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INTERVENTII3

Dan PERJOVSCHI la ARThotel

Dan PERJOVSCHI (nascut la Sibiu ih 1961) este o figura cheie a scenei de arta
contemporana si conceptualad din Romania, cunoscut in mediul artistic international
pentru modul ghidus, provocator si uneori acid de a comenta, folosind desenul
pentru a trata problemele sociale. Operele sale urmeaza traditia caricaturii politice,
care combina expresii vizuale umoristice despre viata de zi cu zi cu comentarii
ironice. Descris ca “un artist post-comunist, post-modernist”, lucrarile sale raspund
intotdeauna contextului social si politic in care sunt facute si includ comentarii
despre probleme personale, regionale si internationale.

1 DENTITA

N.B.: Te consideri artist est-european?

Nu. Sint un artist. Punct.

A.T.: Si ce inseamna in viziunea ta “un artist”?

Eu toata viata am incercat sa scap de sertarele in care am fost pus. Ca artist, pofi sa fii
privit printr-un singur ciob si eu vreau mai multe, le vreau pe toate, vreau un
caleidoscop. Si am sa-ti spun si de ce refuz asta cu “est-european”. Am fost la expozitii
care aveau in titlu arta sau artistii din Europa Centrala, apoi din Europa de Est, din
Europa de Sud-Est si acum sint in expozitii cu artisti din Balcani, dar eu nu m-am mutat
din Bucuresti. Incadrarea mea a fost facutd in dependents de dispozitiile politice ale
momentului. Geografiile si etichetele astea nu-mi convin, vreau sa scap de ele. Lumea,
daca aude ca sint din Europa de Est, se asteapta la un anumit tip de arta si eu nu
vreau sa dau tipul de arta pe care o asteapta. Eu dau tipul meu.

N.B.: Consideri ca exista diferente intre arta creata in estul europei/in balcani si cea in
vestul europei, si care ar fi ele? (Boris Groys sustine ca specificul artei est- europene
consta in faptul ca ea provine din Estul Europei!)

Exista diferente intre arta creata in Calarasi sau in Brasov? Exista, daca vrei. Poate nu
exista. Depinde... Exista limbaje care devin internationale, chiar daca artistii locuiesc
la Portita sau la Arad si sint limbaje locale si provinciale chiar la New York. Noi nu mai
trebuie s& facem neaparat diviziuni de acest tip (nord, est, sud, vest). In clipa de fata
arta este globala. Anumite zone geografice pot fi mai palpitante si ele te fac sa ai o
anumita asteptare. Eu nu vreau sa intru in clasificari, dar nici nu vreau sa neg ca poate
felul in care eu desenez este legat de locul in care m-am nascut si de evenimente care
s-au petrecut aici. Dar asta nu inseamna ca arta mea este est-europeana. Eu cred
intr-o distinctie de felul urmator: exista o arta critica, o arta care incearca sa infeleaga
societatea si exista o arta de piata, care vrea sa profite de societate. Una incearca sa
gaseasca mijloace inovative si cealalta e mai comoda. Eu m-as inscrie intr-o arta mai
crtica. Eu nu produc obiecte, nu am o viata comoda ca artist, imi exprim niste opinii
politice si sociale si asta ma face vulnerabil. De fapt, aproape ca nici nu mai exista
Europa de Est, fiind toata aproape integrata in Uniunea Europeana.

A.T.: Dar exista multe stereotipuri...

Pe la inceputul anilor 90 si pina la mijlocul anilor 90 au existat diverse priviri asupra
acestei zone, ca si cum ceilalti puneau o lumina rosie pe tine si tu aratai rosu. O parte
din artistii din regiune au profitat de moment. Si acum exista un interes pentru

marginea Europei. Dar aceasta privire in iti ofera si i ia acelasi timp. Oamenii care au
fost Tnauntrul luminii si care au produs un tip de arta cerut astazi poate ca nu mai sint,
pentru ca cererea pentru acest tip de arta a incetat. Multa lume incearca sa

revalorizeze situatia geografica. Eu cred ca stereotipurile trebuiesc infruntate, nu evitate,
pentru ca ele oricum se formeaza. Eu cred ca un om inteligent poate profita de un
stereotip si poate sa-l intoarca pe dos, sa se joace cu el. Asa poate sa capteze interesul.
Noi nu actionam singuri, ci intr-un complex de factori. Propui lucruri si {i se raspunde sau
nu. Asa i{i creezi un stil. Si stilul acesta se adapteaza sau nu la ce se intimpla.

N.B.: Crezi cd mai are sens sé& facem o analiza est-vest?

Eu cred ca daca noi definim arta ca limbaj international, atunci nu mai trebuie sa facem
asta sau, daca o facem, sa nu fie singura analiza. Am putea face o analiza pe oras-sat,

Dan PERJOVSCHI (born in Sibiu 1961) is one of the key Romanian contemporary
and conceptual artists, famous on the international art scene for his witty, pro-
vocative and occasionally cutting social commentary, using drawing to deal with
socially relevant issues. His work follows the tradition of political cartoonists’ draw-
ings which link humorous observations of everyday life with ironic commentary.
Described as “post-communist, post-modernist artist” his drawings always respond
to the social and political context in which they are made and incorporate com-
ments on personal, regional and international issues.

ﬁ, .
N.B.: Are you an eastern European artist?

No. | am an artist, period.

A.T.: And what does an artist mean, according to you?

All my life | have been trying to escape from the drawers | was put in. As an artist, you
can be looked at through a single fragment, and | want more, | want all of them, | want
a kaleidoscope. And | will also tell you why | refuse this east-European thing. |
participated in exhibitions that had in their title the art or artists from Central Europe,
then Eastern Europe, South-Eastern Europe and now | am in exhibitions with Balkan
artists, but | never left Bucharest. This framing was never done by looking at me, but
according to political dispositions. This geography and labels don’t suit me, | want to get
rid of them. When people hear | am from Eastern Europe, they expect a certain type of
art, and | don’t want to give them the type of art they are expecting, | give my type.

N.B.: Do you think that contemporary art from Eastern Europe/Balkans differs from
western art and how/why? (Boris Groys claims that the specificity of eastern European
art is in the fact that it comes from Eastern Europe!)

Is there any difference between the art that is being created in Calarasi and in Brasov?
There is, if you want, and again, maybe there isn't, it depends. Some languages
become international even if the artists live in Portita or Arad and even in New York
there are local and provincial languages. We don’t have to make such divisions (north,
east, south, west) any more. Art is global, now. Some geographical zones may be more
entertaining and make you have certain expectations. | don’t want to enter any
classification, but | wouldn’t deny that, maybe, the way | draw is connected to the place
| was born and to certain events that have happened here. But this doesn’t mean my art
is east-European. | believe in the following distinction: there is a critical art, an art that
tries to understand society, and art for the market, that wants to make profit from the
society. One tries to find innovative means, the other is more comfortable. | would come
under a more critical art. | don’t produce objects, | don’t have a comfy life as an artist,

| express some of my political and social opinions and that makes me vulnerable. In
fact, Eastern Europe almost doesn’t exist any more, because it is, almost in its entirety,
integrated in the European Union.

A.T.: But there are a lot of stereotypes...

At the beginning of the ‘90s and until the mid 90’s, there existed different opinions
regarding this zone, as if the others were pointing a red light at you and you were
appearing as red. Some of the artists from this region took advantage of it. And now
there is an interest in the margin of Europe. But this attention gives and takes from you
at the same time. People who were in this light and created the demanded type of art
disappeared maybe because the demand for this type of art ceased. A lot of people

try to revalue the geographical situation. | think stereotypes need to be confronted, not
avoided, because they appear anyway. | think an intelligent person may take advantage
of a stereotype and turn it upside down, to play with it — you can create interest then.



pe We don’t act alone, but inside a system of factors. You propose things, you are answered or not, and by this means you create a style for yourself, and this

conservator-avangardist si altele de acest tip. Cu cat faci mai multe analize si le intersectezi cu atit probabil style adapts or doesn’t adapt to what is happening.
ca te aproprii de adevar.

N.B.: Do you think an east-west analysis makes sense today?
USV: INTERVENTII3 este un proiect care isi propune sa puna in discutie notiunea de spatiu public. De ce

este important sa fie organizate astfel de dezbateri sau create astfel de platforme astazi?

Eu nu stiu exact care e situatia economica si politica a Moldovei. Le stiu mai bine pe cea a Romaniei, pe cea
din Occident. Dezvoltarea societafji capitaliste a presupus, la un moment dat, privatizarea spatiului public.
Acesta nu mai este locul in care cetateanul se intilneste in Agora, este locul in care cetateanul consuma. Sint
tot mai multe terase, tot mai mult advetising, tot mai putine banci pe care sa stai gratis. Trebuie sa te asezi

la o masa si sa platesti pentru ca stai. Mesajele nu mai sint culturale, noi nu mai discutam soarta noastra

pe strada. Pe strada ni se spune numai ce trebuie sa consumam. Spatiul public este dreptul nostru, este al
nostru nu al bancii, al magazinului, al marelui milionar si al masinii lui extraordinare. E al nostru al tuturor. Si
atunci proiectele de arta in spatiul public nu fac altceva decit sa recistige o bucata din spatiul public printr-o
discutie publica. In clipa de fats, se folosesc mai multe limbaje in spatiul public: limbajul conservator clasic

— statuia, limbajul design-ului contemporan — mobilierul de strada, discutia urbanista: cum supravietuieste
lumea in spatiul asta. Faptul ca noi parcam masinile pe trotuar spune ceva despre noi, spune despre cum
intelegem noi sa-I tratam pe celalalt, spune despre felul in care societatea se intelege pe sine. Mai este si
graffiti, limbajul contemporan. De ce exista graffiti? De ce s-a ajuns la formula asta stradala de expresie? Pofi
sa ai un raspuns tehnic: nu exista destule galerii sau ceea ce exista nu atrage oamenii tineri. $i un om tinar
care nu a gasit un loc unde sa se poata exprima si-l cistiga singur. Graffiti-ul nu-{i vinde nimic, deci intr-un fel
e mult mai cinstit decit panoul publicitar. Chiar daca i{i place sau nu, acest tip de limbaj exista si el vine din
niste motive. Si asta poate fi o discutie interesanta.

A.T.: Care sint motivele pe care le vezi tu?

La noi, spatiul public a fost total controlat in timpul comunismului si singurul loc in care puteai avea putina liber-
tate era la tine acasa, dar si acolo poate ca aveai microfoane. Din cauza asta, aici nu s-a putut dezvolta ceva
firesc. Limbajul de strada a venit si din miscarile ce au avut loc dupa 1968, in care o generatie mai tinara si-a
facut auzita vocea si din felul in care orasele s-au constituit, ele ocupind tot spatiul, din dorinta de a schimba
lucrurile, de a le inoportuna, din diverse culturi. Toate acestea au adus un discurs care si-a gasit o forma
stradala. La noi, a venit ca un limbaj de import, la un moment dat, si s-a cristalizat odata cu dezvoltarea
orasului, pentru ca graffiti este, in special, un limbaj urban. Mie mi se pare ca aici s-a dezvoltat intr-un
mod restrictiv, ca si cum, daca nu faci asta, nu esti destul de contemporan. Este un mod liber de a

te exprima, fara sa ceri voie domnului director sau domnului curator si are niste avantaje teribile

dar, in acelasi timp, implica si o mare responsabilitate.

USV: Ce rol iti atribui tu, in calitate de artist, participind la un proiectul
INTERVENTII3?

Eu cred ca arta pe care eu o fac in mod curent e o arta care e aproape de
ideea de interventie. Eu ma duc intr-un muzeu si desenez direct pe perete,
intervin pe arhitectura acestei institutii. Eu nu am atat expoziti,i cit
proiecte. Oarecum, sint in acest subiect. Cred ca rolul pe care il am

se datoreaza faptului ca eu am o mare experienta, am fost peste

tot si pot sa comunic. Si faptul ca eu locuiesc in Bucuresti,
dar expun in diverse locuri din afara este important. Este
important ca ceilalti sa vada ca este posibil si acest

lucru, ca nu trebuie neaparat sa iti parasesti radacinile

si contextul ca sa faci ceva bun sau sa ai succes.

society understands itself. There is also graffiti, the contemporary discourse.
Why does graffiti exist? Why did we get to this street form of expression?
You may have a technical answer: there aren’t enough galleries, or the
ones that do exist don’t attract young people. And a young person that
didn’t find a place to express it gains it by himself. Graffiti doesn’t sell you
anything, so, in a way, is much more honest than a billboard. It doesn’t
matter if you like it or not, this type of language does exist and it is
generated by some reasons. And this could be a topic for an interesting
conversation.

USV: Cum incerci tu sa reactionezi fata de
contextul local in care esti invitat?

In linii mari, petrec ceva timp in locul respectiv.
Eu am mai fost in Chisinau, lucrez la revista
22 de mult timp si oarecum sint familiarizat

cu zona aceasta. Am fixat cadrul politic si
social. Si atunci o sa ma duc la Chiginau,

o sa fac anumite statement-uri. Acolo voi
cunoaste oameni si voi discuta cu ei, si voi
mai inventa niste statement-uri. Asta este
practica mea curenta

A.T.: What reasons do you see for it?

In Romania, in the communist time, public space was totally
controlled and the only space where you could have a little freedom
was home, but even home there could have been microphones,
anyway. Because of this nothing could develop naturally. The
street language also came from the ‘68 movements, when a
younger generation made its voice heard, and it came also from
the way cities were built, because they were
occupying the whole space, from the desire to change
things, to upset them, from different cultures. All these
things brought about a discourse that found for itself a
street form. In our country, it came about as an imported
language at a certain moment and
crystallized at the same time the city evolved,
because graffiti is mainly an urban language. It
seems to me that it developed in a restrictive
medium here, as if you don’t do this you are not
contemporary enough. It is a free way of
expressing yourself, without asking permission to
Mr. Director or Mr. Curator, and it has some great
benefits, but, at the same time, it means a great
responsibility.

USV: Titlul prezentarii tale publice este

,De la Galeria Uniunii Artistilor Plastici

la Museum of Modern Art New York”. La
Chisindu, insa, esti invitat de o Asociatie
foarte mica, iar spatiul investit de tine se afla
la subsolul unui bloc. In ce méasuré mesajul
transmis de tine tine cont de locul in care
este prezentat?

Tine cont intotdeauna. Desgi limbajul meu pare iden-

tic, desi tonul cu care vorbesc este acelasi, eu nu uit

ca sint la New York sau sint la Chisinau. Locul unde sint
are importanta dar, ce e absolut identic, fie ca e MOMA sau
Asociatia Oberliht, e sinceritatea cu care lucrez. Eu nu vin acolo sa

mint, eu vin sa fac un statement pe care stiu sa-l fac. Eu lucrez la revista

22 de 19 ani si desenez saptaminal realitatile politice din Romania. Sint antrenat sa raspund.
Eu nu am cum sa fac la Chiginau un statement despre ceva ce nu te priveste pe tine ci il
priveste pe americanul din Texas, dar se poate sa fac ceva care sa te priveasca si pe tine si
pe el . Desenez intr-un cadru local, apoi regional, apoi global.

USV: Nu este pentru prima oara cind esti invitat la Chisindu. S-a schimbat ceva in tine

de la ultima ta vizitd? Cu ce ginduri te duci de aceasta data? USV: What role do you assume, as an artist, by

N L . A . . T taking part in the INTERVENTIONS3 project?
In ceea ce ma priveste, tactica mea s-a cristalizat intre timp si e mult mai sigura. N

Mi-am gasit o limba pe care o folosesc global, pe care nu o0 aveam in 97, cind am .
fost. Am experienta internationala, pe care atunci o aveam limitata si asta inseamna idea of an intervention. | go in a museum and
ceva. Sint mult mai sigur pe mine, stiu ca am un limbaj care merge oriunde in start drawing directly on the walls, | intervene in
lume. the architecture of that institution. | don’t have
exhibitions, as much as projects, | am some-
how inside the subject. | think the role | have is
due to the fact that | have a great experience, |
have been everywhere and | can communicate.
And the fact that | live in Bucharest but my works

| think the art | practice currently is close to the

A.T.: Apropo de contextul de acolo, cum crezi ca influenteaza cenzura arta
moderna? In Chisindu exista o serie de legi care se discuta in acest sens.

Chiar zilele astea particip la o conferin{a de presa legata de ce s-a intim

ST

| think that if we define art as an international language, we don’t have to do this kind of analysis any more, or, if we do, it shouldn’t be the only analysis.

We could do a town-village analysis, a conservative-avant-garde one or
others of this type. The more analyses you do, the more you
intersect them, the closer you are to the truth, | suppose.

USV: INTERVENTIONSS3, as a project, questions the
notion of the public space. Why is it important to
have such debates today or such platforms
established?

| don’t know for sure the economic and
political situation of Moldova. | know
Romania’s situation better, and also the
western one. The development of the
capitalist society implies, at a certain
moment, the privatization of the public
space. It isn’t any more the place
where the citizens meet in agora, it is
a place where the citizen consumes.
There are more and more pave-
ments in front of cafes, more and
more advertising, less and less
benches on which to sit for free.
You have to sit at a table and to
pay for sitting. Messages aren’t
cultural any more, we don’t discuss
our fate in the street any more, in
the street we are told only what
we have to consume. The public
space is our right, it is our, it doesn’t
belong to the bank’s, not the store,
its not of the great millionaire’s and his
extraordinary car, it's ours, it belongs to
us. And the art projects in the public space
don’t do anything but regain a piece of public
space by the means of a public discussion. In the
public space, there are a lot of discourses that are
used nowadays: the classical conservative discourse
— the statue, contemporary design’s language — the
street furniture, the town-planning discourse: how people
manage to survive in this space. The fact that we use to park
our cars on the pedestrian side of the road speaks for us, speaks
about the fact how do we treat the other, speaks about the way one

are exhibited in different places abroad is important, it is important that the others
see this thing is possible, that you don’t have to leave your roots and context in
order to do something good or be successful.

USV: How do you try to react to the context you are invited in?

By and large, | try to spend some time in that place. | have been in Chisinau before,
| was working at the 22 review for some time and | am somehow familiar with this
zone, | fixed the political and social frame. And | will go to Chisinau, | am going to
make certain statements. | am going to meet people there and to talk with them and
invent more statements. This is my current practice.

USV: The title of your public presentation is “From the Artists’ Union Gallery to the
Museum of Modern Art New York”. But you are invited in Chisinau by a very small
Association, and the space you wiil work in is a basement of a block of flats. How
does the message you send take into account the place it is presented in?

It always takes into account the context. Although my language seems identical,
although my tone is the same, | never forget whether | am in New York or in Chi-
sinau. The place | am in is important, but what is absolutely identical, whether in
MoMa or the Oberliht Association is the honesty | work with. | don’t come anywhere
to lie, | come to make a statement | know how to make. For 19 years | have been
working for the 22 review and drawing each week the political realities of Romania. |
am trained to respond. I'm not able to make, in Chisinau, a statement about
something that doesn’t regard you, but the American in Texas, but | can make
something that regards both you and him. | draw in a local frame, then a regional
one, then a global one.

USV: It isn’t the first time you are invited in Chisinau. Did anything change in you
since your last visit? What are your thoughts you will take with you this time?

In between, my tactics have crystallized and are much surer. | found a language |
am using globally, | didn’t have it when | was here in ‘97. | have international
experience (it was limited then) and this means something. | am much more
confident in myself, | know | have a language that goes anywhere in the world.

A.T.: A propos context, how does censorship influence modern art? In Chisinau
there are being discussed certain laws about this...

These days | will participate in a press conference connected to what has happened
in New York, about an exhibition that diaspora over there didn’t like and now the
Romanian Parliament wants to see what is the limit we can get at with the

freedom of expression. When | was at the biennial in Moscow, | asked if there is any
problem, if | can talk about everything and | was told that | can do anything, | can
critique anything, | can talk even about President Putin, but | can’t touch the
Russian Orthodox Church. There is a latent censorship everywhere. America closed



plat in New York, despre o expozitie care nu a convenit diasporei de acolo si acum
parlamentul Romaniei vrea sa vada pina unde merge cu libertatea de expresie. Cind
am participat la bienala de la Moscova, am intrebat daca e vreo problema, daca

pot vorbi despre orice si mi s-a spus ca pot face orice, pot critica orice, pot vorbi de
presedintele Putin, dar fara sa ma ating de biserica ortodoxa. Exista o cenzura latenta
peste tot. America a inchis si a cenzurat expozitii. Eu cred ca acest conflict intre artist si
cenzura poate fi benefic, pentru c& motiveaza artistul si distruge cenzura. Intotdeauna
au cigtigat artistii. Lumea vrea sa vada ceea ce este oprit, vrea sa rezolve ceea ce e
interzis. Trebuie luptat impotriva legilor restrictive cu mijloace intelectuale, cu mijloace
de lupta urbana dar, odata ce legile exista, trebuie gasite formule ca sa le ocolesti si, in
lumea intelectuala, se gasesc. Gasesti orice justificare sa inchizi un artist, sa nu-I lasi
sa expuna si el va gasi orice justificare sa expuna. Eu am trait in comunism, pe mine
cenzura m-a motivat. Nu trebuie sa stai cu miinile incrucisate, cind se voteaza legi care
ingradesc libera exprmare, dar nu trebuie nici sa faci un capat de tara din asta.
Intotdeauna sint solutii.

A.T.: Cine stabileste limitele de toleranta ale unei societati? De unde incepe cenzura?

Astea tot timpul se schimba. Societatea are un fel de protocol. Fiecare om are anumite
limite de toleranta, iar acestea combinate creeaza un fel de cadru general cu margine
cetoasa, in care societatea se inscrie. O parte din artisti traiesc pe aceasta margine.
Dar asta nu inseama ca tot ce e mai avangardist sau scandalos e si bun. Uneori sint
niste prostii, niste lucruri facute special sa stirneasca scandal. Societatea de astazi e
atit de sofisticata, incit reuseste de cite ori o critici sa-{i inglobeze critica. O baga in
muzee, ii pune pret si o si vinde. Un artist trebuie sa aiba responsabilitate. Nu arunci
in societate tot felul de statement-uri si dupa te miri ca au iesit prostii din ele. Eu sint
pentru o libera expresie responsabila.

A.T.: Ce le-ai ura cititorilor revistei Stare de Urgen{a?

Sa ramina Stare de Urgenta. Daca lucrurile se vor normaliza, ne vom ingrasa cu tofii.
Cit timp sint in stare de alerta — e bine, mentin constiin{a treaza. Cel mai bine e cind ai
un motiv, un ideal, pentru care sa lupti, Altfel, o sa ne gindim cu totii ce figle punem pe
acoperis si ce diagonala are televizorul. Cit ai o motivatie idealista, cit vrei sa schimbi
ceva, e foarte bine. Sa schimbe lumea, dar sa ramina in stare de urgenta.

Interviu realizat de Andreea TOMA in baza intrebarilor puse de Natasa BODROZIC si Viadimir US.
6 august, 2008, Bucuresti
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and censored different exhibitions. | think this conflict between the artist and the
censorship may be beneficial, because it motivates the artist and destroys the
censorship. The artists have always won. The world wants to see what is forbidden,
wants to solve what is interdicted. These laws should be fought with by intellectual
means, with urban struggle means, but, since the laws exist, there have to be found
formulas for avoiding them — and you can find this kind of formulas in the intellectual
world. You can find any justification to shut up an artist, to forbid him to exhibit — and he
will find any justification to exhibit. | lived under communism, | was motivated by
censorship. You don’t have to sit cross-armed when laws that limit free expression are
being voted, but you shouldn’t mourn over them either. There are always solutions.

A.T.: Who is establishing a society’s tolerance limits? In practice, the limits where
censorship starts?

These are changing all the time. Society has a kind of protocol. Everyone has certain
tolerance limits, and these, combined, create a kind of general frame, with a muddled
margin, in which society is inscribed. Some artists live on this margin. This doesn’t
mean that everything avant-garde or scandalous is also good, sometimes it’s crap,

it's something made especially for scandal. Today’s society is so sophisticated that it
manages to incorporate your critique every time you critique it. It puts it into museums,
establishes a price and sells it. An artist must have responsibility. You don’t throw at
society all kinds of statements and afterwards wonder why out of them was made only
crap. | encourage responsible free expression.

A.T.: What would you wish for the State of Emergency readers?

To remain State of Emergency. If things would get normal, we will all get overweight. As
long as we are in a state of emergency it's ok, our consciousness is awake. The best
thing is to have a reason, an ideal to fight for. Otherwise we will al think only what tile to
put on the roof and what is the diagonal of the TV set. As long as you have an idealist
motivation, as long as you want to change something, it’s fine. Let the world change,
but remain in a state of emergency.

An interview by Andreea TOMA, based on the quesions of Natasa BODROZIC and Viadimir US.

August 6, 2008, Bucharest
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