala legata de
colectarea si reciclarea deseurilor metalice, materiale
pe care le foloseste frecvent in arta sa. Lucrarile

sale abordeaza teme precum munca, casatoriile
timpurii si rolul femeii in comunitatile rome,

precum si importanta educatiei. Selman urmareste
sa demonteze prejudecétile care continua sa
marginalizeze comunitatea roma si sa ii nege dreptul
la libera exprimare. Este fondatoarea organizatiei
Get The Heck To School, care isi propune sa sprijine
tinerele rome din intreaga lume in lupta impotriva
saraciei si excluziunii sociale, incurajandu-le sa-si
urmeze studiile.

Farfuria satelit de 3 metri latime, inscriptionata

cu mesajul ,Doamne, fa-ma cea mai faimoass,

ca sa pot scapa de aici”, este una dintre cele mai
emblematice picturi de mari dimensiuni pe metal
realizate de Selman, creata pentru expozitia sa Her0
din 2023, la Martin Gropius Bau din Berlin. Aceasta
inscriptie, adanc inradacinata in copilaria artistei,
reflectd dorinta universala de a evada si de a avea

o viata mai buna, dar si nevoia de libertate si de
afirmare. Ca multe dintre lucrarile sale, desene,
picturi, performance—uri Si video-uri, si aceasta
poate fi privita ca un autoportret in care Selman

isi exprima deschis emotiile, anxietatile legate de
viitor si dificultatile din viata cotidiana. Simplitatea
graffiti-ului, combinata cu ambiguitatea termenului
Lyaici”, un loc nedefinit si nelocalizat, confera lucrarii
o semnificatie universala si existentiala. Strigatul
inscriptionat pe farfuria satelit devine un ecou al
unei cautari permanente, dar incerte, a identitatii si
apartenentei. Este o pledoarie tacuta, dar profunda,
care transcende experienta personala si rezoneaza
cu oricine s-a simtit vreodata dezradacinat sau

in cautarea unui sens si a unui acasa intr-o lume
imprevizibila. Prin acest limbaj vizual, direct si
emotionant, Selman isi invita publicul s& se confrunte
cu propriile nelinisti legate de migratie, identitate si
nevoia de apartenenta.
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Selma Selman (b. 1991, Biha¢, Bosnia-Herzegovina) is
an artist and activist from a Roma community whose
work draws heavily on her personal experiences

to inform her internationally-recognized artistic
practice. Selman is known for creating works that
challenge stereotypes and critique oppressive systems.
Her Roma heritage and her family’s background in
collecting and recycling scrap metal deeply influence
her art, particularly her use of industrial materials

and references to labor, but also her personal history,
issues of child marriage and the role of women in
Roma communities and education. Selman’s aim is to
break down the prejudice which keeps pushing down
her community to the lowest common denominator,
denying its right to self-expression. Selma is the
founder of Get The Heck To School, an organization
that aims to empower Roma girls around the world
facing poverty and social exclusion by encouraging
them to pursue their studies.

The 3-meter-wide discarded satellite dish, emblazoned
with the inscription “God make me the most famous
so | can escape this place,” is one of Selma Selman’s
most iconic large-scale paintings on metal, created

for her 2023 exhibition Her0 at Martin Gropius Bau

in Berlin. This inscription is deeply rooted in Selman’s
childhood and reflects the common desire for a
better life, as well as the search for freedom and
escape. Like many of her other works, including
drawings, paintings, performances, and videos, this
piece serves as a self-portrait in which Selman openly
exposes her emotions, anxieties about the future,

and struggles in daily life. The artwork’s graffiti-like
simplicity, paired with the ambiguity of the term
“place” — one that is neither defined nor situate —
imbues the message with universal and existential
significance. The cry expressed on the satellite dish
echoes a constant, yet uncertain, search for identity
and belonging, making it relatable and understandable
to all. This unspoken plea transcends individual
experience, resonating with anyone who has ever felt
displaced, seeking meaning and a sense of home in an
unpredictable world. Through this powerful and direct
visual language, Selman invites viewers to confront
their own struggles with the realities of migration,
identity, and the pursuit of belonging.

Fara titlu / Untitled, 2023
Acrilic pe metal reciclat / Acrylic on scrap metal, 301 x 301 x 85 cm
Courtesy of the artist and acb Gallery, Budapest
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Pelrit Halilaj

Petrit Halilaj (n. 1986, Kostérrc, Kosovo) traieste si lucreaza
intre Germania, Kosovo si Italia. El considera expozitiile

ca fiind mijloace prin care poate schimba cursul istoriilor
personale si colective, creand lumi complexe care
revendica un spatiu pentru libertate, dorinta, intimitate

si identitate. Lucrarile sale sunt profund legate de istoria
recenta a patriei sale, Kosovo, si de consecintele tensiunilor
culturale si politice din regiune, pe care le foloseste adesea
ca punct de plecare pentru a genera contra-naratiuni
orientate spre viitor. inradacinate in biografia sa, proiectele
lui includ o varietate de medii, cum ar fi sculptura, desenul,
pictura, textul si performance-ul. Integrand adesea
materiale din Kosovo si manifestandu-se sub forma unor
instalatii spatiale ambitioase, lucrarile sale transpun relatii
personale, locuri si oameni in forme sculpturale.

Petrit Halilaj a reprezentat Kosovo in primul sau pavilion
national la cea de-a 55-a Bienala de la Venetia, in 2013.

in 2021 Tate St Ives i-a dedicat o expozitie personala
intitulati Very volcanic over this green feather. in 2024 a
prezentat o instalatie in situ pentru Met Rooftop Garden
Commission din New York. In 2025 va deschide o expozitie
personala la Hamburger Bahnhof, in Berlin. Halilaj a avut
expozitii personale la Muzeul Tamayo din Mexic, Muzeul
Crucii Rosii si Semilunii Rosii din Geneva, Fries Museum din
Leeuwarden, Tarile de Jos, Tate St Ives din Marea Britanie,
Palacio de Cristal — Museo Reina Sofia din Madrid, New
Museum din New York, Fondazione Merz din Torino,
Hammer Museum din Los Angeles, Paul Klee Zentrum

din Berna, Pirelli HangarBicocca din Milano, Kélnischer
Kunstverein din Kéln, Bundeskunsthalle din Bonn,
Fondation d’Entreprise Galeries Lafayette din Paris, Galeria
Nationala a Kosovo din Pristina, Kunsthalle Sankt Gallen
din Elvetia, Kunsthalle Lissabon din Lisabona si WIELS

din Bruxelles. Lucrarile sale au fost incluse si in expozitii
colective la cea de-a 15-a Bienala de la Lyon, Louisiana
Museum din Danemarca, Palais de Tokyo din Paris,

MAK Center for Art and Architecture din Los Angeles,
Palazzo Grassi — Pinault Collection din Venetia, NEON din
Mykonos, Grecia, Westfalischer Kunstverein din Munster si
The Metropolitan Museum of Art, New York.

Petrit Halilaj a primit in 2023 premiul Kunstpreis Berlin de
la Akademie der Kunste si a fost distins cu Smithsonian
Artist Research Fellowship (SARF) in 2018.1n 2017 a

castigat Premiul Mario Merz si a primit o mentiune
speciala din partea juriului la cea de-a 57-a Bienala de la
Venetia. Anterior, a fost MAK-Schindler Scholar la Mackey
Apartments (Los Angeles, 2016) si a participat la rezidente
artistice la Villa Romana (Florenta, 2014) si Furstenberg
Contemporary (Heiligenberg, 2012). Halilaj a studiat la
Accademia di Belle Arti di Brera din Milano. In prezent, este
profesor la Ecole Nationale Supérieure des Beaux-Arts din
Paris, Franta, impreuna cu partenerul sau si colaboratorul
artistic frecvent, Alvaro Urbano. De asemenea, este
membru al Akademie der Kinste der Welt.

Petrit Halilaj (b.1986, Kostérrc, Kosovo) lives and works
between Germany, Kosovo, and Italy. He considers
exhibitions as means to alter the course of personal and
collective histories, creating complex worlds that claim

a space for freedom, desire, intimacy, and identity. His
work is deeply tied to the recent history of his homeland,
Kosovo, and the consequences of cultural and political
tensions in the region, which he often uses as a starting
point to trigger counter-narratives for the future. Rooted
in his biography, his projects encompass a variety of
media, including sculpture, drawing, painting, text, and
performance. Often incorporating materials from Kosovo
and manifesting as ambitious spatial installations, his work
transposes personal relationships, places, and people into
sculptural forms.

Petrit Halilaj represented Kosovo in its first national
pavilion at the 55th Venice Biennale in 2013. In 2021, Tate
St Ives showed his solo exhibition Very volcanic over
this green feather. In 2024 he presented a site-specific
installation for the Met Rooftop Garden Commission in
New York. In 2025 he will be opening a solo exhibition

at Hamburger Bahnhof, in Berlin. Halilaj has held solo
exhibitions at the Tamayo museum, Mexico, Museum

of the Red Cross and Red Crescent in Geneva; Fries
Museum, Leeuwarden, the Netherlands; Tate St Ives,

UK; Palacio de Cristal, Museo Reina Sofia, Madrid; New
Museum, New York; Fondazione Merz, Turin, Italy;
Hammer Museum, Los Angeles, USA; Paul Klee Zentrum,
Bern; Pirelli HangarBicocca, Milan, Italy; Kélnischer
Kunstverein, Cologne, Germany; Bundeskunsthalle, Bonn,
Germany; Fondation d’Entreprise Galeries Lafayette,
Paris; National Gallery of Kosovo, Pristina; Kunsthalle
Sankt Gallen, Switzerland; Kunsthalle Lissabon, Lisbon;
and WIELS, Brussels, The Metropolitan Museum of Art,
New York, among others. His work has been featured

in group exhibitions at the 15th Lyon Biennale; Louisiana
Museum, Denmark; Palais de Tokyo, Paris; MAK Center
for Art and Architecture, Los Angeles; Palazzo Grassi,
Pinault Collection, Venice; NEON, Mykonos, Greece; and
Westfalischer Kunstverein, Minster, among others.

He received the Kunstpreis Berlin from the Akademie der
Kunste in 2023 and was honored with the Smithsonian
Artist Research Fellowship (SARF) in 2018. In 2017, he won
the Mario Merz Prize and received a special mention
from the jury at the 57th Venice Biennale. Prior to that, he
was a MAK-Schindler Scholar at the Mackey Apartments
(Los Angeles, 2016) and participated in residencies at Villa
Romana (Florence, 2014) and Furstenberg Contemporary
(Heiligenberg, 2012). Halilaj studied at the Accademia di
Belle Arti di Brera in Milan. He is currently a professor at
the Ecole Nationale Supérieure des Beaux-Arts in Paris,
in France, along with his partner and frequent artistic
collaborator, Alvaro Urbano. He is a member of the
Akademie der Kunste der Welt.
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Creata initial ca o lucrare de arta publica temporara
pentru Manifesta 14 la Pristina, Cand soarele apune,
pictam cerul este acum o instalatie permanenta, donata
de Petrit Halilaj orasului. Lucrarea activeaza acoperisul si
fatada Grand Hotel Pristina printr-un nou ansamblu de
semne si stele multiple. Aceste stele sunt raspandite pe
cladire si dincolo de ea, creand un cer colectiv care isi
are originea in visele unei fetite. Inspirata de eseul din
2014 al Njomzei Vitia, o rezidenta din Pristina in varsta
de 12 ani, instalatia revendica spatiul comun pentru
dorinta si visare, dincolo de timp. Constelatiile desenate
in instalatie sunt inspirate de mituri si traditii culturale
diverse, simbolizand orientarea, conexiunea si locul
nostru in univers. Halilaj chestioneaza semnificatiile
contradictorii ale stelei cu cinci colturi, folosita atat ca
simbol al libertatii, cat si al sistemelor opresive, punand
in lumina complexitatea vietii si rolul soarelui, ca forta
care sustine existenta. In raport cu temele Bienalei Art
Encounters, instalatia lui Halilaj rezoneaza cu istoria
complexa a Timisoarei, reflectand asupra modului in
care memoria colectiva si identitatea sunt modelate
continuu de traumele din trecut si de sperantele pentru
viitor. Cand soarele apune, pictam cerul devine un
spatiu metafizic in care trecutul si prezentul se intalnesc,
amplificand ecoul migratiei, opresiunii si dorintei de
libertate, care rezoneaza nu doar in orase, ci si prin
timp, invitand privitorii sa reflecteze asupra fracturilor
nerezolvate ale istoriei locale si globale.

Initially created as a temporary public artwork for
Manifesta 14 in Prishtina, When the Sun Goes Away, We
Paint the Sky is now a permanent installation donated
by Petrit Halilaj to the city. The work activates the
rooftop and fagade of the Grand Hotel Prishtina with
new signage and multiple stars. These stars spread across
the building and beyond, creating a collective sky that
traces back to a young girl's dreams. Inspired by the 2014
essay of 12-year-old Prishtina resident, Njomza Vitia, the
project reclaims communal space for desire across time.
The constellations in the installation draw from diverse
cultural myths and traditions, symbolizing guidance,
connection, and our place in the universe. Halilaj's work
questions the conflicting meanings of the five-pointed
star — used in both ideals of freedom and in oppressive
systems — highlighting life’s contradictions and the role
of the sun, as the force that sustains life. In relation

to the Art Encounters Biennial's explorations, When

the Sun Goes Away, We Paint the Sky resonates with
Timisoara's complex history, reflecting on how collective
memory and identity are continually shaped by both
past traumas and future hopes. Halilaj’s installation,

with its dynamic constellation of stars, becomes a
metaphysical space where the past and present collide,
amplifying the struggles of migration, oppression, and
desire for freedom, that echo not only through cities but
across time, inviting viewers to confront the unresolved
fractures across both local and global histories.

Cand soarele apune, pictam cerul / When the Sun Goes Away, We Paint the Sky, 2022
Otel inoxidabil acoperit cu pulbere, plexiglas, LED, controller DMX /
Powder-coated stainless steel, plexiglass, LED, DMX controller

5 stele / 5 stars: 123 x 135 x 22cm (fiecare / each)

Installation view at Museo Tamayo 2023, Photography by Gerardo Landa and Eduardo Lopez (GLR Estudio)
Courtesy of the artist and Mennour, Paris
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Hassan IKlnan

Hassan Khan (n. 1975, Londra, UK) este artist, muzician
si scriitor. Practica sa artistica vasta si diversificata
include muzica, performance, imagine in miscare si
statica, sculptura, instalatie si text. A castigat Leul

de Argint la Bienala de la Venetia din 2017 si este
profesor de arte plastice la Staedelschule din Frankfurt
pe Main. Expozitiile sale personale includ GESTUS,
Cukrarna, Ljubljana (2025), Blind Ambition, Centre
Pompidou, Paris (2022), The Keys to the Kingdom,
Reina Sofia, Madrid (2019) si Host, Kestner Gesellschaft
Hannover (2019). A participat la numeroase bienale

si expozitii de grup, inclusiv la a 57-a Bienala de

la Venetia (2017), Sharjah (2015), JOCUMENTA 13

(2012), The Ungovernables, New Museum Triennial
(2012), Manifesta 8, Murcia (2010), a 3-a Trienala de la
Yokohama (2008), printre multe altele. Cea mai recenta
publicatie a lui Khan, An Anthology of Published and
Unpublished Writings, este co-editata de Staedelschule
si Koenig Books, iar albumul sau — SUPERSTRUCTURE
EP — este lansat de The Vinyl Factory.

Spatiu public

Hassan Khan (b. 1975, London, UK) is an artist, musician
and writer. His broad and diverse artistic practice
includes music, performance, moving and still image,
sculpture, installation and text. He is the winner of
the 2017 Venice Biennale Silver Lion and a Professor
of Fine Arts at the Staedelschule in Frankfurt am
Main. Solo exhibitions include GESTUS, Cukrarna,
Ljubljana (2025); Blind Ambition, Centre Pompidou,
Paris (2022); The Keys to the Kingdom, Reina Sofia,
Madrid (2019) and Host, Kestner Gesellschaft
Hannover (2019). He has taken part in numerous
biennials and groups shows including the 57th

Venice Biennale (2017), Sharjah (2015), dOCUMENTA

13 (2012) and The Ungovernables, New Museum
Triennial (2012), Manifesta 8, Murcia (2010); 3rd
Yokohama Triennale (2008) amongst many others.
Khan’s most recent publication An Anthology of
Published and Unpublished Writings is co-published
by Staedelschule and Koenig Books and his album -
SUPERSTRUCTURE EP is released by The Vinyl Factory.
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Compozitie pentru un parc public este o lucrare
muzicald de mari dimensiuni, alcatuita din muzica
multicanal si text vorbit, desfasurata in trei miscari
simultane si conceputa pentru a fi experimentata
spatial. Compusa special pentru parcuri publice,
aceasta lucrare transforma actul de a asculta intr-o
experienta corporala, invitand publicul sa se deplaseze
fizic prin muzica raspandita in parc. Lucrarea
exploreaza vortexul trairilor emotionale care stau la
baza vietii noastre colective si felul in care acestea
pot fi suspendate si delimitate. Puterea si controlul,
pierderea si frumusetea, dorintele arzatoare,
sperantele colective si disperarea secreta sunt toate,
poate, undeva, prezente. In centrul fiecirei miscari se
afla un libret rostit, scris de Khan si prezentat aici in
doua limbi: romana si engleza.

Prezentata in cadrul Bienalei Art Encounters,
Compozitie pentru un parc public exploreaza tema
bienalei, ecoul, transformand parcul intr-o compozitie
spatiala in care sunetul, spatiul si istoria se impletesc.
Pe masura ce vizitatorii parcurg acest spatiu, muzica
reverbereaza prin mediile naturale si construite ale
parcului, evocand amintiri personale si colective. La
Timisoara, un oras marcat de tranzitia post-comunista
si transformarile sociale, lucrarea invita la reflectie
asupra istoriilor care traverseaza timpul si spatiul.

Prin crearea unui spatiu pentru ascultare profunda,
Khan problematizeaza notiunile de permanenta si

de stabilitate, oferind in schimb o intalnire fluida

si efemera cu muzica ca forta vie ce strabate si
transcende peisajul vizibil.

Compozitie pentru un parc public / Composition for a Public Park, 2013

Composition for a Public Park is a large-scale, musical
artwork, featuring multi-channel music and spoken
text that unfolds in three simultaneous movements
and is designed to be experienced spatially. Especially
composed for public parks it transforms the act of
listening into an embodied experience, inviting the
public to literally move through the music spread
through the park. The work deals with the vortex of
emotional landscapes that underlies our collective life
and the way they can be bracketed and suspended.
Power and control, loss and beauty, burning desires,
collective hopes and secret despair are all, maybe
there, somewhere. At the heart of each movement is
a spoken libretto, written by Khan and presented here
in two languages; Romanian and English.

Presented within the framework of the Art Encounters
Biennial, Composition for a Public Park embodies the
biennial’s thematic exploration of “echo” by turning
the park into an spatial composition where sound,
space, and history intertwine. As visitors traverse the
site, the music reverberates through the park’s natural
and built environments, evoking both personal and
collective memories. In Timisoara, a city marked by
post-communist transition and social transformation,
the work invites reflection on histories across time
and space. By composing a space for deep listening,
Khan challenges notions of permanence and stability,
offering a fluid, ephemeral encounter with music
instead as a living force that moves through and
beyond the visible landscape.

Muzica multicanal compusa si produsa de artist, text scris de artist, narat si inregistrat in diverse limbi, calculator

si software multi-track, interfata audio, sistem de sunet multicanal, parc public /

Multichannel music composed and produced by the artist, text authored by the artist narrated and recorded in
various languages, computer and multi-track software, audio interface, multichannel sound system, public park
Imagine de la instalare, Bienala de la Venetia / Documentation shot of install at Venice Biennale, 2017

Courtesy of the artist and Galerie Chantal Crousel
Photo by Italo Rondinello
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Compozitie pentru un parc public - Libretto

Miscarea I: Stazd si mdretie
Cvintet de alamuri, pian, mozmar

Sunt un barbat in varsta, garbovit, subtire. Port o jacheta subtire si
uzata. Nu m-am barbierit de doud saptamani, barba mea e rara si e alba
si gri. Vorbesc mult despre maretie. Vorbesc despre a castiga lucruri si
uneori sunt plin de amaraciune. Alteori incerc sa-mi iau fericirea din
prezent. Nu sunt pierdut, pentru ca nimeni nu este cu adevarat pierdut
vreodatd. Imi doresc lucruri, ca toatd lumea. Vreau ca tu si intelegi, s&
te conectezi, sa impartasesti, dar stiu ca nu e intotdeauna posibil. Acum,
desi nu ma simt pierdut, cred ca sunt blocat, captiv, incremenit. Legat
de un loc pe care nu-l cunosc, dar care imi e acasa. Sunt primele ore ale
diminetii, cand radioul reda aceleasi stiri din nou si din nou, iar eu ma
zvarcolesc in pat, aducandu-mi aminte de o greseala de acum treizeci
de ani sau de privirea cu care dusmanul ma poate invinge. Sunt piatra
care nu se rostogoleste cu adevarat. Sunt prietenul mistuit de foc. Sunt
minciuna care nu e minciund. Am, intr-adevar, nevoie de ajutor.

Miscarea 2: Bijuteria care se roteste
Oud, ganoun, riqq, electronice

Sunt multi oameni in aceasta casa, ii aud cum vin si pleaca. Nu este

casa mea. Sunt un musafir aici. Daca te uiti acum la mine, s-ar putea

sa nu vezi, dar uneori abia ma pot controla. Corpul meu tresare brusc,
tremurd si se agita. Da. Imi doresc lucruri. imi doresc multe lucruri. Chiar
dacd ma comport in mod adecvat si atent si verific de doua ori daca am
incuiat usa inainte sa merg la culcare. Dar unele lucruri chiar se schimba.
Poate cd, pentru prima datd, mi-am dat seama ca tocmai ceea ce ma
face sa tac ma impinge necrutator sa merg mai departe. Si da, am stat
si am asteptat sa se intample ceva de foarte mult timp. imi aduc aminte
de o copilrie in care eram o alta persoana. Imi aduc aminte cum ma
uitam in ochii iubirii mele, fara sa o recunosc, cu o tandrete desavarsita.
Imi aduc aminte cum am lesinat intr-un tren plin de straini si m-am trezit
cu senzatia ca toti ma priveau. Sunt mai putini oameni in casa acum, dar
eu inca stau in bucétarie. Port o rochie neagra, sobra. Port un colier de
perle; e frumos. Mi-a luat foarte mult timp sa fac o alegere.

Miscarea 3: NU ROMANTISMULUI POLITIC
Cvartet de coarde, batdi din palme, contrabas

Va trebui sa te straduiesti foarte mult ca sa ajungi la mine. Va trebui

sa iei totul de la capat, din nou, si din nou. Si de fiecare data voi avea
mereu un raspuns pentru ceea ce iti doresti. Daca esti o persoana
furioass, ei bine, iti voi arata cum acea furie nu face decat sa distruga si
nimic mai mult. Te voi convinge sa iubesti lucrurile care te infurie, sa le
ramai captiv pentru totdeauna, si vei ajunge sa crezi ca ai castigat, pana
cand nu vei mai fi tu insuti. Pana cand o sa devii asa cum te modeleaza
si 0 sa uiti de unde vine acea furie. Totusi, nu e atat de simplu. Pentru

ca nevoile arzatoare nu dispar, ci doar se transforma. Poate vei capata
un tic nervos, poate iti vor aparea iritatii in locuri secrete ale corpului,
crampe stomacale bruste, episoade intense de frica, o ura spontana fata
de cei apropiati, dorinta de a snopi in bataie un handicapat ce merge pe
strada. Eu nu dispar, eu ma schimb si poate ca este datoria ta sa gasesti
o cale de a te opune actiunilor mele. Asta daca te intereseaza cat de cat
ideea de sens, de sine, de sens in sine.
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Composition for a Public Park - Libretto

Movement I: Stasis and Majesty
Brass Quintet, Piano, Mozmar

I am an older, stooped, thin man. | am wearing a thin worn jacket.

| haven't shaved in two weeks, my stubble is thin and it’s grey and
white. | speak of majesty a lot. | speak of winning things and
sometimes | am bitter. At other times | try to steal happiness from
the moment. | am not lost because no one ever really is. | want things
like everybody does. | want you to understand, to relate, to share but
I also know it’s not really possible. Now- although | am not lost, | am
maybe stuck, trapped, pinned down. Tied to a place | do not know
which is my home. And that is why | am the early hours in the morning
where the radio plays the same news items over and over and | toss
and turn remembering a mistake thirty years ago or the glance my
enemy defeats me with. | am the rock that does not really turn. | am
the friend who burns. | am the lie that is no lie. | am in need indeed.

Movement 2: The Revolving Jewel
Oud, Qanoun, Riqq, Electronics

There are many people in this house, | can hear them come and go.

It is not my house. | am a guest here. You may not see it if you look
at me now, but sometimes | can barely control myself. My body
suddenly bolts, it shivers and trembles. Yes. | do want something. |
want many things. Even if | am proper and careful and | double-check
the lock on the door before going to sleep. But some things do
change. I have, maybe for the first time realized that it is that which
keeps me silent that also cruelly pushes me on. And yes | have been
sitting and waiting for something to happen for a very long time.

| remember a childhood when | was somebody else. | remember
staring at my lover’s eyes, with no recognition, but an absolute caress.
| remember passing out on a train full of strangers and waking up with
the feeling that they had all been watching me. There are less people
in the house now but | am still sitting in the kitchen. | am wearing

a stern black dress. | am wearing a pearl necklace; it is something
beautiful. It has taken me a very long time to choose.

Movement 3: NO POLITICAL ROMANTICISM
String Quartet, Clapping, Contrabass

You will have to try very hard to get through to me. You will have

to begin all over again, and again. And every time | will always have
something to counter what you want with. If you are an angry person,
well I will show you how that anger only breaks things and nothing
else. | will convince you to love the things that make you angry,

to be in bondage forever, and you will think you have won till you
are not you anymore. Till you have become what shapes you and
have forgotten where that anger is. However it’s not that simple.

For burning needs do not disappear they only mutate. You might
develop a nervous tic; you might have rashes that break out in secret
parts of your body, stomach cramps that attack suddenly, intense
bouts of fear, sudden hatred for people who are close to you, the
desire to beat the shit out of a spastic walking down the street. | do
not disappear, | transform and it's maybe your duty to find a way

to counter my moves. That is if you are interested in any sense of
meaning, of self, of sense itself.
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SIKART

SKART [rejects/ausschus/scarto] este un grup fondat
in 1990 la Facultatea de Arhitectura din Belgrad,

care se ocupa de arhitectura relatiilor umane, aflat
intr-un conflict interior permanent, alaturi de
nenumarati colaboratori diferiti, punand constant

sub semnul intrebarii si combinand noi forme de
poezie, arhitectura, design grafic, editare, muzica,
performance, film, benzi desenate, educatie alternativa
si practici fara nume. In primii zece ani, grupul s-a
concentrat pe o strategie de auto-publicare si auto-
distributie, prin actiuni de strada anti-razboi (Your
shit = Your responsibility, Survival Coupons etc.). In
urmatorii douazeci si cinci de ani, activitatea lor a
evoluat catre initierea si dezvoltarea de noi colective
si retele (Non-practical Women, Corul Horkeskart,
Corul Hor-Ruk, Pensionari Nesupusi, Poetrying). In
2011, grupul a participat la Bienala de Arhitectura de la
Venetia cu proiectul SEE-SAW / PLAY-GROW [poligon
de dezechilibru]. Astazi, intra intr-o noua etapa, cu
initiative precum Skabare si dezvoltarea unor concepte
noi de mobilier urban, continuand angajamentul lor
fata de experiment si interactiunea cu publicul.

Banatul, o regiune care se intinde intre Romania
si fosta lugoslavie (astizi Voivodina/Serbia), a
fost de mult timp divizata de un zid invizibil al
necomunicarii.

... ca si cum nu ar exista una langa cealalta, nu
circula trenuri sau autobuze...

Bega/Begej,

raul care traverseaza cele doua orase principale
ale Banatului, Timisoara si Zrenjanin, ramane un
avertisment ca un dialog intrerupt, asemenea apei,
ar putea curge mai liber si altfel.

Spatiu public

SKART [rejects/ausschus/scarto] is a group formed
in 1990 at the Belgrade Architecture Faculty and
deals in the architecture of human relations, in
permanent inner conflict, together with countless
various collaborators, continuously questioning and
combining new forms of poetry, architecture, graphic
design, publishing, music, performance, film, comics,
alternative education and no-named practices. For
the first ten years, the group focused on a strategy
of self-publishing and self-distribution in anti-

war street actions (Your shit = Your responsibility,
Survival Coupons, ...). Over the next twenty-five
years, their work evolved toward initiating and
developing new collectives and networks (Non-
practical Women, Horkeskart Choir, Hor-Ruk Choir,
Defiant Pensioners, and Poetrying). In 2011, the
group participated in Venice Biennial of Architecture
(SEE-SAW / PLAY-GROW [polygon of dis-balance]).
Today, they are entering a new phase with initiatives
like SKABARE and the development of new concepts
for urban furniture, continuing their commitment to
experimentation and public interaction.

Banat,

a region spanning Romania and the former Yugoslavia
(now Vojvodina/Serbia), has long been divided by an
invisible wall of non-communication.

... as if they do not exist next to each other, there are
no trains or buses...

Bega/Begej,

the river that flows through the two main cities of
Banat, Timisoara and Zrenjanin, remains a warning
that interrupted dialogue, like water, could flow more
freely and differently.
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SKABARE este un program pedagogic de invatare prin
intalniri directe, dezvoltat pentru a facilita schimburi
autentice intre persoane din medii si domenii diferite.
Printr-un format usor teatralizat, invitatii — provenind
din diferite domenii, precum stiinta, cultur, arta si
programe sociale — vor performa, prezenta si impartasi
competente, metode si experiente. Spre deosebire
de conferintele sau prezentérile traditionale, SKABARE
pune accentul pe forme interactive si informale

de transmitere a cunoasterii, incurajand dialogul si
participarea activa. Programul se va desfasura in doua
forme principale. Prima, in cadrul micro-comunitatilor
si in spatii restranse, precum saloane de spital,

celule de inchisoare, apartamente private, magazine
locale, piete si curti din sate. Aceste contexte intime
vor permite interactiuni apropiate intre invitati si
participanti, facilitand un schimb de idei imediat si
personal. A doua, se va desfasura in forma mobila.
Skabare va porni la drum pe o barcg, navigand pe raul
Bega dinspre Timisoara catre Zrenjanin. Pe parcurs,
barca va deveni o platforma in miscare pentru
prezentari, ateliere si performance-uri, oprindu-se in
diferite locatii pentru a interactiona cu comunitatile
locale. In ambele forme, SKABARE isi propune s
creeze spatii accesibile si descentralizate pentru
invatare, conversatie si colaborare.

SKABARE, 2025
Workshop

199

SKABARE is a pedagogical program of learning
through encounters, developed to create direct
exchanges between people from different
backgrounds and fields. Through a slightly staged
format, invited guests — coming from science, culture,
art, and social programs — will perform, present,

and share their skills, methods, and experiences.
Rather than traditional lectures or presentations,
SKABARE emphasizes interactive and informal forms
of knowledge sharing, encouraging dialogue and
active participation. The program will be realized in
two main forms. The first form will take place within
micro-communities and small spaces such as hospital
rooms, prison cells, private apartments, local shops,
markets, and village yards. These intimate settings
will allow for closer interactions between guests

and participants, making the exchange of ideas

more immediate and personal. The second form

will be mobile. Skabare will board a boat and travel
downstream from Timisoara towards Zrenjanin. Along
the journey, the boat will act as a moving platform
where presentations, workshops, and performances
will be carried out, stopping at various locations

to engage with local communities. In both forms,
SKABARE seeks to create accessible, decentralized
spaces for learning, conversation, and collaboration.
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Claristine Cizimas

OPENING ACT / 30 MAI, ora 18:00 / Garnizoana Timisoara, Piata Libertatii
OPENING ACT / 30 MAY, 18 PM / Garrison of Timisoara, Liberty Square

INTRE PERETI SI CUVINTE | BETWEEN WALLS AND WORDS

Praeludium. Prélude. Preludio. Preludiu. Vorspiel.

intre peretii Garnizoanei din Timisoara, unde candva
soldatii se odihneau, anul acesta va soptesc (in scris)
cuvinte din trecutul uitat si cel care inca respira in
prezent. Mereu va fi despre ce a fost alalatieri, ieri, azi,
aleatoriu. Ce inseamna de fapt cu ceva timp in

urma sau acum?

Pe 30 mai 2025, de la ora 18:00, un SPATIU GOL, din
Garnizoana, cu pereti albi si geamuri spre Piata Libertatii,
devine un CAMP DE DRAGOSTE dintre doui generatii,
la o distanta una fata de cealaltd de 50 de ani.

Un necunoscut pentru mine, a iubit-o candva pe
viitoarea mea mama, iar dovada acestei iubiri scrisa

in cuvinte pe sute de foi cu miros de cerneala, le-am
mostenit. Scrisori, sute de scrisori, scrisori de dragoste
trimise de catre un soldat unei tinere viitoare studente.
Pe spatele lor, unde foaia a ramas alba, nescrisa, v-am
impartasit o parte din viata mea, din Timisoara mea, din
gandurile mele, din aceasta primavarg, iarna, toamna, din
ani trecuti, din cele traite, personal si profesional.

45 de zile, cat dureaza Bienala de Arta Contemporana,
Art Encounters, aveti tot timpul sa cititi, sa deslusiti,

sa refaceti un traseu amoros personal pe care vi-l pun
la dispozitie cu toata increderea, sa reflectati, sa va
scufundati intr-un fotoliu si ... poate, rememorand iubiri
uitate sau de acum, sa scrieti, sa scrieti cuiva, pe o foaie
alba, nu intr-o aplicatie, nu pe un ecran, cu hartie si
stilou, cu viata si amintiri, cu voi si ce a fost si ce este

si niciodata nu s-a pierdut, sa impaturiti apoi hartia, sa
o puneti intr-un plic, sa lipiti un timbru si sa plece cu
Posta Romana in lume, la o adres, la un om, sau si nu
plece, sa ramand INTRE PERETI SI CUVINTE.

Ma veti putea gasi aproape in fiecare zi in Garnizoans,
voi adduga, schimba cate un element din lumea
propusa, voi scrie, voi face din prezent un trecut
frumos, o amintire scurta si unica cu fiecare din voi

si 0 bucata buna din mine, ca o felie sanatoasa de
tort. (cu marzipan) Orele la care apar si dispar, raman
necunoscute, dar 10:22, 14:22, 16:22, 18:22 ... suna bine.

Between the walls of the garison in my hometown
called Timisoara, where once upon a time soldiers were
resting, | intend to whisper (in writing) words from the
forgotten past and that which is still breathing in the
present day. It will always be about what happened a
day ago, some time ago, yesterday, random in the past.
What does it actually mean some time ago or now? Can
it be defined?

On the 30th of May 2025, starting with 18:00, an EMPTY
SPACE with white walls and windows that look towards
Liberty Square, will become a LOVE BATTLE FIELD
between two generations, with a 50 year distance
between them.

A stranger for me up to this day, has once loved my
future to become mother and the proof of this love
was written in words, on hundreds of papers with ink
smell, which | have inherited. Letters. Love Letters
between a soldier and a young student. On the back of
these letters, where the paper is still white, no words
were written, but there | found room btw Walls and
Words to write my own story, a small part of it, with my
Timisoara, my thoughts, out of the past spring, winter
and autumn, lost summers, from what | have lived and
missed, personally and profesionally.

For 45 days, during Art Encounters Biennial 2025, You
have all the time to read, examine, decipher, make sense,
solve the puzzle, recreate a personal love path that | put
at your disposal with all confidence, to reflect, to sink
into an armchair and... perhaps, remembering forgotten
or current loves, to write, to write to someone, on a
blank sheet, not in an app, not on a screen, with paper
and pen, with life and memories, with you and what was
and what is and was never lost, to then fold the paper,
put it in an envelope, stick a stamp and let it leave

with the Romanian Post, Posta Romana in the world,

to an address, to a person, or not to leave, to remain
BETWEEN WALLS AND WORDS.

You will find me almost every day in the Garrison, | will
add, change an element of the proposed world, I will
write, | will make the present a beautiful past, a short
and unique memory with each of you and a good piece
of me, like a healthy slice of cake. (with marzipan)

The hours | appear and disappear remain unknown, but
10:22, 14:22,16:22, 1822 ... sounds good.
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Intre pereti si cuvinte / Between Walls and Words, 2024/2025

Instalatie, performance, dimensiuni variabile / Installation, performance,
variable dimensions

Vicol Zina, mama mea / my mother

Alina Sfetcu, mi luna

Ina Solomon, Sura Susara, invesmantare cu poveste / clothing stories
Oana Stoian, fotografie / photography

Andreea Herczegh, editare fotografii / photo editing

Horvath Octavian Nicolae, sunet, voce si muzica / sound, voice and music
Ovidiu Hrin, caligrafie / calligraphy

Dinu Bodiciu, scenografie / scenography

Paul Hetzl, Space Artisan Studio, design mobilier / furniture design pieces
Cosmin Gheorghe, interpretul meu / my interpreter

AZERO, tiparituri / printings

Multumiri speciale / Special thanks: Posta Romana, AUALEU

si un TANGO cu my Drama Queen, Maria Tirtea, poate / and a TANGO with
my Drama Queen, Maria Tirtea, maybe.
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La Praeladium. Prélude. Preludio. Preludiu. Vorspiel din
30 mai, de la ora 18:00, in cadrul deschiderii Bienalei Art
Encounters 2025, de la Garnizoana din Piata Libertatii,
imi vor fi alaturi, in persoana sau cu gandul: Alina
Margareta Sfetcu, Oana Stoian, Andreea Herczegh, Dinu
Bodiciu, Octavian Horvath, Ovidiu Hrin, Paul Hetzl,
Ciprian Furtuna, Posta Romana, prin Lulciuc Adrian,
carora le multumesc din suflet! M-ati ajutat enorm,
m-ati inspirat, m-ati facut sa cred ca poate deveni ...

ca din istorii care ne leaga, se aud ecouri soptite.

Zina, Zina Vicol, tu esti mereu cu mine, de la distanta,
dar mereu legate prin viata pe care mi-ai daruit-o!

Performance

At Praeladium. Prélude. Preludio. Prelude. Vorspiel on May 30,
from 6:00 PM, during the Opening of the Art Encounters 2025
Biennial, at the Garison in Liberty Square, | will be joined, in
person or in thought by: Alina Margareta Sfetcu, Oana Stoian,
Andreea Herczegh, Dinu Bodiciu, Octavian Horvath, Ovidiu
Hrin, Paul Hetzl, Ciprian Furtuna, Posta Romana, via Lulciuc
Adrian, to whom | thank from the bottom of my heart! You
All inspired me and gave me confidence that it will become

a story, my story, a story from the past that whispers in the
present. Bounding Histories. Whispering Tales.

Zina, Zina Vicol, you are always with me, from a distance, but
always together through the life you gave me!

CLOSING ACT /13 IULIE , ora 18:00 / Garnizoana Timisoara, Piata Libertatii
CLOSING ACT /JULY 13,18 PM / Garrison of Timisoara, Liberty Square

INTRE PERETI SI CUVINTE | BETWEEN WALLS AND WORDS
Postladium. Postlude. Postludio. Postludiu. Nachspiel

Dupé 45 de zile petrecute INTRE PERETI SI
CUVINTE, intr-o incapere din Garnizoana
Timisoara, la Bienala Art Encounters 2025,
dupa ce se vor fi scris toate sau se vor fi
tacut toate cele pe care alegem sa le dam
uitarii, dupa aceste 45 de zile vine momentul
sa revenim la un SPATIU GOL.

Urmeaza o curatenie generala, o concluzie,
o clarificare, un adevar, un ADIO, o tigara,
poate, un pahar de prosecco si 0 noua
poveste care se va scrie cand ii vine vremea.

Un Postludium nu poate exista fara un
Praeludium, asadar astept sa vad ce ni se
intampla in aceste 45 de zile.

Inainte de 13 iulie 2025, este 30 mai 2025, dar
oricand va nimeriti in aceasta poveste, tine
doar de voi sa va deschideti spre nostalgie,
scrisori ascunse, iubiri uitate, memorii
personale si foarte personale.

After 45 days spent BETWEEN WALLS AND
WORDS, in a room in the Timisoara Garrison,
at the Art Encounters 2025 Biennial, after
everything that we choose to forget has been
written or silenced, after these 45 days the
time has come to return to an EMPTY SPACE.

A general cleaning, a conclusion, a clarification,
a truth, a GOODBYE, a cigarette, maybe a
glass of prosecco and a new story that will be
written when the time comes.

A Postludium cannot exist without a
Praeludium, so I'm waiting to see what happens
to us in these 45 days.

Before July 13, 2025, it is May 30, 2025, but
whenever you find yourself in this story, it is
up to you to open yourself to nostalgia, hidden
letters, forgotten loves, personal and very
personal memories.
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Morialn Evans

Moriah Evans (n. 1980, Springfield, Ohio, SUA) este Moriah Evans (b. 1980, Springfield, Ohio, USA) is a New

o coregrafa stabilita in New York, a cérei practica
abordeaza coregrafia ca un proces speculativ care
transcende genurile si este strans legat de dimensiuni
socioculturale. Inspirata de practica somatica si de
critica feminista a artei vizuale, opera sa contesta
perceptiile conventionale despre dans, punand
accentul pe trairile corporale invizibile. Din aceasta
perspectiva, Evans reimagineaza relatiile dintre corp,
sine si subiect, explorand adesea interiorul afectiv

si material al corpului pentru a genera miscare.
Practica sa multistratificata include performance-uri
in situ, productii de teatru, instalatii participative in
muzee, simpozioane, scriere teoretica si proiecte
curatoriale. Lucrarile ei imping limitele coregrafiei,
invitand publicul sa se raporteze la dans intr-un
mod diferit si neconventional. Evans detine un M.A.
in Istoria, Teoria si Critica Artei de la University of
California, San Diego (2004-2007) si o diploma B.A.
in Istoria Artei si Literatura Engleza de la Wellesley
College (1997-2001), unde a absolvit Magna Cum
Laude ca Durant Scholar. A fost recunoscuta prin
numeroase premii si burse, printre care: Dance/NYC
Advancement Fund Fellow (2025-2026). Hodder
Fellow la Princeton University (2023-2024), bursiera
a John Simon Guggenheim Memorial Foundation

in Coregrafie (2022), beneficiara a Foundation for
Contemporary Arts Emergency Grant (2021) si
finalista a Jerome Hill Artist Fellowship (2021).

York-based choreographer whose work approaches
choreography as a speculative, genre-defying,
sociocultural process. Drawing from somatic practices
and feminist critiques of visuality, her work challenges
conventional perceptions of dance by emphasizing
the experiences the body feels that cannot be

seen. Through this lens, she reimagines relationships
between flesh, body, self, and subject, often engaging
with the affective and material interior of the

body to generate movement. Evans’ multifaceted
practice spans site-specific performances, theatrical
productions, participatory museum installations,
symposia, theoretical writing, and curatorial projects.
Her work pushes the boundaries of choreography,
inviting audiences to engage with dance in expanded
and unconventional ways. She holds an M.A. in Art
History, Theory, and Criticism from the University

of California, San Diego (2004-2007), and a B.A.

in Art History and English from Wellesley College
(1997-2001), where she graduated Magna Cum Laude
as a Durant Scholar. Evans has been recognized with
numerous awards and fellowships, including Dance/
NYC Advancement Fund Fellow (2025-2026); Hodder
Fellow at Princeton University (2023-2024); John
Simon Guggenheim Memorial Foundation Fellow in
Choreography (2022); Foundation for Contemporary
Arts Emergency Grant (2021); Jerome Hill Artist
Fellowship, Jerome Foundation — Runner-Up (2021).




Performance

Fii muza mea este un performance de 49 de
minute care se desfasoara in bucla, structurat
printr-un cod temporal precis si ghidat de
schimburi efemere si intime intre artista si o
muza, un membru al publicului ales chiar de
Evans, pentru care si impreuna cu care este

creat performance-ul. In acest duet in continu
transformare, artista investigheazé constructia unui
solo performativ si analizeaza dinamici fluctuante
ale puterii, controlului, dominatiei, supunerii si
autoritatii artistice. Lucrarea problematizeeaza
statutul creatorului si contesta ierarhiile
traditionale, acordand muzei un rol central in
definirea performance-ului, creand un spatiu de
co-prezenta, vulnerabilitate si initiativa comuna.
Prezentat in cadrul Bienalei Art Encounters,
performance-ul devine un ecou viu, in timp real,
al raspunsului artistei la muza sa, reflectand istorii
personale si evocand, totodata, structuri mai ample
de control social si intimitate in cadrul sistemelor
politice globale. Prin aceasta negociere tacuts,
corporala, dintre relatie si autoritate, lucrarea
oglindeste tensiunile explorate pe parcursul
bienalei: intre trecut si prezent, centru si margine,
autonomie si interdependenta.

Fii muza mea / Be My Muse, 2016

Dans / Dance

Coregrafie si interpretare /Choreographed and performed by Moriah Evans
Photo Credit: Erin Schaff — (Moriah Evans, Be My Muse, Hirshhorn Museum and
Sculpture Garden, Smithsonian Institute, Washington DC. 2018.)
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Be My Muse is a looping 49-minute
performance, structured by a precise time
code and guided by fleeting, intimate
exchanges between the artist and a muse,

a self-selected member of the public for

and with whom the performance is created.
In this evolving duet, Evans examines the
construction of a solo performance while
interrogating the shifting dynamics of power,
control, dominance, submission, and artistic
authority. The work reimagines authorship
and challenges conventional hierarchies by
granting the muse a central role in shaping the
performance, creating a space of co-presence,
vulnerability, and shared agency. Presented

as part of the Art Encounters Biennial, as the
artist responds in real-time to her muse, the
performance becomes a living echo, one that
reflects personal histories while also gesturing
toward broader structures of social control
and intimacy under global political systems. In
its quiet, embodied negotiation of relationship
and authority, the work mirrors the tensions
explored throughout the biennial: between
past and present, center and margin, autonomy
and interdependence.
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Mila Panic

Halunke Open Mic
Stand-up comedy performance
Photo by Aram Zomorrod
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In cadrul bienalei din acest an, Mila Pani¢ va prezenta

un performance care exploreaza potentialul subversiv

al umorului in fata crizei. Pentru Pani¢, rasul este mai

mult decat un simplu moment de usurare, devine un
mijloc de a rezista fricii, de a scoate la iveala contradictii

si de a naviga prin greutatea emotionala a unor realitati
complexe. Performance-ul face parte din seria Glume,
care foloseste formatul stand-up-ului pentru a reflecta
asupra unor teme precum empatia selectiva, instabilitatea
politica, stramutarea si prabusirea sistemelor sociale.
Combinand comedia cu elemente de arta vizuala si text,
Pani¢ canalizeaza emotii adesea reprimate, frustrare,
anxietate, furie si, in esents, frica, intr-o expresie directa si
onesta. In loc sa ofere o forma de evadare, umorul ei ne
indeamna sa confruntam disconfortul pe care il purtam
Cu noi si sa recunoastem absurditatile care se ascund
adesea in spatele unor experiente grave sau dureroase.
Glume invita publicul sa regandeasca modul in care pot fi
abordate subiectele dificile si in care rasul poate deschide
un spatiu pentru conexiune profunda si reflectie.

As part of this year’s biennial, Mila Pani¢ will present a
performance that explores the subversive potential of
humor in the face of crisis. For Pani¢, laughter is more
than just a moment of relief—it becomes a mean of
resisting fear, exposing contradictions, and navigating
the emotional weight of complex realities. The
performance is part of her ongoing series Jokes, which
draws on the format of stand-up comedy to reflect on
issues such as selective empathy, political instability,
displacement, and the collapse of social systems.
Blending comedy with elements of visual art and

text, Pani¢ channels emotions that are often pushed
aside—frustration, anxiety, rage, and, at the core,
fear—into a raw and honest expression. Rather than
offering escape, her humor urges us to confront the
discomfort we carry and to recognize the absurdities
that often lie beneath serious or painful experiences.
Jokes invite viewers to rethink how difficult subjects
can be addressed, and how laughter might open space
for deeper connection and reflection.
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Manuel Pelimus

Manuel Pelmus (n. 1974, Bucuresti, Romania) triieste
si lucreaza in Oslo. Artist cu o pregatire in coregrafie
si dans, acesta investigheaza ideea prezentei vii in
contexte expozitionale, explorand relatia dintre
corpul uman, memorie si constructia istoriei. A fost
distins cu Berlin Art Prize in 2012, la categoria arte
performative si a reprezentat Romania la cea de-a
55-a Bienala de la Venetia in 2013, in colaborare cu
Alexandra Pirici. Lucrarile sale au fost prezentate

in numeroase muzee si bienale internationale,
precum Palais de Tokyo, MUNCH, Tate Modern,
Centre Pompidou Paris, Bienala de la Kiev si Van
Abbemuseum din Eindhoven. A fost cercetator la
Academia de Arte Frumoase din Oslo si in prezent
coordoneaza cercetarea artistica la Academia
Nationala de Arte din Oslo.

Manuel Pelmus (b.1974, Bucharest, Romania) lives and
works in Oslo. He is an artist with a background in
choreography and dance and investigates the idea

of a live presence within the context of exhibitions,
exploring the human body’s relationship to memory
and the construction of history. He was awarded

the 2012 Berlin Art Prize for performing arts, and he
represented Romania at the 55 Venice Biennale in
collaboration with Alexandra Pirici in 2013. His work has
been widely presented at a number of international
museums and biennales, including, Palais de Tokyo,
MUNCH, Tate Modern, Centre Pompidou Paris, Kyiv
Biennale, and the Van Abbemuseum in Eindhoven. He
was a research fellow at the Academy of Fine Art Oslo
and is currently head of artistic research at the Oslo
National Academy of the Arts.
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Two Times After Mladen Stilinovi¢ (Extended)
porneste de la lucrarea iconica Two Times / Dva
Vremena a artistului Mladen Stilinovi¢, reimaginand-o
prin intermediul performance-ului live si al prezentei
corporale. In colaborare cu un grup de performeri,
Manuel Pelmus transpune gesturile lui Stilinovi¢

din sfera conceptualului in cea a corpului viu,

fiecare reinterpretare pornind din aceeasi pozitie
statica din celebra serie fotografica Artist at Work
(1977). Acest act, in acelasi timp ludic si radical,
repune in discutie intrebari legate de munca, timp,
productivitate si valoare in sistemele artistice si
economice. In versiunea extinsa creata pentru Bienala
Art Encounters, performance-ul va fi activat simultan
in cele trei spatii principale ale bienalei din Timisoara.
Aceste actiuni paralele genereaza o coregrafie vie a
ecourilor, subtila, de durata, dispersata, care reflecta
nu doar spiritul de rezistenta al lui Stilinovi¢, ci

si tema bienalei legata de rezonanta, repetitie si
stratificare istorica. Ocupand simultan mai multe
spatii, performance-ul uneste naratiuni spatiale si
temporale distincte, permitand istoriei fiecarui loc sa
reverbereze in interiorul lucrarii. Plasata intr-un oras
marcat de transformarile post-comuniste, Two Times
After Mladen Stilinovi¢ (Extended) este mai mult
decat un omagiu, este o interventie meditativa care
submineaza naratiunile dominante despre progres

si productivitate. Invocand nemiscarea ca forma de
rezistenta si repetitia ca mod de continuitate, lucrarea
provoaca publicul sa regandeasca valoarea repausului,
a lentorii si a vulnerabilitatii intr-o lume guvernata de
viteza, expunere publica si control. Astfel, se deschide
un spatiu tacut, dar puternic, pentru a reimagina
notiuni precum puterea de decizie, solidaritatea si
potentialul poetic al refuzului.

Two Times After Mladen Stilinovi¢ (Extended), 2017-present
Performance

Manuel Pelmus, courtesy of Kontakt Collection Vienna
Photo credits: Manuel Pelmus

Performance character: Jonathan Burrows

2l

Two Times After Mladen Stilinovi¢ (Extended) takes
Mladen Stilinovi¢’s iconic work Two Times / Dva
Vremena as its point of departure, reimagining it
through live performance and embodied presence.
In collaboration with a group of performers, Manuel
Pelmus transfers Stilinovi¢’s gestures from the realm
of the conceptual to the realm of the living body,
initiating each enactment from the same resting
position seen in Stilinovi¢'s renowned photo series
Artist at Work (1977). This act, at once playful and
radical, reopens questions of labor, time, productivity,
and value within artistic and economic systems. In
this extended version created for the Art Encounters
Biennial, performers will simultaneously activate the
work at the biennial’s three main venues in Timisoara.
These parallel actions create a living choreography of
echoes, subtle, durational, and dispersed, reflecting
not only Stilinovi¢’s spirit of resistance but also

the biennial’s thematic inquiry into resonance,
repetition, and historical layering. By inhabiting
multiple sites at once, the piece weaves together
different spatial and temporal narratives, allowing
each venue’s particular history to reverberate within
the work. Positioned within a city shaped by post-
communist transformations, Two Times After Mladen
Stilinovi¢ (Extended) becomes more than a homage,
it is a meditative disruption that upends dominant
narratives of progress and productivity. By invoking
stillness as a form of resistance and repetition as a
mode of persistence, the work challenges the viewer
to reconsider the value of inactivity, slowness, and
vulnerability in a world driven by speed, visibility, and
control. In doing so, it opens up a quiet yet powerful
space for reimagining agency, solidarity, and the
poetic potential of refusal.
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Curator: Mihnea Mircan

Artisti / Artists: Gheorghe Anghel, Radu Belcin, Horia Bernea, Dan Beudean, Maria Branet, Mircea Cantor, Radu
Carnariu, Eva Cerbu, Nicolae Comanescu, Radu Comsa, Horia Damian, Alex Dascalu, Constantin Flondor, Adela
Giurgiu, lon Grigorescu, Rodrigo Hernandez, Nona Inescu, Marcel Janco, Hortensia Mi Kafchin, losif Kiraly, Alicja
Kwade, Matei Lazarescu, Max Hermann Maxy, Robert Meyten, Daniel Moldoveanu, Ciprian Muresan, Vlad Nanca,
Rosalind Nashashibi, Georgeta Naparus, Paul Neagu, Miklos Onucsan, Andrei Pandele, Radu Pandele, Jules
Perahim, Milita Petrascu, Joanna Piotrowska, Laurian Popa, Silvia Radu, Gheorghe Rasovszky, Eugen Rosca, Serban

Savu, Decebal Scriba, Mircea Suciu, Doru Tulcan.

Organizator / Organiser: ArtCollect — Asociatia Colectionarilor de Arta / The Art Collectors Association
Colectionari / Collectors: Avi Cicirean, Mariana Florescu, Geanina & Tudor Grecu, Alexandru Rus, Ovidiu Sandor.

29 mai-13 iulie 2025, joi-sambata, 11.00-19.00 / May 29-July 13, 2025, Thursday-Saturday, 1:00 AM-7:00 PM

Locatie / Location: Jecza Gallery

Vernisaj: 29 mai, ora 18:00 / Opening: May 29, 6:00 PM

Publicul privat

Lucrari selectate din cinci colectii de arta
cartografiaza spatiul dintre privat si public,
intrepatrunderea dintre individual si colectiv in
activitatea colectionarului. Lucrarile marcheaza o
tranzitie metaforica intre acesti poli, intruchipand
distinctiile si complicand reciprocitatile dintre
vectori precum curiozitatea sau obsesia,
experimentul sau indoiala, care structureaza
colectiile si le orienteaza apoi progresiv catre

sfera publici. Intr-un astfel de context, lucririle
pun intrebari despre patrimoniu si diseminare,
despre posibile forme institutionale: muzeul,

arhiva accesibila public, seria de publicatii sau

orice alt mod in care un laborator personal se
deschide pentru a include noi comunitati de
interpretare, noi parteneriate simbolice. Colectiile
pe care expozitia le reuneste se afla fiecare in
diferite etape ale acestui proces de regandire a
premiselor si modului de operare, in trecerea de

la un exercitiu pur subiectiv al gustului la ipoteza
unei viitoare institutii, ceea ce nu presupune
abandonarea gustului propriu, ci multiplica
parametrii si criteriile care modeleaza colectia:
convoaca alti interlocutori si ramifica conversatiile
despre ceea ce este personal ori particular, despre
obiecte singulare si capacitatea lor de a povesti un
moment cultural anume. Expozitia exploreaza acest
spatiu intermediar, unde se produce impletirea

a doua sisteme de referinta — curiozitatea si
responsabilitatea, impulsul si transparenta. Ele nu se
exclud reciproc, ci se intretes pe masura ce limbajul
intim care structureaza fiecare colectie gaseste noi
traduceri, scari si expresii care pot fi impartasite cu
altii. Lucrarile din expozitie dau contur acestui arc
narativ in performance-ul cultural al colectionarului,
evolutiei de la un spatiu al investigatiei private

la unul al comunitatii si obligatiilor publice, de la
pulsul intern la ecoul mai amplu si de la biografia
proprie la istoria culturala.

The Private Public

Works selected from five Romanian art collections
chart the space between the public and the
private, the folding together of the individual and
the collective in the work of the collector. The
works compose a metaphorical gradient between
those poles, embodying the distinctions and
complicating the reciprocities between vectors
such as curiosity or obsession, the experiment

or the interrogation, which structure collections
and orient them progressively towards the public
sphere. In this context, the works question heritage
and dissemination, as well as possible institutional
forms: the museum, the publicly accessible

archive, the publication series or any other act

that makes a personal laboratory available to
different communities of interpretation and novel
symbolic partnerships. The collections that the
project brings together are each at different stages
of this process, questioning their initial premises
and modus operandi, pairing a purely subjective
exercise of taste and the hypothesis of a future
institution, which does not imply the abandonment
of subjective taste but multiplies the criteria and
parameters which shape the collection. Rather,
subjectivity summons other interlocutors and
ramifies the conversations about singular objects
and their role in narrating a cultural moment. The
exhibition explores this interim, the interweaving
of two systems of reference: curiosity and
responsibility, impulse and transparency, are not
mutually exclusive, but become entangled with
one another as the intimate language that pervades
each collection finds new translations, scales,
articulations, that can be shared with others. The
works in the exhibition make palpable this narrative
arc in the cultural performance of the collector, the
evolution from a space of private investigation to
one of communality and public obligations, from
an internal pulse to wider resonance and from
personal biography to cultural history.
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My Art Encoumnters

Program ingrijit de
A program managed by
loana Bartha & Mihai Toth

Photo credit: Remus Daescu

My Art Encounters — programul de mediere al celei
de-a sasea editii a Bienalei Art Encounters — invita
publicul intr-un spatiu deschis si fluid, in care
curiozitatea, imaginatia si interactiunea ocupa un loc
central. Inspirat de lucrarea iconica a artistului Luis
Camnitzer, A museum is a school, programul acestei
editii reimagineaza Bienala ca un loc al invatarii
reciproce, in care impulsionarea coagularii de noi
legaturi si conexiuni devine epicentrul experientei.

Programul My Art Encounters a fost dezvoltat inca de
la prima editie a Bienalei, cu scopul de a oferi elevilor
si tinerei generatii oportunitatea de a descoperi

arta contemporana fara barierele impuse de lipsa
unei educatii in acest sens. De-a lungul editiilor care
au urmat, si in armonie cu misiunea Fundatiei Art
Encounters de a crea o platforma deschisa pentru arta
contemporana, programul de educatie prin cultura

a fost dezvoltat pentru a oferi activitati si cursuri
captivante, educative si relevante pentru mai multe
categorii de public, de la cei mai mici vizitatori si pana
la publicul adult, avand convingerea ca arta joaca un
rol cheie in intelegerea societatii actuale.

My Art Encounters, the mediation program of the
6th edition of Art Encounters Biennial, welcomes
the public into an open, dynamic space, where
curiosity, imagination, and connection take center
stage. Inspired by Luis Camnitzer’s iconic work A
Museum Is a School, the program of this edition
reimagines the biennial as a site of mutual learning,
where making connections becomes the heart of
the experience.

Since the biennial’s first edition, the My Art
Encounters program has been developed to

give students and the younger generation the
opportunity to discover contemporary art without
the barriers created by a lack of education in the
field. Throughout the following editions, and in

line with the Art Encounters Foundation’s mission
to create an open platform for contemporary art,
the cultural education program was developed to
offer engaging, educational, and relevant activities
and courses for various audience groups, from the
youngest visitors to adults, driven by the belief that
art plays a key role in understanding today’s society.
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Aceasta editie a Bienalei exploreaza identitatea
istorica si contemporana a Timisoarei prin conceptul

si ideea de ecou, o metafora a modului in care

arta transcende timpul, spatiul si memoria. In acest
context, My Art Encounters se transforma intr-un
cadru viu de interactiune si introspectie, unde lucrarile
de arta, peisajele urbane si publicul se influenteaza
reciproc, generand un dialog continuu ce depaseste
granitele esteticului si patrunde in straturile profunde
ale experientei comune, apartenentei si constiintei
sociale. Fiind axat pe dialog, experiment si joc,
programul invita participantii sa abordeze fiecare
intalnire cu o lucrare de arta ca fiind un moment cu
adevarat special, o ocazie de a reflecta asupra temelor
majore ale acestei editii a Bienalei, precum migratia,
memoria colectiva, justitia ecologica si perioada
post-comunista. Mediatorii actioneaza ca insotitori si
catalizatori, incurajand intrebarile, activand povesti si
deschizand drumuri spre o intelegere comuna, pentru
un public invitat sa se implice prin gesturi interactive
simple, dar semnificative, care coaguleaza un dialog
vizual si emotional cu lucrdrile. Fie ca surprind un
detaliu dintr-o lucrare preferats, fie ca adauga impresii
pe un suport de arhiva in continua expansiune,
vizitatorii contribuie la formarea unei constelatii de
voci care reflecta diversitatea de perspective din
cadrul fiecarei expoziti.

Bienala Art Encounters se adreseaza in mod gratuit

si neingradit publicului larg, care este invitat sa
descopere continutul expozitiilor prin programul

My Art Encounters, ce ofera contact ghidat de catre
mediatorii culturali alesi prin open call public, dar

si prin intermediul evenimentelor organizate zilnic,
de miercuri pana duminica, respectiv artist walks

- tururi ghidate ale expozitiilor sustinute de artisti,
cursuri de introducere in arta contemporana, lecturi
performative, ateliere pentru familii, copii si publicul
tanar, tururi special concepute pentru grupuri scolare,
tururi ghidate istorice ale orasului Timisoara, precum
si evenimente muzicale in weekenduri cu invitati din
Timisoara. Cu un program continuu si o structura
flexibila, My Art Encounters nu doar faciliteaza accesul
la arta contemporang, ci si cultiva un dialog cultural
profund, incurajand implicarea colectiva, perspectiva
critica si participarea creativa, instrumente esentiale
pentru intelegerea si influentarea lumii in care traim.

This biennial edition investigates Timisoaras historical
and contemporary identity through the concept

of echo — a metaphor for how art resonates across
time, place, and memory. In this context, My Art
Encounters becomes a space where artworks,
cityscapes, and audiences meet and reflect on one
another, generating a continuous dialogue that

goes beyond aesthetics and delves into the deeper
layers of shared experience, belonging, and social
consciousness. Rooted in dialogue, experimentation,
and play, the program invites participants to approach
each encounter with art as a meaningful moment, an
opportunity to reflect on important themes of this
biennial edition, such as migration, collective memory,
environmental justice, and the post-communist
condition. Mediators act as companions and catalysts,
encouraging questions, prompting stories, and
opening paths toward a shared understanding —
visitors are encouraged to engage with the artworks
through simple yet meaningful interactive gestures
that nurture a visual and emotional dialogue.
Whether by capturing a detail of a favorite piece or
contributing to a growing archive of impressions and
images, participants weave together a constellation of
voices that echo the diversity of perspectives within
the exhibitions.

The Art Encounters Biennial is freely and openly
accessible to the general public, who are invited to
explore the exhibited content through the My Art
Encounters program. This program offers guided
engagement led by cultural mediators selected
through a public open call, as well as through daily
events held from Wednesday to Sunday, like artist
walks — guided tours by the artists, introductory
courses in contemporary art, performative readings,
workshops for families, children, and young
audiences, tours specially designed for school groups,
historical guided tours of the city of Timisoara, and
weekend music programs in collaboration with local
guests. With its continuous schedule and dynamic
organization, the program not only facilitates access
to contemporary art but also nurtures a deeper
cultural dialogue, encouraging collective engagement,
critical awareness, and imaginative participation as
essential tools for understanding and shaping the
world we live in.

Asadar, programul de mediere My Art Encounters din acest an invita fiecare
vizitator sa devina co-autor al Bienalei, dizolvand granitele dintre observare
si creatie, dintre invatare si predare, in rezonanta cu istoria stratificata a

orasului si cu realitatile globale ale prezentului reflectate in lucrarile expuse.

My Art Encounters mediation program for this year invites every visitor
to become a co-author of the biennial, blurring the boundaries between
observing and creating, learning and teaching, in resonance with the city’s
layered history and the global realities reflected in the artworks.
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Ana
Janevski

Ana Janevski este curator si scriitor, in prezent curator

in cadrul Departamentului de Media si Performance

Art al Muzeului de Arta Moderna din New York, unde

a organizat Joan Jonas: Good Night Good Morning si a
co-organizat Judson Dance Theater: The Work is Never
Done, printre multe alte expozitii. A organizat mai mult
de treizeci de spectacole si a fost implicata in modelarea
programului de spectacole de la MoMA. Din 2007 pana
in 2011, Janevski a ocupat functia de curator la Muzeul de
Arta Moderna din Varsovia, Polonia, unde a curatoriat,
printre multe alte proiecte, expozitia de mari dimensiuni
si publicatia insotitoare As Soon As | Open My Eyes | See
a Film, pe tema filmului si artei experimentale iugoslave
din anii 1960 si 1970 (2011). Contribuie in mod regulat la
si coediteaza publicatii privind performance-ul, corpul

si istoria artei in lugoslavia, inclusiv: Art and Theory of
Post-1989 Central and Eastern Europe (coeditat cu
Roxana Marcoci si Ksenia Nouril, 2018); Boris Charmatz,
MoMA Modern Dance Series (2017); si Is the Living Body
the Last Thing Left Alive?: The New Performance Turn,
Its Histories and Its Institutions (coeditat cu Cosmin
Costinas, 2017). Janevski traieste si lucreaza in New York.

Ana Janevski is a curator and writer who is currently
curator in the Department of Media and Performance
Art at The Museum of Modern Art, New York where
she organized Joan Jonas: Good Night Good Morning
and co-organized Judson Dance Theater: The Work

is Never Done among many other exhibitions. She
organized more than thirty perfomances and has been
involved in the shaping of the performance program

at MoMA. From 2007 to 2011, Janevski held the position
of curator at the Museum of Modern Art in Warsaw,
Poland, where she curated, among many other projects,
the large-scale exhibition and accompanying publication
As Soon As | Open My Eyes | See a Film, on the topic of
Yugoslav experimental film and art from the 1960s and
1970s (2011). She regularly contributes to and coedits
publications on performance, the body, and the history
of art in Yugoslavia including: Art and Theory of Post-
1989 Central and Eastern Europe (co-edited with Roxana
Marcoci and Ksenia Nouril, 2018); Boris Charmatz, MoMA
Modern Dance Series (2017); and Is the Living Body the
Last Thing Left Alive?: The New Performance Turn, Its
Histories and Its Institutions (co-edited with Cosmin
Costinas, 2017). Janevski lives and works in New York.
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Tevz
LLoQar

Tevz Logar (1979) este curator, editor si autor
independent. A curatoriat sau co-curatoriat o serie

de expozitii de grup si personale si a colaborat cu
institutii, galerii, colectii si edituri, precum: Muzeul de
Arta Moderna si Contemporana, Lédz; Moderna galerija,
Ljubljana; The Fondazione Sandretto Re Rebaudengo,
Torino; Kunsthalle Praha; TBA2], Viena; Colectia Ovidiu
Sandor, Timisoara; Kunsthalle, Bratislava; Bienala de

Arte Grafice, Ljubljana; Muzeul de Arta Moderna si
Contemporana, Rijeka; Ludwig Museum, Budapesta;
James Gallery, New York; VOX, Montreal; Cooper Gallery,
Dundee; American University Beirut; CAC Geneve;
Kontakt Collection, Viena; National Gallery of Kosovo;
Galerija Gregor Podnar; Suprainfinit, Bucuresti; Mousse
Publishing, Milano; Routledge, New York; si Artforum,
New York. Pentru cea de-a 55-a editie a Bienalei de la
Venetia (2013) a fost curator al pavilionului Sloveniei,

iar pentru cea de-a 58-a editie a Bienalei de la Venetia
(2019) a colaborat cu Pavilionul Republicii Macedonia de
Nord in calitate de consultant curatorial si cu Pavilionul
Republicii Kosovo in calitate de scriitor. Din 2009 pana
in 2014, a fost director artistic al Galeriei Skuc din
Ljubljana, Slovenia, si profesor de istoria artei secolului
XX la Academia de Arte Vizuale (AVA) din acelasi oras.

In 2014, a fost nominalizat pentru premiul Gerrit Lansing
Independent Vision Award (Independent Curators
International) din New York. Traieste in Rijeka, Croatia.

Tevz Logar (1979) works as an independent curator, editor
and author. He has curated or co-curated a number

of group and solo exhibitions and collaborated with
institutions, galleries, collections and publishers, such

as: Museum of Modern and Contemporary Art, Lodz;
Moderna galerija, Ljubljana; The Fondazione Sandretto

Re Rebaudengo, Turin; Kunsthalle Praha; TBA21, Vienna;
The Ovidiu Sandor Collection, Timisoara; Kunsthalle,
Bratislava; Biennial of Graphic Arts, Ljubljana; Museum of
Modern and Contemporary Art, Rijeka; Ludwig Museum,
Budapest; James Gallery, New York; VOX, Montreal
Cooper Gallery, Dundee; American University Beirut; CAC
Geneve; Kontakt Collection, Vienna; National Gallery of
Kosovo; Galerija Gregor Podnar; Suprainfinit, Bucharest;
Mousse Publishing, Milan; Routledge, New York; and
Artforum, New York. For the 55th Venice Biennial (2013)
he worked as a curator of the Slovenian pavilion, while
for the 58th Venice Biennial (2019), he worked with the
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Pavilion of Republic of North Macedonia as curatorial
consultant and the Pavilion of Republic of Kosovo

as a writer. From 2009 to 2014, he was the artistic
director of the Skuc Gallery in Ljubljana, Slovenia,
and a lecturer in 20th Century Art History at the
Academy of Visual Arts (AVA) in the same city. He
was the screenwriter of the full-length documentary
Project Cancer: Ulay’s journal from November to
November (2013) and is a co-founder of the Ulay
Foundation (2014) in Amsterdam, where he now sits as
amember of the Advisory Board. Since 2023 he acts
as a president of the acquisition board of NLB Bank
SEE Collection in Ljubljana, Slovenia. In 2014, he was
nominated for the Gerrit Lansing Independent Vision
Award (Independent Curators International) in New
York. He lives in Rijeka, Croatia.
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