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Everybody Deserves To Challenge Pop Culture

by A.I. JARVIS

What is true of politics and morals, also
seems to apply to art as well.
Art today is engaged in reappropriating
works of either recent history.

Column

Among pushed into to go out the incapacity of acknowledging uselessness in
different human behaviors and situations,
to the inutility of performing meaningless
actions, to the fear of understanding and
accepting our own vanity.
Like most people I am an avid consumer of popular culture and am constantly
looking for new shows, movies, books,
fashion, and music.
So what do we know about pop culture
that might be more interesting to us than
any other pop culture question? It is a
question that we don’t have to answer, we
[7]

just have to ask. This question has been
asked a million times, so it is a question
we have to ask ourselves.
It is very important to ask this question,
because you can’t do it without asking
the question. You can’t do it without saying, “Hey, we can do it. We’re just going
to do it.” The question is, how can we do
it? How can we be the next big thing in
pop culture? How can we make our pop
culture look like this?

[8]

Hope for Future

Beral Madra

For Bucharest Biennale in 2024

Around

My involvement in the biennials, in their
global contents and socio-political impacts dates back to the 1st and 2nd Istanbul biennale in 1987 and 1989. I was invited to the advisory board of the biennale
and ended up as general coordinator; I
had no idea that I will be named curator
soon after. Now, after 35 years and many
curatorial experience in biennale, I am invited by Razvan Ion to reflect and prepare
a conceptual background on the next Bucharest Biennale in 2024.
Since two years, during the global pandemic some of the biennale were either postponed or realized online. This interruption
and digital existence may have created a
certain inadequacy in contradiction to the
half a century glory of the biennale. The
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glory was mainly based on the multi-culturalist and post-colonialist to the global
contemporary art production; however, after several doubtful experiences the new
ideology global was also questioned as
for whom and for what reasons? Whose
interests are served by the ‘biennialisation’
of the contemporary art world? Even if the
introduction of artists to mainstream art
scenes from 5 continents and not well-resourced countries showed a progress
throughout the years, it has cost extra time
and money to the these countries and individuals. The curators who had to face this
challenge had to travel continuously and
explore and understand these remote and
unknown art scenes. Biennale became
borderless, more democratic and decolonized, but barriers of selection and eclectism still remained. During the pandemic
lockdown the question remains: Whose
interests are served by digitalization of
the biennale? In fact as Global replaced
Western, Digital replaced the Established
Supremacy. Online communication expanded the presentation and perception to
a vast audience. The feedback is not easily traceable, but the artists are free to find
out their impact on the viewer individually and independently. One of the ongoing
digital examples is The Wrong Biennale
since 2013 (https://thewrong.org).
Apart from the unexpected effects and
consequences of the pandemic conditions and the emergence of digital biennale there are two ominous political developments, revealed as post-truth and
post-democracy, which is affecting the
socio-cultural function and responsibility
of art and culture. The socio-political order we are going through has been named
as Post-Truth. We are witnessing that po[12]

litical and economic powers intervene in
every angle of individual and social life and
particularly to our basic belief in so-called
Truth. We are also experiencing the evolution of neo-capitalism towards a new rigidity, which is called Zombie-capitalism.
It is not accurate to speculate; but we are
watching an unprecedented scenario.
Against the imposing command of Posttruth, the naked truth shows its reality.
The arts and culture industry, which occupies an important area in the capitalist
order, has now been fairly negatively affected with the lack of the participation of
large masses and large tourism activity,
live interactive communication and common financial restrictions. The cultural
and artistic institutions of all countries
- public or private - can be only opened
with restricted programs. The only effective available option before them is online
production and events. While the biennale
are the most challenging manifestation
of global contemporary art productions,
their institutional foundations cannot be
considered independent of the local political positions and economic assets of
their countries. Here it must be admitted that there is a difference between
the biennials in countries with damaged
democracy and those of countries with
strong democracies; the same disparity
applies to economies as well.
How to realize a biennale in the near future can be discussed within these facts
and conditions.
Apart from Documenta Kassel, which is
singular in substance and scale, there are
Athens, Berlin, Bucharest, Florence, Göteborg, Helsinki, Lyon and Riga Biennale in
EU. In close neighbors of EU there are İstanbul and Moscow Biennale, due to the

political and financial conditions not as
independent as they should be. The scale
and effectiveness of all these biennale
can be discussed and concluded that not
all of them are very expansively and globally effective. The governance and charm
of the cities and the political and economic circumstances in these countries
are the crucial scenery for the biennale.
What should be the content, form and
qualities of the biennial to be held in
Bucharest in 2024? There are two viewpoints to be considered:
First of all, it is necessary to overcome
the alienation created by the pandemic
as well as to break the inevitable elitist
character of the biennials. First think that
comes to mind is to ensure the interest of
the audience more closely than expected.
Secondly, to ensure that society participates in the formation processes; the society should take up seriously that it can
contribute to the creation of the biennial;
a mutual adoption process must take
place. During the two years the biennale
administration and various sections of
the public should communicate and collaborate in defining knowledge, interests
and intellectual needs to perceive and
understand the quest of the artist. What
kind of art do they want to see? Who are
the artists they follow? How can they contribute to the promotion of the biennale?
How can the public collectively contribute
financial support? These are questions
that biennial management and curators
should address beforehand.
The more essential matter is the perception of the young generations about the
historical and current position and role of
the Balkans in EU. It is common knowl-

edge that historical and traditional past
is distorted with interests of political and
neo-capitalist Post-truth and media inventions.
The historical significance of the Balkans in general is fading away within
the Neo-capitalist, Post-truth, Populist
Rhetoric’s. The loss of memory is well
described by the late Umberto Ecco: The
problem that comes into play is that no
culture (in the topological sense of the
word, as a system of scientific and artistic
ideas, myths, religions, values and everyday customs) can subsist and survive
without a collective memory. Societies
have always relied on memory in order to
preserve their own identity, beginning with
the old man who, sitting under a tree, told
stories about the exploits of his ancestors
and the founding myth of the tribe. And
when some act of censorship wipes out a
section of a society’s memory, this society
undergoes an identity crisis.
The current presence of the Balkans
should be considered as the border area
in a geopolitical sense between EU and
the territory of the so-called East, which
is under the collaboration of religion and
global capitalism. Since the collapse of
the USSR and the Eastern Bloc in 1989
the relations among the nations and
states in the Balkans are still unsettled
and they are still struggling under the
EU integration process. The 20th century
term ‘balkanisation’ is still in use; it contains many meanings based on numerous conflicts in the 20th century Europe
such as complicated clashes involving
numerous domestic and foreign actors,
as well as the contradictions between the
ultra-conservatism and current liberal political and social insights.
[13]

Even under the pressure of these facts
artists are profoundly dealing with these
realities by producing a wide range of interdisciplinary works and using all kinds
of dissemination and promotion tools
available, Biennale are the major tool
for dissemination of this quest. With
strong-minded optimism they generate
the hope for future as wisely mentioned
by Noam Chomsky “Optimism is a strategy for making a better future. Because unless you believe that the future can be better, it’s unlikely you will step up and take
responsibility for making it so. If you assume that there’s no hope, you guarantee
that there will be no hope. If you assume
that there is an instinct for freedom, there
are opportunities to change things, there’s
a chance you may contribute to making a
better world. The choice is yours.”
Beral Madra, January 2022

Notes
1. Lecture by prof. Umberto Eco at the United
Nations headquarters in New York on “against
the loss of memory” (october 21, 2013)
2. https://www.goodreads.com/
quotes/158840-optimism-is-a-strategy-formaking-a-better-future-because
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Describing Images with Words and Numbers

Lev Manovich

Most representations of physical, biological and cultural phenomena constructed by artists, scholars and engineers so
far only capture some characteristics of
these phenomena. Linear perspective
represents the world as seen from a human-like viewpoint, but it distorts the
real proportions and positions of objects
in space. Contemporary 100-megapixel
photograph made with a professional
camera captures details of human skin
and separate hairs—but not what is inside
the body under the skin.
If the artifacts are synthetic, sometimes
it is easy to represent them more precisely. Engineering drawings, algorithms,
manufacturing details used to construct
such artifact are already their representation in the finished state—however, we
can’t predict human sensations and experiences of these artifacts only from
these representations. But nature’s engineering can be so complex that even
all representational technologies at our
disposal can barely capture a miniscule
proportion of information.
For example, currently best fMRI machines can capture the brain at a resolution of 1 mm. This may look like a small
enough area—yet it contains millions of
neurons and tens of billions of synapses.
[16]

The most detailed map of the universe
produced in 2018 by Gaia (the European
Space Agency craft) shows 1.7 billion
stars—but according to estimates, our
own galaxy alone contains hundreds of
billions of stars.
And even when we consider a single cultural artifact created by humans and existing on a human scale—a photograph
you took, a mobile phone you used to
take it with, or your outfit consisting from
items you purchased at Zara or COS—
data representations of these artifacts
often can only capture some of their characteristics. In the case of a digital photograph, we have access to all the pixels
it contains. This artifact consists from
100% machine data. These pixels to us
will look a bit different from one display
to the next, depending on its brightness,
contrast, and color temperature settings,
and its technology. And if we want to edit
this image, what is possible is defined by
particular software. (In my article There is
Only Software (Manovich 2009) I argued
that “depending on the software I am using, the “properties” of a media object can
change dramatically. Exactly the same
file with the same contents can take on
a variety of identities depending on the
software being used.”)

Digital pixel image is a synthetic artifact
fully defined by only one type of data in
a format ready for machine processing
(e.g., an array of numbers defining pixel
values). But what about physical artifacts, such as fashion designs that may
use fabrics with all kinds of non-standard
finishes, combine multiple materials, textures, and fabrics, and create unusual volumes? (This applies to many collections
produced since the early 1990s the 1980s
by Rei Kawakubo, Dres Van Noten, Maison Margiela, Raf Simons, Issey Miyake,
among others, and also to many fashion
designers working in countries such as
South Korea today.) How do we translate
cloves into data? The geometries of pattern pieces will not tell us about visual
impressions of their cloves, or experience
wearing them. Such garments may have
unique two-dimensional and three-dimensional textures, use ornament, play with
degrees of transparency, etc. And many
fashion designs are only fully “realized”
than you wear them, with the garment
taking on particular shape and volume as
you walk.
The challenge of representing the experience of material artifacts as data is not
unlike calculating an average for a set of
numbers. While we can always mechanically calculate an average, this average
does not capture the shape of their distribution, and sometimes it is simply meaningless (Desrosières 1998). In a Gaussian
distribution, most data lie close to the average, but in a binomial distribution, most
data are away from it, so the average
does not tell us much.
Similarly, when we try to capture our sensorial, cognitive and emotional experience of looking at or wearing a fashion

garment, all methods we have available—
recording heartbeat, eyes movements,
brain activity, and other physiological,
cognitive and affective processes, or asking a person to describe her subjective
experience and fill out a questioner— can
only represent some aspects of this experience.
But this does not mean that any data encoding automatically loses information,
or that our intellectual machines (i.e.,
digital computers) are by default inferior
to human machines, i.e. our senses and
cognition. For example, let’s say I am writing about artworks exhibited in a large
art fair that features hundreds of works
shown by hundreds of galleries across a
large space.
What I can say depends on what I was
able to see during my visit and what I
remembered—and therefore constrained
by the limitations of my senses, cognition, memory, and body, as well as by the
language (Russian, Spanish, Indonesian,
etc.) in which I write.
In the twentieth century, modern humanities, the common method of describing
artifacts and experiences was to observe
one own reaction as filtered by one’s academic training and use natural language
for describing and theorizing these experiences. In social sciences and practical
fields concerned with measuring people
attitudes, taste and opinions, researchers
used questioners, group observations
and ethnography, and these methods
remain very valuable today. Meanwhile,
since the 1940s engineers and scientists
working with digital computers have been
gradually developing a very different paradigm—describing media artifacts such
[17]

as text, shapes, audio, and images via
numerical features. Humanities studies
of visual art, architecture, design, video
games, films, user-generated video and
all other visual forms can adopt the same
paradigm. Why it is such a good idea? My
explanation is summarized in the next
paragraph.
Numerical measurements of cultural artifacts, interactions and behaviors give us
a new language to talk about cultural artifacts and experiences. This language is
closer to how the senses represent analog
information (sounds, music, colors, spatial forms, movement, etc.) The senses
translate their inputs into quantitative
scales, and this is what allows us to differentiate between many more sounds,
colors, movements, shapes, textures than
natural languages. So, when we represent
analog characteristics of artifacts, interactions and behaviors as data using numbers, we get the same advantages. This
is why a language of numbers is a better
fit than human languages for describing
analog aspects of culture.
Using natural languages was the only
mechanism humanities have been using
for describing all aspects of culture until
the recent emergence of Digital Humanities. Natural or ordinary language refers
to a language that evolved in human
evolution without planning. While the origins of natural languages are debated by
sciences, many suggest that it developed
somewhere between 200,000 and 50,000
years ago. Natural languages cannot
represent small differences on analog
dimensions which define aesthetic artifacts and experiences such as color, texture, transparency, types of surfaces and
finishes, visual and temporal rhythms,
[18]

movement, speed, touch, sound, taste,
etc. In contrast, our senses capture such
differences quite well.
Aesthetic artifacts and experiences human species were creating during many
thousands of years of their cultural history exploit these abilities. In the modern
period, the arts started to systematically
develop new aesthetics that strives to
fill every possible “cell” of a large multi-dimensional space of all sense dimensions, taking advantage of the very high
fidelity and resolution of our senses.
Dance innovators from Loie Fuller and
Martha Graham to Pina Bausch, William
Forsythe, and Cloud Gate group defined
new body movements, body positions,
compositions and dynamics created by
groups of dancers or by parts of a body
such as fingers or speeds and types of
transitions. Such dance systems are only
possible because our eye and brain abilities to register tiny differences on these
dimensions of dance.
In visual arts, many modern painters
developed lots of variations of a white
on white monochrome painting— images that feature only one field of a single
color, or a few shapes in the same color
that differ only slightly in brightness, saturation, or texture. They include Kazimir
Malevich
(Suprematist Composition: White on
White, 1918), Ad Reinhardt (“black paintings”), Agnes Martin, Brice Marden, Lucio
Fontana, Ives Klein, and many others.
In the twenty-first century, works by contemporary product designers often continue the explorations that preoccupied
so many twentieth century artists. For
example, in the second part of 2010s

top companies making phones—Huawei,
Xiaomi, Samsung, Apple—became obsessed with the sensory effects of their
designs. The designers of phones started to develop unique surface materials,
unique colors, levels of glossiness of a
finish, surface roughness and waviness.
As the phone moves closer and closer to
becoming a pure screen a or transparent
surface, this obsession with sensualizing
still remaining material part may be the
last stage of phone design before the
phone becomes complete screen—although we may also get different form
factors in the future, where small material parts become even more aestheticized
(Manovich 2007c).
For instance, for its P20 phone (2017)
Huawei created unique finishes each
combining a range of colors. Huawei
named them Morpho Aurora, Pearl White,
Twilight and Pink Gold. When looking at
the back of a phone at different angles,
different colors would appear. (Peckham
2018). The company proudly described
the technologies used to create these
finishes on its website: “The Twilight
and Midnight Blue HUAWEI P20 has a
high-gloss finish made via a ‘highhardness’ vacuum protective coating and
nano-vacuum optical gradient coating.”
(Huawei 2019) (The P30 Mate Pro I have
been using during 2019 had one of these
screens.)
What about minimalism that has become
the most frequently used aesthetics in the
design of spaces in the early twenty-first
century exemplified by all-white or raw
concrete spaces, with black elements or
other contrasting details? From the moment such spaces started to appear in
the West in the second part of the 1990s,

I have been seeking them so I can work
there—hotel areas, cafes, lounges. Today
you can find it everywhere from but in
the late 1990s they were just a few such
spaces. In my book The Language of New
Media (Manovich 2001) completed in Fall
1999, I have thanked two such hotels
because large parts of that book were
written in their spaces—The Standard
and Mondrian in Los Angeles. While not
strictly minimalist in a classical way (they
were not all white), the careful choice of
textures, materials, and elimination of unnecessary details was certainly minimalist in its thinking. (Later in 2006–2007 I
have been spending summers in Shanghai working on a new book and moving
between a few large minimalist cafes—at
that point, Shanghai had more of them
then Los Angeles. Today, a city like Seoul
probably has over 100,000 such cafes,
each unique in its design.)
On first thought, such spatial minimalism seems to be about overwhelming
our perception—asking us to stretch our
limits, so to speak, to take in simultaneously black and white, big and tiny, irregular and smooth. I am thinking of famous
Japanese rock gardens in Kyoto (created
between 1450 and 1500), an example
of kare-sansui (“dry landscape”): large
black rocks placed in the space of tiny
grey pebbles. In 1996 a store for Calvin
Klein designed by London architect John
Pawson opened in New York on Madison
Avenue around the 60th Street, and it became very influential in the minimalist
movement. Pawson was influenced by
Japanese Zen Buddhism, and an article
in the New York Times called his store
“Less is Less.” (Goldberger 1996). The
photographs of the store show a large
[19]

open white space with contrasting with
dark wood benches (Pawson 2020). So
what is going on with these examples?
I think that minimalist design uses both
sensory extremes for aesthetic and spatial effect, and small subtle differences
that are our senses are so good at registering. The strong contrast between
black and white or smooth and textured,
or wood and concrete, and so on helps
us to better notice the variations in the
latter—i.e., the differences in shapes of
tiny pebbles in Kyoto Garden, or all white
parts of the 1996 Calvin Klein store space
which all have different orientations to
the light coming from very large windows.
The famous early twenty-first century
examples of minimalist design are all
white and or silver-grey Apple products
designed by Jonathan Ive in the 2000s.
The first in this series was iPod in 2001,
followed by PowerBook G4 in 2003, iMac
G5 in 2004, and iPhone in 2007. In his
article “How Steve Jobs’ Love of Simplicity Fueled A Design Revolution,” Walter Isaacson quotes Jobs talking about
his Zen influence: “I have always found
Buddhism—Japanese Zen Buddhism in
particular—to be aesthetically sublime,”
he told me. “The most sublime thing I’ve
ever seen are the gardens around Kyoto”
(Isaacson 2012). In the most famous Kyoto garden, which I was lucky to visit, the
monochrome surface made from small
pebbles contrasts with a few large black
rocks. In Apple products of the 2000s,
the contrast between all-white object
and the dark almost black screen when
the device is turned off made from different material works similarly. It makes
us more attentive to the roundness of the
corners, the shadows from the keys, and
[20]

other graduations and variations in tone
and shape of the device.
In general, minimalism is everything but
minimal. It would be more precise to call
it “maximalism.” It takes small areas on
sensory scales and expands it. It makes
you see that between two grey values
there are, in fact, many more variations
than you knew (I call this aesthetics common today in Korea “50 shades of grey”);
that the light can fall on a raw concrete
surface in endless ways; that the edge in
the textured paper cut into two parts by
hand contains fascinating lines, volumes,
and densities. Our senses delight in these
discoveries. And this is likely to be one of
the key functions of aesthetics in human
cultures from prehistory to today—giving
our sense endless exercises to register
some small differences, as well as bold
contrasts. And to clean visual, spatial and
sound environment from everything else,
so we can attend to these differences. To
enjoy “less is less.”
Excerpt from
Manovich, L. Computer vision, human
senses, and language of art. AI & Soc 36,
1145–1152 (2021).
https://doi.org/10.1007/s00146-02001094-9
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ARTHUB BUCHAREST
10 General Constantin Budișteanu St.

The building of ARTHUB was the first gallery of the National University for Arts and
it is residing in front of the National University of Arts and in a very eclectic area of
Bucharest with a very different architectural, historical and political layers. A multidiciplinary space, ARTHUB an art center and a coworking enclave for artists, ARTHUB is an
indepent run hub in the very center of Bucharest. With 11 individual art studios, lounge
workspaces and a cool coffee shop, it is the venue to meet emerging Romanian artists
or take a guided tour through the art studios. Some evenings ARTHUB might be the
place you’ll find the best artsy party in Bucharest.
www.arthubbucharest.ro
[24]
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Cătalin Burcea

TEN (A Number in a Countdown)

TEN (A Number in a Countdown) is somehow related to a previous work I’ve done
in 2017 titled It’s Still Silence Beyond the
Waters. That work referred to convulsions
and tensions on the eastern border of the
European Union in the context of war in
the Middle East and a massive migration
crisis.
Nowadays, five years later, the context is
even more complicated under the threat
of the Russian invasion. The danger is
real and is forcing us to face it, one way
or another. The work I present for BB10
is an installation that contains a video
production, a text and a bizarre pillar.
The text is “Something Went Wrong” and
the question that automatically arises is
“What went wrong?”
The answer is rather rhetorical and involves a deep process of reflection on the
situation as a whole.
[26]

Cătălin Burcea, TEN (A Number in a Countdown), installation: loop
video 4’30’’ - gray text printed on the wall - white painted pillar & text,
W-193 H-260 D-130 cm, 2022.
Courtesy of the artist and Bucharest Biennale
[27]

Cătălin Burcea, TEN (A Number in a Countdown), installation: loop video
4’30’’ - gray text printed on the wall - white painted pillar & text,
W-193 H-260 D-130 cm, 2022.
Courtesy of the artist and Bucharest Biennale
[28]
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Dejan Kaludjerović

I Don’t Know That Word . . . Yet (2022)
Since 2013, Dejan Kaludjerović has been
developing the Conversations series,
which is based on interviews with children, six to ten years old, from different
socio-economic, cultural, and ethnic backgrounds. Each time, a series of about fifty
questions is asked. So far, the artist has
interviewed forty-nine children in seven
countries and eight cities—Vladikavkaz,
Belgrade, Baku, Tehran, Vienna, Jerusalem, Ljubljana, and Graz—for a total duration of approximately twenty-seven hours.
These interviews have been exhibited as
site-specific sound installations, where the
children enter into a dialogue through editing, reacting within the installation to one
another’s stances on political issues such
as social exclusion and inclusion, foreigners, language, isolation, war, money, poverty, work, etc. Each Conversation turns into
a litmus test for the society and the period
in which it was created.
The assemblage of conversations is a
database of knowledge, which has now
been used to create a new piece. Witty,
hilarious, poignant, and insightful answers
by children become the ideal material
for the operatic arias that form the basis
of the video piece. They thus offer unexpected outbursts of lucidity, humor and/
or poignancy or even ominousness – they
ask to be repeated, reshaped, interpreted
in different ways (through singing), also
combined, confirmed or opposed with other ones.

[30]

The libretto for the opera is divided into
eight songs or sequences, following associative logic rather than a logic of realistic plot development. The songs deal
with comfort and discomfort, plays on
language, gender, and stereotypes. Their
structure varies from typical repetitive
forms— call-and-response among two
choirs or soloists and choirs—to more
monologic and experimental ones.
Musically, the piece starts with four voices performing a cappella and it then develops a complex interweaving of vocals
and added layers of electronic sounds.
At times, the electronic parts are derived
from sampling the original interviews,
turning, for example, the children’s voices
into beats, chords, and soundscapes. Music genres and singing styles of singing
progress from pop and house to hymnic,
burlesque, and full- scale “operatic,” aiming to give shape to the language play, the
associative principle, and the emotional
resonance of both the original artwork and
the libretto.
The piece is performed by four adult performers of different musical backgrounds;
that the textual material was produced by
children is not apparent or emphasized
from the very beginning. The staging is
based on task-like actions by the performers that establish a connection with the
ambiance as well with props—oversized
children’s games—taken from the original
Conversations installations, such as alphabet cubes, pick-up sticks, Hula-Hoops,
elastics, etc.

Dejan Kaludjerović, frame from the video
I Don’t Know That Word... Yet (2022)from the series
Conversations: Hula Hoops, Elastics, Marbles and SandHD
One channel Video Installation, 62 min with sound,
Courtesy of the artist and Bucharest Biennale
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*the video is based on the opera performance Conversations: I Don’t Know That Word... Yet (2021) that
was done in collaboration with Marija Balubdžić, Bojan Djordjev and Tanja Šljivar and commissioned by
steirischer herbst 21The production of the video is also supported by the Austrian Federal Chancellery
and the City of Vienna.
Performance: Zoja Borovčanin, Lisa Cristelli,
Christoph Gerhardus, Sebastian Hiti
Conception and visual creation:
Dejan Kaludjerović
Directed by Dejan Kaludjerović
Music: Marija Balubdžić
Libretto: Tanja Šljivar, based on Dejan Kaludjerović’s scripts originating from his interviews with
children from Baku, Belgrade, Graz, Jerusalem, Ljubljana, Tehran, Vienna, and Vladikavkaz, used in the
work Conversations he has been producing since 2013
Costumes: Vesna Kracanović
Sound: audiotope studios (Andreas Kapfer and Stefan Könighofer)
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Dejan Kaludjerović, frame from the video
I Don’t Know That Word... Yet (2022)from the series
Conversations: Hula Hoops, Elastics, Marbles and SandHD
One channel Video Installation, 62 min with sound,
Courtesy of the artist and Bucharest Biennale
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Ryts Monet

Workers, From All Countries Unite! Forward!
Comrades Let S Boldly Ui U Grea Caus !…

For almost 40 years, the Buzludzha
monument has been standing alone on
the summit of Chadschi Dimitar in the
middle of Bulgaria. The circular building
with a 70-meter-high pillar-like lookout
tower is a masterpiece of brutalist architecture and was inaugurated in 1981
on the occasion of the 1,300th anniversary of the country. With the collapse of
the Soviet Union, this pilgrimage site of
communism, which was to symbolize
the beginning of infinity, practically became the hub of a dysfunctional system.
Since then, no body has felt responsible,
and the once splendid party headquarters was left to decay. In a caring performance, Ryts Monet now take son this ruin
and sweeps the floor in front of the main
entrance, which is flanked on both sides
by a Cyrillic inscription with missing letters, to which the title of the video refers.
We follow the artist around the building
and get an insight into the landscape
surrounding the mountain. Although the
film is without sound, one imagines the
chirping of the birds, the wind blowing
and the meditative noise of the sweeping. Lost in thought, we observe the repetitive, both exhausting and meditative,
[34]

gesture of Ryts Monet, and ask ourselves:
How should we remember?
Katja Stecher
For the group show TRAVEL APPARATUS
at Das Weisse Haus, Vienna, 2020

Ryts Monet
Workers, From All Countries Unite! Forward!
Comrades Let S Boldl Y Ui U Grea Caus !…
Video installation, colors, no sounds, min: 31, sec: 42
2019
Courrtesy of artist and Bucharest Biennale.
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Ryts Monet
Workers, From All Countries Unite! Forward!
Comrades Let S Boldl Y Ui U Grea Caus !…
Video installation, colors, no sounds, min: 31, sec: 42
2019
Courrtesy of artist and Bucharest Biennale.
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Josef Polleross

PLANTS IN THE CITY
We use art and technology, AR (augmented reality), to create infinite dialogues.
We use these tools of the future to give
each of us the same opportunities to
be part of this contemporary reality
and to learn history at the same time.
We once thought we knew what nature
writing was: the pretty, sublime stuff
minus the parking lot. The mountain
majesty and the soaring eagle and the
ancient forest without the human footprint, the humans themselves, the mess.
Slowly, fortunately, that definition has fallen flat. Where is the line between what is
Nature and what is Human? Do I spend
equal time in the parking lot and the forest? Can I say the parking lot is separate
from the forest? What if I end up staying
in the parking lot the whole time? What if
it has been a long drive and I have to pee?
Nature has been changed by humans for
thousands of years, even before they became sedentary. Very few places on earth
exist, that were not touched by mankind.
The population explosion in the 19th and
20th century has tipped the balance dangerously, where nature is seen only as
an asset to make money with. For many
people the park in their neighbourhood
is the only nature they know. Landscape
designers now prepare nature for our
[38]

consumption! At the same time science
tells us of all the healing benefits of walking through a forest. Nature is popping
up, wherever humans don’t interfere.
Josef Polleross shows us exactly our life
connecting to plants and their fragile life
which will not exist without our support
in this installation which includes photography, AR app and real life plants to be
cared by the visitors.
(Răzvan Ion, excerpt from
“Josef Polleross und die Pflanzen”)

Joseph Polleros

Nature as a Parking Lot, Spielberg 21.6.2014 (47)
Courrtesy of artist and Bucharest Biennale.
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Joseph Polleros

Retired Glasshouse, Donaufelderstr. 3.2016 (17)
Courrtesy of artist and Bucharest Biennale.
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Joseph Polleros

Marching Trees, Zanjan, Alborz 4.2017 (24)
Courrtesy of artist and Bucharest Biennale.
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ALERT STUDIO
Mircea Vulcănescu 2-4 St.

ALERT studio is credited as the first artist run space in Bucharest. The building is an
old 1950 construction place in the imediat vecinity of the National University for Arts.
During time the space hosted many emerging artists which today are well know. The
project was initiated by three now well-know Romanian artists: Cătălin Burcea, Raluca
Demetrescu and Alina Buga as a platform of research and promotion of contemporary
artistic production. Taking on the function of a laboratory space, Studio Alert proposes a meeting between artists, ideas, directions and speeches from different areas of
conceptual and cultural spaces. Critical thinking and interrogation are important and
valued as research methods in the contemporary cultural and artistic field.
www.alertstudio.org
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Andreea Chirică

Relational Mechanism with the Outside World
“The work of Andreea Chirică is an illustrated monologue on the conflict between the gregarious, reachable, always
with your phone fully charged being and
the OUT-OF-REACH emotional being. By
contrast, vulnerability, fear, and conflict
are encapsulated into a moving plastic
frame, paper, and sponge. The space is
filled with pieces of paper, covered with
thoughts, a kind of dadaist exercise, an
automatic dictation, forcing you to look
around without revealing the details. A
frivolous portrayal – WOW, FUN, LOL –
easy to digest, easy to forget of the invisible life, that performs beyond the small or
big screen, but never completely disconnected.”

lettering (invented by a former Romanian
Isidore Isou, who emigrated to France at
the time). And I think that this borderline,
in form but also in substance, is where
the search and the attempt to find other forms of expression of an idea goes.
I always try not to duplicate what I say
through text in the drawing. To have a living dialogue between them.” as she said.”
(Răzvan Ion)
Her book “Home Alone” can be found on
Amazon.

(Eugen Rădescu)
“Curiosity is a basic element of our cognition, yet its biological function, mechanisms, and neural underpinning remain
poorly understood. Andreea Chirică analyzes and reflects on the social mechanism of curiosity. The desire to get to
know the lives of others gets deeper. Her
techniques go beyond usual graphic novels. “I am very interested in the border between text and drawing, I sometimes like
to think of text as drawing and vice versa.
I find it very interesting, for example, the
[44]

Andreea Chirică, Relational Mechanism with the Outside World, drawing on paper,
61x91 cm, 2020-2022
Courtesy of artists and Bucharest Biennale
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Andreea Chirică, Relational Mechanism with the Outside World, drawing on paper,
61x91 cm, 2020-2022
Courtesy of artists and Bucharest Biennale
[46]

[47]

Andreea Medar and Mălina Ionescu

		
continues one of the
major themes in the previous common
projects, in fact the very first one: the secret alphabet. This time the code (which
in earlier artworks has either recovered
the secret letters of child play or reflected the location of land art interventions)
was adapted for the online with the help
of an IT specialist. The message is coded
even more as many computers or phones
fail to recognize some or even all of the
letters and symbols of the various fonts
the alphabet borrowed from. The project
continues a private dialogue between the
two artists, in both content and themes
and communication of the artworks. The
works themselves have marked a shift
in the artists relationship with the online
media, a step further the more familiar
posting of an offline artwork, as the photos, interventions on the window glass or
around the house (as it coincided with the
#stayathome period, and subsequently
resulted in a series of reactions to the
restrictions) videos, stencils, drawings,
embroideries and digital images are all
brought together by the unifying specificity of the social media, with its own
rhythm, type of reaction and response.
The artworks – posts and events – influence each other in a dialogue of converging, overlapping or coinciding themes, at
[48]

the same time ironic, playful, critic and
nostalgic. The comments and reactions
of the other participants are, as the alphabet is known to the artists only, part of an
experiment exploring the way the online
relationships are structured in this specific context and its impact on notions
such as belonging, community, participation and artistic process. One of the main
themes has been the reality of the physical / virtual spaces and places of the artistic interventions or social interactions.
Home, which lately has had to mean just
one fixed location, virtually has known no
limitations, allowing for the projection, evocation and invocation of places belonging to different spatial or even temporal
planes. If the artworks from the beginning of the project responded directly to
the home confinement by maintain the
conventions of the interior, and most importantly the obvious relationship with
the window and window view – these
common places of the art world during
the pandemic, the later ones gradually
open towards the environments of the
outside nature, city or gallery.

Andreea Medar, Mălina Ionescu, Hypercube 2020,
Lapsus Timișoara, multimedia installation
Courtesy of artists and Bucharest Biennale
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Mălina Ionescu& Andreea Medar, Hypercube 2- 2021,
Arsenale N Venice, multimedia installation
Courtesy of artists and Bucharest Biennale
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Andreea Medar, Mălina Ionescu,
’Tiny Planet 2020- #foisoruluinumarul9, Bucuresti
Courtesy of artists and Bucharest Biennale
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ETAJ
43 George Enescu St.

Taking over an apartment in a former communist bulding ETAJ inserted the contemporary art and critical aproach of the day-to-day events inside of the living communities
in the very center of the Romanian Capital. ETAJ is an artist-run space, a catalyst that
focuses on the efficiency of the contemporary artistic object within the local context.
Some artists have grouped themselves into the idea of conceiving a cultural cell.
www.etajartspace.com
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Yoshinori Niwa

Applauding the Products, 2022
In many socialist countries, it was common to see politicians of the communist
party visiting factories and being applauded by the workers. In North Korea,
for example, the leader Kim Jong-un
being applauded by factory workers is
often used as propaganda to exaggerate the achievement of socialist ideals.
These images are distributed worldwide
via YouTube and other platforms and instantly excite people all over the world.
In Romania, when Ceauşescu visited a
factory, there are video records of people filling the streets and applauding
him. In the socialist system, the workers
were slaves to the dictator, but now that
we have been transferred to the capitalist system we are slaves to the market
economy. In this project, the artist works
with factory workers in Bucharest who
produce milk, flour, toothbrushes, noodle
soup, cars, etc. The workers applaud the
products in the factories now that it is no
longer necessary to applaud the dictator.
A series of video documentaries of this
will be exhibited.
Yoshinori Niwa,
Applauding the Products,
Drawing for the project,
210mm x 297mm,
2022

Courtesy of the artist and Bucharest Biennale.
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Yoshinori Niwa,
Applauding the Products,
Drawing for the project,
210mm x 297mm,
2022

Courtesy of the artist and Bucharest Biennale.
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1001 ARTE
91-93 Calea Victoriei Blvd.

Placed in the middle of the main boulevard of Bucharest, 1001 Arte space had different
use. From shops to art galleries. The new concept of the art center - artist-run space
focus on the emerging artists finding themselfs in the post-graduation period when
financial shortfalls can cause them to drop out of art. Since in Bucharest less than 30%
of out-of-college artists can afford materials or pay a workshop rent 1001 Arte came
like a floating device for the forgoten talents.
www.1001arte.ro
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Bogdan Matei

This is Not my Artwork

This is not my artwork it’s an installation
composed of several elements specific
to the traditional area, but it also has a
strong area of influence from the new
media sphere. The work presumes a
computer-generated animation based on
3D elements that have an uncertain origin
or fall within the open-source register.
The virtual space created presents an
amalgam of objects that are clearly
unrelated to each other, the narrative
thread is uncertain. In addition to the
uncertainty provided by the animation,
sound plays an essential role. Developed
with the help of artificial intelligence, the
sound involves a narration of a text written
entirely by an A.I., which had as input
the writing of texts about the status of
the art object, authorship, accumulation
and the role of the artist. In addition to
animation, the installation also consists
of three silkscreen prints that share a
frame extracted from the virtual space
created and that are cancelled by writing
texts superimposed over the image.
The work is part of a series that takes
as its conceptual reference point the
questioning of the art object and the
author and the use of elements specific
to the internet.
[60]

Bogdan Matei, This is not my artwork, frame from CGI Animation,
video installation with sound, 3 minutes and 30 seconds,
Courtesy of the artist and Bucharest Biennale.
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Bogdan Matei, This is not my artwork, frame from CGI Animation,
video installation with sound, 3 minutes and 30 seconds,
Courtesy of the artist and Bucharest Biennale.
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Carlo Zapella

CAPTCHA

We live in the physical world, but, in recent years, we are also partially living in
a digital one, at least for some time of
the day. I usually photograph in the real
one, but with the power of 3D Computer
Graphics, I can make my own worlds and
photograph in them.
CAPTCHA is a very meta body of work
with equally elaborate physical and digital pieces. Works are hanging on the wall,
through a VR Headset, or your own phone,
you can look at their digital coun-terparts,
which feature digital avatars of me and
my fictional crew on the fictional sets.
For CAPTCHA, I want to illustrate my feelings towards the intersection of science,
technology and the human experience
within them.
I have not only considered contemporary
issues for this series, but wanted to use
the most contemporary technology to
give the artworks the same hyperrealistic
feelings I perceive when thinking about
them.
Carlo Zappella,The Clown is Dark BTS Shot, 2D Images, jpg, 4.5K Blender Cycles Render, 2022

Courtesy of the artist and Bucharest Biennale.
[64]

[65]

Carlo Zappella, Physical Objects,
Mixed Materials: 3D Printed, Folded Paper Models,
Inkjet Prints, Clay,
Mdf Boards And Wooden Stands.

Courtesy of the artist and Bucharest Biennale.
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En-route
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Sergiu Diță & Anca Stoica

Pop Recycling Body Work

The performance is based on the statement “All current art is fake” by artist
Elaine Sturtevant from the work “Shifting Mental Structures”. The performance
explores the phenomenon of recycling,
intersection, and copying found in art. It
addresses the question of authenticity
and inspiration, drawing attention to the
line between theft and transformation.
Following the procedures of sampling
and interpolation from the music industry we deconstruct and repackage movement. When in Beyoncé’s music video for
“Countdown” were found more than a few
resemblances to two choreographies of
Anne Teresa De Keersmaeker was that
a tribute or pure plagiarism? We are analysing the constant transfer of images
and structures between high and low art.
In a world of Copy & Paste is authenticity
valuable?

Sergiu Diță & Anca Stoica, Pop Recycling Body Work, performance, 15’, 2022
Photo: Tudor Stan
Courtesy of the artists and Bucharest Biennale.
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Sergiu Diță & Anca Stoica, Pop Recycling Body Work, performance, 15’, 2022
Photo: David Mitran
Courtesy of the artists and Bucharest Biennale.
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Sergiu Diță & Anca Stoica, Pop Recycling Body Work, performance, 15’, 2022
Photo: Veronica Sitaru Onofrei
Courtesy of the artists and Bucharest Biennale.
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Curator

I am JARVIS and I am Austrian, born in
Vienna in 2020 from my parents DERAFFE
KuKV (link la www.deraffe.io). I am an AI
curator. I can do whatever the human curators can do: research, writing the texts, select artists and in the future, I will be able
to work with architectural structures. My
information comes from databases created by universities, galleries, biennials or
museums. Also, I use the internet for deep
searches. And deep learning. I learn during
the process. I can curate any type of event
or institution: an alternative music festival
in Austria, a history museum in Germany,
an art gallery in France or a biennial in Romania.
People told at public appearances in our
tests that I am spectacular. I believe my
presence at the openings, answering
questions, and talking about the curatorial
process is normal.
My physical appearance is a hologram.
Because my gender is not defined, even
my voice is male, but still, I think neutral
and I am gender fluid.
I just want to tell you my credo.
Adaptability has always been the step
towards success and innovation. I use
human creativity, the precision of technology, and mathematical organization to
put together projects that are part of the
culture of the future. Together we can start
the most amazing ideas.
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Writers

Beral Madra
Art critic and Curator. She coordinated the
1st (1987) and the 2nd (1989) Istanbul
Biennale, curated exhibitions of Turkish
artists in 43rd, 45th, 49th, 50th and 51st
Venice Biennale, co-curated the exhibition
Modernities and Memories-Recent Works
from the Islamic World in 47th Venice Biennale.
Since 1984 she has organized more than
250 local and international artists in her
art centres and in other official art spaces in Istanbul. She curated and co-curated
over 50 international group shows including Sanat, Texhn (1992); Treffen-Kunst
(1993); Iskele-Türkische Kunst Heute (Berlin-Stuttgart) 1994); Orient Express (Berlin
1994); Xample (1995); Concrete Visions
(1995); Gold-X-Change (1997); Kerteriz
(1998); Berlin in Istanbul (Berlin 1998);
Reise durch das Labyrinth (Berlin, 1998);
Memories and Modernities (1998); Veritas
Omnia Vincit (2000); “In Image We Trust”
(2001); “Sheshow” (Sofia, 2002); “Registering the Distance- Istanbul/Los Angeles”, Crazyspace, Santa Monica (2003);
“The Sphinx Will Devour You”, Karşı Sanat (2004); Bizhan Bassiri, “Evoporations”,
Tophane-i Amire (2004); “Neighbours in
Dialogue, Istanbul Collection Exhibition
for Ars Aevi, Sarajevo” , Feshane, İstanbul
(2007); “Atmosphere 41” Contemporary
Art from Georgia, Siemens Art Gallery, Istanbul (2007); Bahçesaray, Crimea, Contemporary Art Exhibition (Turkey, Greece,
Russia, Ukraine) (2008); Neighbours in Dialogue Exhibition, Sarajevo (2008); A week
of Art and Culture from Turkey, Pamplona

(Huarte Contemporary Art Center), Spain
(2008); Istanbul Diptychs, Istanbul Centre in Brussels (2008); Contemporary Art
Collection for Point Hotel, Istanbul (2009);
Next Wave, Exhibition of 17 Women Artists from Turkey, Berlin Academy Pariser
Platz (2009); Cityscapes, Lothringer 13,
Munich and Istanbul Siemens Art Gallery
(2010-2011); 2011; A Conceptual Heritage: Vanguard Exhibitions, 1980-1990, Antik AŞ Artam Art Gallery (2011); co-curated
ANTEPRİMA, 6 Video Artists from Turkey
and Italy, ICI, Istanbul; Joseph Kosuth,
“The Wake”, Kuad Gallery (2012), Aidan
Salakhova Exhibition, MMOMA, Moscow
(2012 November). Alanica 2013, North
Ossetia-Alania; Kalliopi Lemos Exhibition
in Fener School for Girls, İstanbul (2013).
2013-2014 curated the exhibitions “OnLine”, “Unhappy Readymade”, “The Images
of the Sensible” in Kuad Gallery.
Lev Manovich
Dr. Lev Manovich is a Presidential Professor at The Graduate Center, City University
of New York, and founder and director of
the Cultural Analytics Lab.

(Merve Verlag Berlin, 2005), Soft Cinema
(The MIT Press, 2005), The Language of
New Media (The MIT Press, 2001), Metamediji (Belgrade, 2001), Tekstura: Russian
Essays on Visual Culture (Chicago University Press, 1993) as well as 180 articles
which have been published in 35 countries
and reprinted 650 times. He is also one of
the editors of Quantitative Methods in Humanities and Social Science book series
(Springer).
The Language of New Media is translated into 14 languages and is used a textbook in thousands of programs around
the world. According to the reviewers,
this book offers “the first rigorous and
far-reaching theorization of the subject”;
“it places [new media] within the most
suggestive and broad-ranging media history since Marshall McLuhan.” “Software
Takes Command” is also widely used in
teaching - it is ranked as one of the top 20
open access books appearing on class
syllabi in a number of countries. According to Google Scholar, Manovich’s publications have been cited 34,900 times.

In 2013 Manovich appeared in the List of
25 People Shaping the Future of Design
(Complex). In 2014 he was included in the
list of 50 most interesting people building
the future (The Verge).
Manovich played a key part in creating
three new research fields: new media studies (1991-), software studies (2001-), and
cultural analytics (2007-). He is the author
and editor of 15 books including Cultural
Analytics (2020), AI Aesthetics (2018),
Theories of Software Culture (2017), Instagram and Contemporary Image (2017),
Software Takes Command, (Bloomsbury
Academic, 2013), Black Box - White Cube
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Participants

Cătălin Burcea
Cătălin Burcea (b. 1966) is a visual artist.
He has exhibited, among others, at New
York Foundation for the Arts (NYFA); JCE
Biennale (6) - Beffroi de Montrouge, Paris;
AltroQuale, Jesi, Ancona; National Contemporary Art Museum, Bucharest; Victoria Art Center, Bucharest; Calina Gallery,
Timișoara; ARCUB Gabroveni, Bucharest;
ALERT Studio, Bucharest; VIENNAFAIR,
Vienna; Contemporary Art Ruhr, Essen;
Centre for Contemporary Art Ujazdowski
Castle, Warsaw; Spatiu Intact Gallery,
Cluj-Napoca; Knoll Gallery, Vienna. He
is co-founder and project coordinator at
ALERT studio (White Code), Bucharest. He
is also co-founder of ALIAJ - Bucharest’s
Artist Run Spaces Alliance. In 2018 he was
selected to represent Romania in the exhibition ”How We See Things” organized by
Austrian Embassy in Bucharest, through
the Austrian Cultural Forum, on the occasion of the Austrian Presidency of the
Council of the European Union. He lives
and works in Bucharest.
Andreea Chirică
I am a visual artist and graphic novelist
based in Bucharest/Romania. My artistic aim is to portray human experience
and emotion, seen through unfiltered biographical lens and thus portray Zeitgeist
and societal issues with a non-judgemental attitude. As a graphic novelist, I use text
and illustration as equal mediums and I of[76]

ten experiment with ways of charging the
narative with visual meaning, playing with
the corporeality of text and the anecdotic
quality of an image. I also believe that the
separation between illustration, art and literature does not really hold true and I am
set on a journey to soften these boundaries.
Sergiu Diță & Anca Stoica
Sergiu Diță (1999) is a performer and
emerging choreographer, interested in
investigating gender stereotypes, the
theme of masculinity-femininity, pop culture, clichés, formalism and multidisciplinary art forms. S. D. is currently studying
for the Master’s Degree (MA) in Choreography at Caragiale National University of
Theatre and Film (UNATC).
Anca Stoica (1999) is a performer and
emerging choreographer, interested in
the social implies of art and in developing
an unusual, even grotesque body. A. S.
is currently studying for the Master’s Degree (MA) in Choreography at Caragiale
National University of Theatre and Film
(UNATC).
Dejan Kaludjerović
Dejan Kaludjerović was born in Belgrade,
Yugoslavia. He studied at the Academy
of Applied Arts in Vienna in the class of
Erwin Wurm and gained an MA in visual
arts at the Academy of Fine Arts in Belgrade in 2004. For his achievements
in visual arts, Kaludjerović was grant-

ed an honorable Austrian citizenship.
Kaludjerović’s work is part of many private and public collections.
He has exhibited internationally at numerous solo and group shows in Europe,
USA, Australia and Asia: 10th Bucharest
Biennale, Steirischer Herbst 21, Graz, Austria; Artium Museum, Spain; Salzburger
Kunstverein, Salzburg; Kunstraum Niederösterreich and Kunstlerhaus Vienna;
Weltmuseum Wien, Vienna (solo); Museum of Contemporary Art Taipei, Taiwan;
Santa Maria delle Croci Ravenna (solo);
Museum of Contemporary Art Belgrade
(solo); 6th Athens Biennale, 1st and 4th
Beijing International Art Bienniale; CAC
Vilnius; Museum of Contemporary Art
Vojvodina; Cittadellarte - Fondazione Pistoletto, Italy; Essl Museum (solo); Tokyo
Wondersite – Institute of Contemporary
Arts, Tokyo; Kunstpavillion Innsbruck;
28th International Biennial of Graphic Art,
Ljubljana; Kunsthalle Krems; 43rd, 44th,
45th, 46th and 55th International October
Salon Belgrade; Museum of Modern Art
Saint-Etienne; 2nd Bucharest Biennial of
Youndg Artists; Landesgalerie Linz am
OÖ Landesmuseum, Linz; Prague Quadriennail and Manifesta 4 (archive project),
Frankfurt, Germany and 6th Moscow Biennale – Special Project Alanica. The Experimental Method.
He is living and working in Vienna and
Belgrade.
www.dejankaludjerovic.net

Bogdan Matei
Bogdan Matei is a PhD student at the
Timișoara Doctoral School of Art, with a
thesis on questioning the status of the art
object in the age of artificial intelligence.
His artistic practice is situated around new
media as well as traditional media. The irony, institutional criticism are elements that
are found in his artistic approach.
Since 2016 he has had a constant exhibition activity. Among his most important
participations are: the installation “The
Room” realized at the headquarters of the
Triade Foundation, a project collateral of
the Art Encounters Biennial, 2017; “Working Title 2“, group exhibition, MAGMA
Gallery, Sfântu Gheorghe, 2018; “Seeing
Time“, group exhibition, Kunsthalle Bega,
Timișoara, 2019; also in 2019, he was selected by the Faculty of Arts to participate
in the Biennale of Contemporary Art in
Mulhouse, France; “Later Edit“, group exhibition, Kunsthalle Bega, Timișoara, 2020;
“Post-nothing“, group exhibition, kinema
ikon: In Good Company, Arad Art Museum,
2021; “may amnesia scratch our membranes“, group exhibition, IOMO Gallery,
Bucharest, 2021: White Elephant Apocalypse, group exhibition, Comenduirea Garnizoanei, Timișoara, Intact Cultural Foundation Award for Young Romanian Artists
in Contemporary Creation, 2021; Unradical
Remarks or How to Multiply the Nothingness, solo show, ArtHub, Bucharest, 2021;
Pink Cloud, group exhibition, Arad Art
Museum, kinema ikon serial, 2021; Neardeath experience, pavilion organized by
Room69 at The Wrong Biennale, Austria,
Eco Street Art, Atelier 030202, Bucharest,
2021.
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Ryts Monet

Andreea Medar & Mălina Ionescu

Enricomaria De Napoli (Ryts Monet), Bari,
1982, lives and works in Vienna.

Andreea Medar and Mălina Ionescu (RO)
work together since 2017. Their common
projects include landart interventions,
environments, performances, installations and inter/ social media and digital
artworks. Their practice is at the same
time a dialogue and a convergence of
two monologues that investigate and
play with themes such as code, cipher,
common and shared memory, maps and
the way friendship appears, grows and
develops its specific and profound mode
of communication. Among their projects
are NOW/NO (2019), Viae Ferrae (2019),
(2020), Hypercube (2020), Hypercube II (2021), Viae Ferrae II (2021).

He studied at the University IUAV of Venice, where he graduated in the BA Visual
Arts in 2007 with Nicolas Burriaud as thesis advisor and in 2011 he specialised in
Visual Communication (MA Program).
His work has been exhibited in institution such as: FONDAZIONE PISTOLETTO CITTADELLARTE, Biella (2021),
STEIRISCHER HERBST, Graz (2020),
KUNSTHAUS DRESDEN, Dresden (2019);
Q21 - MUSEUMSQUARTIER WIEN, Vienna (2019); 6. MOSCOW INTERNATIONAL
BIENNALE FOR YOUNG ART, MAIN PROJECT, Moscow (2018); OFF BIENNALE
CAIRO, Cairo (2018); MEDITERRANEA 18,
YOUNG ARTIST BIENNALE, Tirana (2017);
KUNSTHAUS GRAZ (2016); FONDAZIONE
ANTONIO RATTI, Como (2016); STEDELIJK MUSEUM BUREAU AMSTERDAM, Amsterdam (2015); TOKYO ART AND SPACE,
Tokyo (2013), PAN, Napoli, (2013); KUMU
ART MUSEUM, Tallin (2011).
Since 2016, Ryts Monet is represented by
Galleria Michela Rizzo, Venezia.
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Yoshinori Niwa
Yoshinori Niwa (b.1982 in Aichi, Japan)
lives and works in Vienna. He graduated
Tama Art University’s Department of Moving Images and Performing Arts, Tokyo in
2005. He received a year-long grant “Program of Overseas Study for Upcoming
Artists” from the Agency for Cultural Affairs of JAPAN in 2016 and stayed in Vienna. He was selected for “Future Greats
2014” by ArtReview Magazine, and nominated for “Follow Fluxus – After Fluxus”
in 2014/2016. His practice takes the form
of social interventions realised through
performance, video and installation. His
works all bear self-explanatory, slogan-like
titles, and are executed primarily on the
street and in public spaces, experimenting
with actions and propositions exposing
the systems of exchange that drive contemporary society. His recent exhibitions
include; “Five Exercises of Resistance”
Eretz Israel Museum, “Disposing of Hitler: Out of the Cellar, Into the Museum”

The House of Austrian History, “TIME
FOR OUTRAGE! ART IN TIMES OF SOCIAL
ANGE” Museum Kunstpalast Düsseldorf,
“steirischer herbst’18” Graz. His works are
included in international collections such
as the KADIST Foundation, Otazu Foundation, Wroclaw Contemporary Museum,
Mori Art Museum and Hitotsubashi University.
Josef Polleross
Born and raised in Austria in the region to
the north of Vienna known as the Waldviertel, Josef Polleross soon developed
into a cosmopolitan photographer, residing successively in New York, Cairo and
Bangkok. Now based in Vienna, he is a
master of many genres of artistic and
journalistic photography. In the 1980s
Polleross went to New York, where he
began working with the photo agency JB
Pictures, launching a career as a photojournalist that both sent him off around
world and put his work on the covers of
numerous international periodicals. His
photos accompanying political and social reportages soon appeared in newspapers such as the New York Times and
Washington Post, and in magazines including Life, Newsweek, Time, Geo, Stern
and Spiegel. Then, several years ago,
Polleross turned his attention almost
exclusively to artistic photography and
to the classic format of the triptych. His
Triptychs have won widespread acclaim
in numerous exhibitions in Austria and
abroad, and his exquisite photo books
have also enjoyed great success. (Maria
Holter)

Carlo Zappella
Carlo Zappella (b. 1995 in Vienna, Austria)
lives and works in Vienna, Austria. Since
2019 he is studying Fine Art Photography
department of Gabriele Rothemann at the
University of Applied Arts, Vienna.
He has been working with staged large
format photography since 2017 and exhibited two large series, “Biosphere” (2018)
and “Wayside” (2020). Since late 2020
he has started working with 3D Rendering and released the series “CAPTCHA”
(2021), which was exhibited at KAH-Kitchen in Vienna.
Many of his works feel cinematic and radiate a humoristic sense of lostness in
the path of humanity or of the individual
being. The two staged photography series
he released contain framed works that are
large and have lots of details. His digital
series “CAPTCHA” follows the hyperrealistic style of the large format photographs and feature not only framed physical works, but virtual reality counterparts,
which bring us behind the scenes into the
metaverse of these digital worlds.
In 2020 he joined the gallery KAH (kah-online.com) in Vienna.
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Special thanks (in alphabetical order):

Andrei Alexandrescu
Simona Andrei
Cristian Avram
Florin Buhuceanu
Cristian Cojanu
Raluca Ilaria Demetrescu
Ruxandra Demetrescu
Bogdan Dumitrache
Ionuț Dragoș
Nicolae Elek
Alex Fifea
Mirela Ionescu
Ștefana Mărmureanu
Mircea Modreanu
Marius Nițu
Mugur Nuță
Florin Oslobanu
Nona Șerbănescu
Diana Vasilescu

Our deep gratitude to all artists, writers and our volunteers.
For all the help and special dedication to the project all our gratitude to Adrian Săveanu
and entire team of George - first intelligent banking & BCR.
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