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The artists you can see in this exhibition belong (with only one ex-
ception) to a single generation, a generation which is famous in Romania. 
Named “eighty-ist” since it made its debut at the beginning of the last and 
darkest decade of the Ceausescu regime, it brought a new and radical feel 
to the local cultural scene. Instead of the tamed, aestheticized and aca-
demic modernism from before, those young artists preferred a new “pact 
with the real” in which the banal truth of mundane life, one’s own biography, 
the impact of urban civilization and of mass-media on individual imagina-
tion were main topics. Ranging between the raw and aggressive figurative 
of neo-expressionism (in painting and sculpture) and new media and visual 
techniques (photography, installation, performance, artist film) experimen-
tally engaged in inter-media strategies, the eighty-ist artists produced an 
unexpected and powerful image of the increasingly difficult and coercive 
reality in which they lived.

They have also been the first anglophone generation considering 
that Romanian culture  had traditionally been influenced by the French cul-
tural sphere. Due to the anglophone option and the indirect influence of 
American culture, the eighty-ist generation undertook and promoted post-
modern theories as its own cultural ideology. Even if its scope of action was 
limited by censored and implosive socio-political situations, postmodern 
theory was supported by the Romanian cultural eighty-ism and meant a 
re-questioning of modernity and an openness to plurality, relativism, and 
multiculturalism. These contributed, through specific cultural channels, to 
the breakdown which made possible the anti-communist Revolution of De-
cember 1989.

Having become landmarks of the Romanian visual milieu, the art-
ists presented in this show experienced spectacular, distinct and personal 
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careers, the twists and turns of which mirrored the complex and contradic-
tory evolution of their cultural space of origin. Some of these individuals 
chose to live abroad, others remained in the country, some continued with 
their personal visual strategies from before 1989, others have explored new 
techniques and methods for visually inquiring on reality. An interesting and 
varied range of artistic choices stretches between cosmopolitanism and tra-
dition, between European integration and the preservation of an irreducible 
local specificity, between undertaking a critical and socially engaged posi-
tion and reinforcing the absolute aestheticism of the work of art. Contem-
porary Romanian culture remains a layered one in which the contemporary 
modern and postmodern levels are still accompanied by a pre-modern and 
an archaic one that enrich and bring nuance to the formers’ features. This 
exhibition speaks of these contradictory but still complementing levels and 
directions which imprint the Romanian visual scene with an unexpected dy-
namics. It wants to communicate the counterpoint rhythm, the lively color 
and the singular flavor of an ancient and very modern European culture 
which deserves to be better known.

Magda Carneci
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The border between the human body and the world is generally 
vague and often difficult to pinpoint. The discussion of this boundary extends 
beyond the physical barrier of the skin and includes the fact that, despite 
being entrenched in the tradition of the mind/soul and body opposition, we 
find it increasingly difficult to perceive our bodies as mere containers for our 
minds, souls and conscience. Having and being a body appears increasingly 
evident, even at a commonsensical level. We acquire knowledge with the 
aid of our bodies. We feel through them. We live our lives in and through 
our bodies and not beyond them. Thus, we exist embodied.

As a bridge between the self and the world, the body is the means 
by which we conceive society and which is shaped and defined by the lat-
ter. I do not find anything more fascinating than the critical, individual and 
collective reflection on our embodied lives, especially in the current hy-
permodern age. The reason for this is that we live in a society of appear-
ances, a society in which political issues and social anxieties are frequently 
transferred to the body. In such a context, identities are assigned by the 
way individuals look, manage their visual identity, appraise others based on 
their exterior, and by the way they survey and submit to the surveillance of 
their every move, word or thought.

From the earliest times, man has meddled with what nature gave 
him – the body. Altering or shaping the body was performed in view of 
masking, emphasizing, attracting, positioning and hierarchically organizing 
the individuals in communities and societies  and in view of conferring col-
lective and especially individual identity. At present the body has increas-
ingly become a cultural project without being a tabula rasa on which culture 
inscribes meaning but a subject which creates meaning and incorporates 
experience. The theoretical approaches of the body are diverse and very in-

BODY-ART-SOCIETY
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teresting. From concerns for the body as object (what the body is submitted 
to) to those relating to the body as subject (how the body acts in society), 
from the empirical experience of the body to the body as metaphor, from 
the body as prison of the soul to the body as means of expressing freedom, 
will, power, the reflections on the body have been quite diverse.

How does the Romanian artist question, quote or criticize the force 
of dual thinking concerning the soul – body relation, the social effects of 
the varied interventions on the human body, the consequences of living in a 
society of appearances and surveillance in which having and being in one’s 
body is crucial? How does he/she relate to these corporeal obsessions and 
to this increased attention to the body as major signifier of individual and 
collective experience?

This is the fundamental question which motivated the research 
project of the National University of Arts (UNARTE) in Bucharest. The project 
entitled “The Body as a Contemporary Cultural Project. Theoretical Chal-
lenges. Artists’ Reactions” (IDEA, CNCSIS 1539, http://corpuri-perspec-
tivecontemporane.blogspot.com) intended a concentrated journey through 
the history of the relations between us and our bodies, a multidisciplinary 
and interdisciplinary approach to the body. The results – interdisciplinary 
workshops, theoretical volumes, exhibitions, happenings, expert network – 
testify to the quality and actuality of the endeavour.

In effect, we dealt with a series of “body oriented” debates and 
exhibitions specific to a society which surpassed the postmodern irony and 
scepticism in relation to the relevance of the body in understanding our 
relations with the world. Consequently the body is not a static phenomenon 
but an active factor in generating cultural meaning and regulations, a fertile 
ground for approaching identity politics and artistic creation with a social 
involvement.

A series of issues approached in the theoretical workshops have 
directly or indirectly found an artistic expression during the exhibitions. 
Complementing, supporting and enriching the theoretical ideas voiced dur-
ing the discussions, plead in a diversity of styles and approaches for the 
fluidity of the concept of the body, for the embodied nature of art and so-
ciety, for the need to profoundly reflect – from perspectives as diverse as 
possible - on our corporeal presence in today’s hypermodern world. This is 
a world of risk, as Ulrich Beck evinced, a world of great technological per-
formances but also of uncertainties and ethical dilemmas. The exhibition 
currently open at the Romanian Cultural Institute in London naturally con-
tinues the preoccupations of the artists involved in this project, proposing 
an embodied artistic discourse of the 80s generation.

Laura Grünberg
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Opening of the exhibitions: “BODY”, Centre of Visual 
Arts Gallery, Bucharest, Romania, 2009; “Body un-
der surveillance”, Victoria Art, Centre for Contem-
porary Cultural Production, Bucharest, Romania, 
2011.
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Opening of the exhibitions: “BODY”, Centre of Visual 
Arts Gallery, Bucharest, Romania, 2009; “Body un-
der surveillance”, Victoria Art, Centre for Contem-
porary Cultural Production, Bucharest, Romania, 
2011; “The other body”, Victoria Art, Centre for 
Contemporary Cultural Production, Bucharest, Ro-
mania, 2011.
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Dup inaugurated expressive methods that inspired other Romanian 
artists from various generations: the drastic amputations of the members; 
the casual, household-like attachment of an anatomical extension that looks 
like a prosthesis. He used carpentering carvings, metal plating of wood and 
the painting thereof on a plaster layer. According to his own statements, 
Dup is fascinated by anatomical fragments, by scenarios and creative  proc-
esses that explore them.

Aurelia Mocanu, The Severed Gesture: Darie Dup

DARIE DUP
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Ensemble of works
wood, 2007 
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The Ear
wood, 27.6 x 39.4 x 11.8 in, 2007 
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Welcome to My Museum
installation, 98.4 x 78.7 x 27.6 in, 1990 

Piece From The Vehicle
installation, view from the exhibition “When History Comes Knocking: Romanian Art from the 80s and 90s in Close Up”,

Plan B Gallery, Berlin, 2010-2011

Out of the scraps of yesterday, Teodor Graur has always created the 
vanity fairs of today. He is the typical artist of the (l)east. His objects are 
subtly spectacular materializations of the society’s need to re-discover itself 
inside the eternally tense combination of its own limits and unfulfilled data 
(hidden or repressed), and of contrary aspirations, limitless in their voca-
tion to transcend the shortage to abstract, sometimes grotesque roundness 
and plumpness. Nevertheless, his eye is not aggressively critical, but it’s 
rather ludic, observing, even accomplice. 

Therefore, given its self-denouncement, Teodor Graur’s art is rather 
part of a fine (self-)regulation mechanism of the society. He seems to be 
the keeper of the secrets and deviations of our world of products which we 
use and which use us, which we are exhibiting to each other and which we 
are revealed through. 

His objects capture the lack of fulfillment, the persistence of incom-
petence inside professionalism, the persistence of aberration inside ration-
ality, of the absurd inside normality, of the wrongness inside righteousness. 
Despite their compact and visually viable character, they are frequently 
displaying contradiction in terms, like in Coat of Arms, the very coat-of-
arms of the new series, in which a crutch is combined with a ski pole, like 
in the latest hammer-headed walking canes, or like in the Christmas trees 
skeletons with communist stars on top. 

The humor and inner nostalgia of his crafty combination of objects 
of domestic-comic-cosmic utility prevented him from the deviation towards 
apparently radical, inflexible and moralizing solutions. Teodor Graur was 
not interested in revolution, but in the evolutionary re-involution, the cul-
tural spinning of the society around an invisible axis, revealed through the 
visual action of its endeavor for better, prettier, for more useful, more re-
sistant, for more – up to super-saturation. Like in Caragiale, Teodor Graur 
has always been part of the tackled subject and of the scuttled object.

Erwin Kessler, The Balcanian In the Scrap Iron Age

TEODOR GRAUR
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Concerning the bodyart, my works evolved on a formal and visual 
path in search of  faire vrai - going out of the picture surface. Writing sce-
narios, playing theatre in the mirror, voyeurism, illusion, excitement, ma-
nipulating optical apparatus. (Optical apparatus means themselves produc-
ing art. Working is replacing the works; this leads to conceptualism). The 
bodyart gradually disappears to make room to writing and criticism.

ION GRIGORESCU

Buddha on face, overturned (detail)
drawings, photography, intervention on photography, 1982 

Buddha on face, overturned
drawings, photography, intervention on photography, 1982 
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Chiaroscuro I
mixed technique on canvas, 39.4 x 39.4 in, 2007 

Chiaroscuro II
mixed technique on canvas, 39.4 x 39.4 in, 2007

Chiaroscuro III
mixed technique on canvas, 39.4 x 39.4 in, 2007

The woman’s body which was once approached as a locus of sensory 
delight and mythological, paradisiacal revery, currently appears to become 
a container of the “psychical shadow” and the gate to one’s own subcon-
scious inferno. Orpheus conjuring Eurydice from Hades with longing. Adam 
fearfully drawing near to Eve’s malefic face (Eve was also named Lilith). The 
masculine tackling its inner feminine side, or Animus embracing its Anima, 
in Jungian terms. (…) In any case, we are dealing here with a temptation, 
an abyssal descent and a salvation, through the female body, shadowed, 
fading and destroyed but still emerging from time to time as a soft, sensual 
curve and as a landmark in chaos. Nevertheless, we can experience before 
these canvases a recognition and an embedding of our own shadow, but 
also a necessary, expressive, refined, superb exorcism of our outer hor-
rors.

Magda Cârneci

PETRU LUCACI
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The work of Wanda Mihuleac and Birgit Pleschberger reflects the 
concerns of the Anonyme XXI  group and consists in a series of large format 
digital photographs, each of them being a mix of mass-media visual slo-
gans. For each mise-en-scene of Birgit Pleschberger, Wanda Mihuleac puts 
forth another one which often exhibits a higher degree of cruelty and which 
features imitations and exacerbations of the young artist’s gestures and at-
titudes by means of a plush toy. This item is always a rabbit chosen for its 
multiple social and symbolic connotations.

An inventory of the cliché themes treated, suggested or mimicked 
in their photographs would be efficient in relation to their work. The theme 
of the new femininity is the appropriate one. The old unit mother – woman 
– prostitute is detailed upon at the extreme. The woman comes first and 
she certainly is of higher interest since her shape is the most relevant one 
for the effect of the human products. When she is not carved into pieces of 
meat – one more succulent and delicious looking as the next – she reveals 
herself in all her grace which was fueled by centuries of art history. Being 
a dancer, model, aware of her beauty and ready to take advantage of it, 
this woman represents the ideal as norm. Several images featuring her 
as a number of specimens, underline the actual possibility that a common 
woman embodies this ideal, since the ideal is the result of the correct use of 
consumption goods. This ideal only relates to the visible and its abundance 
on the city walls renders it as the real image of contemporary society.

The rabbit plays its part as follows: it reminds that all these do not 
mean anything, that next to these images of perfection, we find the real 
life... of rabbits, namely of the women who look like caricatures in the pres-
ence of these ideal beauties. They do everything to mould themselves into 
this image which they will never truly become.

Cristina Bogdan, An Inventory

WANDA MIHULEAC
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Anonyme XXI (work made in collaboration with Birgit Pleschberger)
photography, 35.4 x 78.7 in, 2006
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Anonyme XXI (work made in collaboration with Birgit Pleschberger)
photography, 35.4 x 74.8 in, 2006
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Replay: A Glorious Culmination
oil on canvas, 35.4 x 51.2 in, 2010 

Adam
oil on canvas, 23.6 x 23.6 in x 2 pieces, 2010

Replay: A Glorious Culmination, refers not only to the occurrence 
during Obama’s swearing-in ceremony when a part of it had to be repeated, 
but also to the swearing-in of Lincoln who proclaimed the emancipation of 
the slaves. The swearing-in of Obama represents the “glorious culmination” 
(from a speech by Abraham Lincoln) of the long process which started about 
a century and a half ago, and also, by analogy, the hope for Obama’s re-
election for a second term as president.

VALERIU MLADIN
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I have a body. This is a banal and inexact statement. When looking 
more carefully at the gigantic exhibited body, one is immediately struck 
with the strangeness of seeing not an exterior body nor an organic shell 
which we, those from within that body, those who own a body, think it 
belongs to us, but a body as an emerging entity, a content instead of a 
container as previously thought.

The body of the artist emerges from within the image, is discovered, 
reveals itself and says “erase your name / so as for me to see outside”. In 
the image scanned and printed by the artist, the body seems to float in a 
chemical bath out of which it is now drawn out as from an inorganic medium 
with an unsettling appearance of magnetic resonance. (...)

The difficulty of the body is that it cannot be approached directly, 
since it cannot be defined. Does anyone know what a body is? For this 
reason, it was said to be the most powerful irrational object we know. To 
represent it, as Paraschiv does, means to try rendering it intelligible, know-
ing it through the indirect strategy of the image.

Adriana Oprea, The Great Body

CHRISTIAN PARASCHIV
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The Great Body
installation, view from the exhibition “The Great Body”,

The “Brancovan Palaces” Cultural Center, Mogoşoaia, 2008
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The Great Body
digital print on canvas, 126 x 409.4 in, 2008 
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View of the sutdio
2011 

(…) I do not say anything, I do not do anything, I am virtually noth-
ing, but I am there, carnal and sensitive like an open wound.

Ervin Kessler

MIRCEA ROMAN
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Limit Situation
wood, 51.2 x 51.2 x 31.5 in, 2008 

Sacrifice
wood, 63 x 31.5 x 23.6 in, 2008 
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DIVA Laura
video, 00:05:00, 2008 

actress Laura Moise, camera &  digital processing Victor Velculescu

DIVA Laura
video, 00:05:00, 2008 

actress Laura Moise, camera &  digital processing Victor Velculescu

DIVA Laura is an ordinary woman. She considers the ritual of cos-
meticizing herself a natural practice that she includes in the everyday 
crowded mechanism of existence.

MARILENA PREDA SÂNC
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Pilgrims (The Joy)
metal, 7.1 x 7.9 x 3.1 in, 47.2 in base, 2011 

Pilgrims
metal, 8.7 x 11.8 x 11.8 in, 47.2 in base, 2008

If I want to carve a human figure, I do not look at its body made of 
flesh, bone and skin. I look instead at what gives life to that body.

I carve human figures not to represent their bodies, but to create 
life, since the body is the carrier of life. My human figures are not carriers 
of bodies but carriers of life.

I am my own character. My character lives my life and I interpret 
the life of my character.

AUREL VLAD
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Opening of the exhibitions: “BODY”, Centre of Visual 
Arts Gallery, Bucharest, Romania, 2009; “Body un-
der surveillance”, Victoria Art, Centre for Contem-
porary Cultural Production, Bucharest, Romania, 
2011; “The other body”, Victoria Art, Centre for 
Contemporary Cultural Production, Bucharest, Ro-
mania, 2011.
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Opening of the exhibitions: “BODY”, Centre of Visual 
Arts Gallery, Bucharest, Romania, 2009; “Body un-
der surveillance”, Victoria Art, Centre for Contem-
porary Cultural Production, Bucharest, Romania, 
2011; “The other body”, Victoria Art, Centre for 
Contemporary Cultural Production, Bucharest, Ro-
mania, 2011.
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DARIE DUP (b. 1959) lives and works in Bucharest. He is 
Associate Professor at the National University of Arts, Bucharest, 
Sculpture Department. He has exhibited in various solo and group 
exhibitions such as: International Exhibition, Romanian Pavilion, 
Sevilla, Spain; Biennale of Venice, Italy; Dalles Gallery, Bucharest, 
Romania; Mucsarnok Gallery, Budapest, Hungary; Hazelaar Galery, 
Soest, Netherlands; Abraxas, Gallery, Rome, Italy; National Gallery 
of Modern Art, New Delhi and Mumbai, India.

TEODOR GRAUR (b. 1953) lives and works in Bucharest. 
Selected exhibitions after 2010: “Master of Balkania”, Recycle Nest 
Gallery, Bucharest, Romania; “Remodern”, Old Court Gallery, Bu-
charest, Romania; “Balcanian XXI”, Peasant Museum, Bucharest, 
Romania; “When History Comes Knocking”, Plan B Gallery, Berlin, 
Germany. He has been active since the early 80’s working with 
painting, photography, video and performance, although his favour-
ite medium was the installation. Recently, he has turned to sculpture 
and object design, as a concern for real things.

ION GRIGORECU (b. 1945) lives and works in Bucharest. 
Selected exhibitions, after 2010: “Out of Place”, Tate Modern, Lon-
don, Great Britain; “Horse, Men Market”, Friedrichshof Sammlung 
Collection, Vienna, Austria; “Drawings”, Andreiana Mihail Gallery, 
Bucharest, Romania; Biennale of Venice, Italy; “Ostalgia”, New Mu-
seum, New York, USA. He works with diverse media, from painting 
and photography to video and performance.

PETRU LUCACI (b. 1956) lives and works in Bucharest. He 
is Associate Professor, National University of Arts, Bucharest, Paint-
ing Department; President, National Union of Visual Artists, Roma-
nia; Director, Victoria Art Centre for Contemporary Cultural Produc-
tion, Bucharest, Romania; Director, Art Journal, Romania. Selected 
exhibitions: Gammelgaard Gallery, Copenhagen, Denmark; Espace 
Suisse Gallery, Strasbourg, France; Itakescus Gallery, Helsinki, 
Finland; Oudin Art Contemporaine Gallery, Paris, France; National 
Museum of Art, Bucharest, Romania; Beijing Biennale, China; Met-
ropolitan Art Space Exhibition Gallery, Tokyo, Japan. He works with 
a wide range of media such as painting, engraving, graphic design, 
photography, object, happening and new media.
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WANDA MIHULEAC (b. 1946) lives and works in Paris. Se-
lected exhibitions: Biennale of Venice, Italy; Biennale of Sao Paolo, 
Brasil; Biennale of Paris, France; Art Multiple, Düsseldorf, Germany; 
National Museum of Art, Bucharest, Romania; Centre G. Pompidou, 
Paris, France; Museum of Contemporary Art Thessalonic, Greece; 
Affordable Fair, New York, USA. Wanda Mihuleac’s work (painting, 
photography, engraving, artist-book, object, video and installation) 
is based on the deconstruction concept coined by Jacques Derrida. 

VALERIU MLADIN (b. 1958) lives and works in Bucharest. 
He teaches at the National University of Arts, Bucharest, Photo-
Video Department. Selected exhibitions: Biennale of Venice, Italy; 
Hankzu Departament Store, Osaka, Japan; Gallery Oishi, Gallery 
Fukuoka, and Nipponbashi Takashimaya Interior Gallery, Tokyo, Ja-
pan; National Museum of Contemporary Art, Bucharest, Romania; 
National Museum of Art, Bucharest, Romania; Collection Museum, 
Bucharest, Romania; Brukenthal Museum, Sibiu, Romania; National 
Museum of Art, Timişoara and Oradea, Romania; Szombathely Art 
Gallery, Szombathely, Hungary. Most of his works are exploring the 
relation between painting, photography and the human expresion. 
He also works with video, installation and performance.

CHRISTIAN PARASCHIV (b. 1953) lives and works in Paris 
and Bucharest. Selected solo exhibitions: “Black Is the Colour of Lan-
guage, 1986-2011”, Oudin Art Contemporain Gallery, Paris, France; 
“Bio Art The Skin - The Body 1990-2011”, Oudin Art Contempo-
rain Gallery, Paris, France; “Body for Space, recent works 2007-
2008”, Oudin Art Contemporain Gallery, Paris, France; “Retrospec-
tive 1977-2007”, National Museum of Contemporary Art, Bucharest, 
Romania; “Nomos / The Body”, Romanian Cultural Institute, Paris, 
and Oudin Art Contemporain Gallery, Paris, France. His works on the 
skin and the body were not well received in communist Romania. 
Consequently he came to be considered a dissident artist by the 
regime while his works were prohibited by Ceausescu’s dictatorship. 
He exiled himself in Paris in 1986. Paraschiv creates installations, 
paintings, sculptures, photography and video, as well as multimedia 
projects and artists’ books. 
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MIRCEA ROMAN (b. 1958) lives and works in Bucharest. 
Selected solo exhibitions: “Dezorient Express”, The Romanian Peas-
ant Museum, Bucharest, Romania; Visual Arts Museum, Galaţi, Ro-
mania; Meunier Chocolate Factory, London, Great Britain; Riverside 
Studios, London, Great Britain; Centre Point Gallery, London, Great 
Britain; The National Theatre, Bucharest, Romania; Orizont Gallery, 
Bucharest, Romania. He has an extensive exhibition activity and 
received numerous awards: Delfina Studio, London, Great Britain; 
“Grand Prize”, Osaka Sculpture Triennale, Japan.

MARILENA PREDA SÂNC (b. 1955) lives and works in Bu-
charest. She is a Professor at the National University of Arts, Bucha-
rest, Mural Art Department. Selected solo exhibitions: National Mu-
seum of Contemporary Art, Bucharest, Romania; Romanian Cultural 
Institute, Paris, France, and Madrid, Spain; Studio D.V.O., Brussels, 
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Modern Art, Vienna, Austria; “100 years of women’s suffrage in Eu-
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Her  work is related to feminism, local-global space, power and eco-
mind topics. “I am a painter of fix and running images”.

AUREL VLAD (b. 1954) lives and works in Bucharest. He is 
a Professor at the National University of Arts, Bucharest, Sculpture 
Department. Selected solo exhibitions: The “Brancovan Palaces” 
Cultural Center, Mogoşoaia, Romania; 418 Gallery, Bucharest, Ro-
mania; Klosterneuburg, Austria; “G5 Kultur am Gartnerplatz”, Mu-
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ity and received numerous awards: “The Sculpture Award” of the 
Fine Arts Association; “The Grand Prize of the Art Salon”, Bucha-
rest, Romania; “The National Merit Order”, the rank of Commander; 
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