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O conditie grea: Arta lui Gorzo

,Iconoclasma si I'art pour l'art sunt raspunsuri
diferite la aceeasi anxietate.” - T.J.Clark

Romanul Gorzo difera in mod dramatic de ceilalti
artisti esteuropeni care expun astazi frecvent in
New York: joaca atat anecdotic, cat si pe nivel
formal cu folclorizarea declasatd, depasitd a artei.
Impodobeste cu flori o0 galerie neutrd, prin care insa
expozitia lui devine un spectacol plin de colori, de
parca ar fi o instalatie, si le aranjeaza in asa fel,
incat ne copleseste simturile intr-un mod provo-
cativ: spatiul neutru din Chelsea se modificd in
galeria unui portret al taranului roman pictat pe
reliefuri din lemn. Gorzo s-a ndscut in satul Ieud din
nordul Transilvaniei, in zona Maramuresului, la 550
km de Bucuresti. A absolvit Academia Nationald de
Arta din Bucuresti, unde a invatat intre 1993 si
1998 cu Florin Mitroi. Reamintind de el, Gorzo face
observatia: ,Relatia noastrd a finceput in mod
traditional: el, rofesorul, eu, studentul rebel, care
vrea in orice fel sa revolutioneze pictura. In timp ce
el era un om cu tact, eu unul foarte direct ... A fost
destinul nostru sa devenim prieteni, care s-a intam-
plat la trei ani dupé prima intalnire. Imi amintesc
cat de mult credea in arta ca expresie purd.” In mod
ciudat la Gorzo chestionarea insistentd a normelor
acceptate ale artei, in timp ce intelege importanta
lor in necesitatea comunicarii, se sincronizeaza cu
atitudinea provocativa dadaista in crearea si di-
seminarea artei (in contra sau chiar din cauza
diferentelor formale evidente). In fine, asa cum au
sustinut Tom Sandqvist si altii, ,dada a venit din
est” - intr-adevar, sa precizam, din Romania. Desi
Gorzo s-a aruncat in mod pasionat in transformarea
vietii artistice a capitalei Romaniei, totusi a pastrat
o atitudine ambigua fatd de Bucuresti, afirmandu-
se in postura unei figuri rebele rustice. Dorul lui de
simplitatea, ,naturaletea” vietii de sat din coplaria
sa, pe jumatate serios, pe jumdtate umoristic, nu
este o simpla nostalgie pentru paradisul pierdut ci
mai degraba o forma de distantare, o strategie de
critica intentionatd pornitd de dinduntru, prin care
poate sa reflecte la realitatile confuze ale Romaniei
postcomuniste. De fapt Gorzo este vazut des un
critic ascutit, cateodata chiar aspru al schimbarilor
politice economice si culturale, pe care le vede in
jurul lui, si care, cum marturiseste el primul, nu
merg intotdeauna spre bine. Parca arta lui ar
spune: taranii din Ieud poate nu sunt cei mai radi-
cali in politica sau cei mai sofisticati in arta, insa nu
se lasa inselati de promisiunile unui viitor mai usor
impachetate in publicitatile sclipitoare facute si di-
seminate de cultura mass mediei. Ca raspuns la
aceastd lume moderna ei se leaga de radacinile lor,
ca sa ramane oameni care sunt congtienti de istoria
lor, si devin agenti ai istoriei, fapt pe care Milan
Kundera numeste ,une condition lourde” (o conditie
grea). Conform scriitorului ceh, aceasta este cea
mai misterioasd si mai ambigua conditie din toate
conditiile existente, fiind legat de viata cotidiana.
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Artistic, lucrdrile noi ale lui Gorzo construiesc
puternic un pod intre inalt si scund. Reliefele sale
»scunde” din lemn se refera la traditiile satului roman
ca la o culturd materiala si un basm (sau bestiari-
um), in care incruciseaza vise fantastice, dorinte si
superstitii. Degi prin legaturile sale la valorile tradi-
tionale lumea aceasta este foarte moralizatd, apar
totusi si abateri carnale, pe care artistul le si eviden-
tiaza prin modul erotic de interactionare intre figurile
cioplite din fundal si figurile pictate din fata. Ca este-
tica de artd elita Gorzo fisi alege fotorealismul, pe
care contrasteaza insd cu estetica artei populare a
vietii taranului modern, care, la randul sau foloseste
si el fotorealismul pentru a exprima modernitatea
sa. Fotorealismul lui Gorzo este o formd a arti-
zanatului contemporan. De parca ar recunoaste pre-
zenta culturii mass mediei chiar si in cel mai inde-
partat sat roman, taranii lui pictate pe lemn cioplit
seamana mult cu oamenii din brosurile turistice in
care Romania este prezentatd ca o tara egzotica.
Prezenta lor este ceremoniald, lucru reflectat prin
portul lor popular frumos modelat. Fetele lor medi-
tative, pline de riduri sunt martorii curajului si rezis-
tentei lor in viata cotidiana grea. Destinul lor comun
se reflectd din privirea lor tristd. Totusi, in ciuda spe-
cificitatii lor, par ar fi niste trupuri fara istorie.

De fapt este ceva foarte neistoric in modul prin care
Gorzo abordeaza stilul in arta lui, lucru care te pune
pe ganduri, avand in vedere cat de imbibat este cu
istorie Europa Centrald si de Est. Aceastd relatie
ambiguad fatd de istorie a fost exploatatéd de minti
ascutiti, pe care le intereseaza in mod deosebit
evenimentele, care au format aceasta regiune.
Kundera, Adam Zagajewski sau Slavoj Zizek au
ardtat acest aspect al istoriei totalitare ca o formd de
oprimare. In ciuda aparentei globalizare a sa, lumea
de azi este in continuu fragmentat, lucru despre care
au avut recent o experientd tragicd corpuri est-
europene, vecinii Romaniei, in razboaiele din fosta
Yugoslavie. Aceasta fragmentare insé - oricat de
dureros sé fie — este si o forma de rezistenta atat fata
de perioada dehumanizanta a comunismului, cat si
fatd de unformizarea vietii prezente, care ameninta
artele contemporane locale. Se poate argumenta ca
atitudinea artistica a lui Gorzo fata de trecut este una
n esentd postmodernistd, dar acest termen general
nu explicd in totalitate lucrdrile lui. Fata de multi
artisti est-europeni, care opteaza pentru noile
tendinte din cultura elitd, fie acesta , efectul Tuyman”
sau explorarea avangardului istoric, Gorzo alege
,stilizarea” deschisa (in opozitie cu ,stil”) ca o arma
fmpotriva impactului oprimant al istoriei dar si al
istoriei de arta.

Prin aceasta atitudine se aliaza acelor artisti moderni
si cativa contemporani care venind din locuri
considerate periferice isi sdrbdtoresc statutul de
outsider. De fapt a ajuns la baza statutului sau
periferic si ne aratd. Facand acest lucru devine mai
mult insdsi reflectia sa din oglindd decét sd se
priveasca din centru. (Cu aceasta perifericitate a sa
nu e de mirare ca lucrarile sale au fost dezinfectate
cu fum fnainte sa fie lasate pe teritoriul Statelor
Unite, Tmplinind astfel regulile federale privind
prevenirea raspandirii unor potentiale infectii sau
insecte.)

In timp ce Gorzo acumuleaza putere din faptul ca e
roman pana in maduva, chiar in mod stereotipic, in
acelasi timp submineaza politici de identitate evi-
dente, care au transformat o mare parte din arta
con-temporand intr-o cursd pentru a deveni un
Celdaltintr-un mod cat mai corect politic. Se aliaza in
mod umoristic cu cei care s-au plictisit de programul
corectitudinii politice in artd. Deoarece este un critic
aspru al realitatii inconjuratoare specifice, deseori
contradictorii, Gorzo se opune modelului stereotipic
al Celuilalt prin refuzul evident de a se alia cu noul
Jinternationalism” formal al artei. Deoarece joaca
mai departe rolul rebelului rustic, trebuie sa se
aminteascd, cat de mult a crezut profesorul lui,
Florin Mitroi in importanta artei ca expresie pura.

Marek BARTELIK preda artd modernd si contemporana in
New York la Institutul Uniunea Cooper pentru Dezvoltarea
Stiintei si a Artelor si este vicepresedintele sectiei SUA al
Asociatiei Internatjonale a Criticilor de Artd (AICA-USA).
(traducere: SZABO Csilla)
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Nehéz helyzet: Gorzo miivészete

.Képrombolds és l'art pour l'art: kilénbdzé
valaszok ugyanarra a szorongasra.” - T. J. Clark

A romaniai Gorzo drdmai médon kilénbozik azoktol
a kelet-eurdpai m(ivészektdl, akik gyakran allita-
nak ki New Yorkban manapsag: anekdotikus és for-
mai szinteken is a mlvészet divatjamult, deklasz-
szalodott folklorizdldséval jatszik. Virdgokkal diszit
egy semleges galériat, amellyel Uj kiallitasat szin-
gazdag latvanyossagga valtoztatja, mintha instal-
lacié lenne, és ugy rendezi el, hogy provokativan
kapraztassa el az érzékeinket: a semleges Chelsea
man parasztokat abrazold, széles, festett farag-
vanyokkal van tele.

Gorzo egy Ieud nevii faluban sziiletett Eszak-Erdély
kilométerre. A bukaresti Képzém(ivészeti Akadémi-
an tanult 1993 és 1998 kozott Florin Mitroi-jal. Gor-
zo igy emlékszik vissza tanarara: ,Kapcsolatunk
hagyomanyos mddon kezdédott: & tanar volt, én
lazadoé didk, aki forradalmasitani akarta a festé-
szetet barmi dron. Mig 6 tapintatos ember, én sz6-
kimond¢ ifjonc voltam... El volt rendelve, hogy ba-
ratok legytink, ez harom évvel kés6ébb kdvetkezett
be. Emlékszem, mennyire hitt a mlvészetben mint
tiszta kifejezésben.” Kulonés modon az, ahogy
Gorzo kitartéan kérddGjelezi meg a meggyokerese-
dett mlvészeti normakat, mikdzben érti a kom-
munikacié szikségességébdl szarmazo jelentbsé-
gliket, latszdlag szinkronban van a mivészi alkotés
és terjesztés provokativ, dadaista attit(idjével (a
nyilvéanvaléd formai kilonbségek ellenére, vagy
taldn éppen amiatt). Véguil is, ahogy Tom Sandqvist
és masok allitotték, ,a dada keletrdl jon” - valéban,
a pontossag kedvéért: Romaniabdl.

Bar Gorzo szenvedélyesen vetette bele magat a
roman févaros miivészeti életének atalakitasaba,
szeszélyes modon meg6rzott egyfajta kétértelm(
viszonyulast Bukarest felé azzal, hogy a rusztikus
lazadé figurajat oltotte fel. Félig komoly, félig hu-
moros sovargasa gyermekkora ,természetes”, falu-
si életének egyszer(iségére viszont nem pusztan
nosztalgia az elvesztett paradicsom utan, hanem
inkabb a tavolsagteremtés egy formaja, a belllrdl
induld birdlat tudatos stratégidja, amellyel reflek-



talhat a posztkommunista Roméania megtévesztd
valésagara. Valdojaban Gorzét gyakran tekintik a
kornyezetében tapasztalt - politikai, gazdasagi és
kulturdlis - valtozasok éles hangu, néha éppen ke-
gyetlen kommentatoranak, amelyek, ahogy 6 ma-
ga els6ként ismeri be, nem mindig pozitivak. M{vé-
szete mintha azt (zenné: a ieudi parasztok politi-
kailag taldn nem a legradikdlisabb, m(ivészileg sem
a legkifinomultabb emberek, de egyaltaldn nem té-
vesztik meg Oket a kényelmes jov6 igéretei,
amelyeket a médiakultira termelte és terjesztette
csillogd rekldmokba csomagolnak. Valaszként a
modern vilagra a gyokereikbe kapaszkodnak, hogy
olyan emberek maradjanak, akik tdjékozottak a
torténelmikben, illetve annak az agensei marad-
janak, amit Milan Kundera ,une condition lourde”-
nak (nehéz sorsnak, nehéz helyzetnek) nevezett. A
cseh ir6 szerint ez a legtitokzatosabb és leghoma-
lyosabb az 6sszes helyzetek kozil, mivel a hét-
koznapisaghoz kotott.

Gorzo Uj munkai er6szakosan vernek hidat a magas
és az alacsony kozott. ,Alacsony” fafaragvanyai a
romaniai falusi tradiciéra utalnak anyagi kultira-
ként és népmeseként is (vagy inkabb bestidrium-
ként), amelyekben fantasztikus dlmokat, vagyakat
és babonakat 6tvoz. Bar ragaszkoddasaval a hagyo-
manyos értékekhez ez a vildg erésen moralizél,
mégis a testi athagdsok is jelen vannak benne,
amelyeket a mivész ki is hangsulyoz azzal, hogy
erésen erotizdlt modon jatssza egybe a faragott
hattérfigurakat az el6térben 1évé festett alakokkal.
Elit mlvészeti esztétikaként Gorzo a fotérealizmust
valasztja, amelyet a modern paraszti élet népm-
vészeti esztétikajaval ellenpontoz, ami a maga
soran manapsag gyakran haszndlja fel a fotérea-
lizmust arra, hogy kifejezze sajat modernségét.
Gorzo fotdrealizmusa a jelenkori kézmiivesség egy
formaja. Mintha elismerné a médiakultira minde-
nitt jelenvaldsagat a legtdvolabbi roman faluban is,
a néha testrészekre bontott, fadombormdivekre
festett parasztjai gyakran hasonlitanak azokra az
emberekre, akik a turistaknak szant brosurakban
Romaniat egzotikus helyként rekldamozzak. Jelen-
létik Unnepélyes, megorokitett aspektusat gyo-
nydériien mintazott népviseletik tiikrozi. Meditativ,
réncos arcuk a kemény mindennapokban tanusitott
batorsagukrél és szivossagukrél arulkodik. Kozos
sorsuk tekintetiik csendes szomorusagaban tikro-
z6dik. Sajatossaguk ellenére viszont egyre inkabb
torténelem nélkuli testeknek tlinnek. Valéjaban van
valami egészen torténelmietlen abban, ahogy
Gorzo mlivészetében a stilushoz kdzelit, ami elgon-
dolkodtatd, tekintve hogy Kelet- és K6zép-Eurdpa
mennyire at van itatva térténelemmel. Ezt a tob-
bértelmd viszonyt a multhoz azok a legvakmer6bb
elmék is kiaknaztak, akiket kiulondsen érdekeltek
az események, amelyek ezt a régiot alakitottak.
Kundera, Adam Zagajewski vagy Slavoj Zizek az
elnyomas formajaként mutattak ré a térténelem-
nek erre a totalizalé aspektusara. Globalis latszata-
nak ellenére a mai vilag tovabbra is téredezett, amit
a kelet-eurdpai testek nemrég tragikus modon
tapasztaltak Romania szomszédja, a volt Jugosz-
lavia terlletén zajlott haborukban. Ez a téredezett-
ség azonban - még ilyen fajdalmasan is - az el-
lenallds formaja is Ugy a kommunizmus elember-
telenité korszakaval, mint a jelen életének unifor-
mizaltsédgaval szemben, amely szintén fenyegeti a
helyi kortars miivészeteket. Lehet érvelni amellett,
hogy Gorzonak a multhoz vald m(ivészi hozzaallasa
alapvetéen posztmodern, de ez az altaldanos termi-
nus nem magyarazza meg teljes mértékben a
miveit. Sok kelet-eurdpai miivésszel ellentétben,
akik felkaroljak a magaskultira legljabb
irdnyultsagait, legyen az a Tuyman-effektus vagy a
torténelmi avantgard feltarasa, Gorzo a nyilt stiliza-
last valasztja (a ,stilussal” szemben) a térténelem
és a mluivészettorténet elnyomd befolyasa elleni
fegyverként. Ezzel azok k6zé a modern és néhany
kortars mivész kozé sorolja magat, akik perifé-
ridnak szamitd helyekrél szarmazva kivilalloknak
tekintik magukat. Tulajdonképpen elért periférikus
statusanak alapjahoz, és erre ra is mutat. Ezzel
sokkal inkdbb sajat tukorképévé valik, mintsem
hogy a koézpontbdl tekintsen magara. (Periférikus
kitaszitottsdgaval nem meglepd, hogy munkait
megfistolték, mieldtt beengedték volna az
Egyesult Allamokba, eleget téve a rovarok és be-
tegségek esetleges behurcoldsat megel6z6 sz6-
vetségi el6irdsoknak.)

Mig Gorzo abbol merit erét, hogy velejéig, sét szte-
reotipikusan roman, akdzben nyilvanvald identi-
tas-politikékat akndz ald, amelyek a kortars m(ivé-
szet jelent6s részét valtoztattak azza a versennyé,
hogy ki tud leginkabb a politikailag korrekt Masikka
valni.

Humorosan szovetkezik azokkal, akik unjék mar a
mivészetben a politikai korrektség programjat. Mi-
vel a sajatos, gyakran ellentmondé kérnyezé vald-
sag éles biraloja, Gorzo ellenall a Masik mar sztereo-
tip modelljének ugy, hogy nyilvanvaldan visszauta-
sitja, hogy csatlakozzon az (j, formalis mivészeti
,internacionalizmushoz”. Mivel tovébbra is a vidéki
ldzado szerepét jatssza, emlékeznie kell arra, meny-
nyire hitt korabbi tanara, Florin Mitroi a mlivészet
mint tiszta kifejezés jelentéségében.

Marek BARTELIK modern és kortars mivészetet tanit a
new yorki Cooper Szovetség a Tudomanyos és M(ivészeti
Haladasért intézet, és a Mlvészetkritikusok Nemzetkozi Sz6-
vetsége amerikai részlegének (AICA-USA) alelndke.
(forditotta: SZABO Tiinde)
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GOANGA | BOGAR | INSECT

acrilic pe lemn sculptat | akril, faragott fa | acrylic on carved wood
30x60x8 cm, 2008

A heavy Condition: The Art of Gorzo

“Iconoclasm and I'‘Art pour I'’Art are different
responses to the same unease.” —T.J. Clark

The Romanian artist Gorzo distinguishes himself
from the many East Europeans who frequently exhi-
bit in New York today in a dramatic fashion: He plays
with the outmoded, déclassé folklorization of art on
both anecdotal and formal levels. By decorating a
neutral gallery with flowers, he turns his new
exhibition into a colorful visual spectacle, sort of an
installation, endowing it with a mis-en-scéne that
provocatively dazzles our senses, transforming a
neutral Chelsea space into a portrait gallery filled
completely with large painted woodcarvings that
depict Romanian peasants.

Gorzo was born in a village called Ieud, located in the
Maramures region of Northern Transylvania, some
550 kilometers from Bucharest. Between 1993 and
1998, he studied painting at the Bucharest Art
Academy under Florin Mitroi. Recalling his professor
Gorzo observes: “Our relationship started in a clas-
sical way: he was the teacher, I was a rebellious
student, who wished to reform painting at any price.
While he was a decent man, I was an outspoken
young person. ... We were destined to become
friends, which happened three years later. Today I
recall how much he had believed in art as pure
expression.” In a strange way, Gorzo's insistence on
questioning the established artistic norms while
understanding their significance for urgency of
communication appears to be in synch with pro-
vocative Dadaist attitudes toward making and dis-
seminating art (despite, or perhaps because of,
obvious formal differences); after all, as Tom Sand-
qvist and others have argued, “dada comes from the
East” —indeed, from Rumania, to be precise.
Although passionately involved in the transforma-
tions of the artistic life of the Romanian capital,
Gorzo retains an ambiguous attitude toward
Bucharest in a fanciful manner by taking on the
persona of a rustic rebel. His half-serious, half-
humorous yearning for the simplicity of the “natu-
ral” rural life of his childhood, is not, however, a pure
nostalgia for a paradise lost, but rather a form of
distancing, a conscious strategy of contestation from
within, which allows him to reflect on the confusing
reality of post-Communist Romania. In fact, Gorzo is
often viewed as a sharp, even cruel commentator on
the changes he sees around him—political,
economic, and cultural—which, as he is first to
acknowledge, are not all for the better. His art seems
to be saying: The Ieud peasants might not be the
most politically radical or artistically sophisticated
people, but they are far from being fooled by the
promises of an easy future packaged as bright
advertisements produced and disseminated by
media culture. Reacting to the modern world, they
cling to their roots to remain people knowledgeable

of their history and the agents of what Milan
Kundera called “une condition lourde” (a heavy
condition), which according to the Czech-born
writer is the most mysterious and themost
ambiguous of all states, since it is bound to the
ordinary.

Artistically, Gorzo’s new works forcefully bridge
high and low. His “low” wooden carvings reference
Romanian rural tradition both as a material culture
and as folk tales (or rather bestiaries), blending
fantastic dreams, desires and superstitions. Alt-
hough highly moralistic in its insistence on traditio-
nal values, such a world is also one of bodily
transgressions, which the artist exposes by making
his curved background figures interact with the
painted ones in the foreground in a highly eroticized
fashion. Gorzo chooses photorealism as a high-art
aesthetic that he contrasts to the low-art folk
aesthetic of modern peasant life, which nowadays
often incorporates realism as an expression of its
own version of modernity. His photorealism is a
form of contemporary craftsmanship. However, as if
acknowledging the omnipresence of media culture
even in the most remote Romanian villages, his
silhouetted peasants (sometimes cropped to body
parts) painted on top of wooden reliefs often
resemble people in modern tourist brochures ad-
vertising Romania as an exotic place; the
ceremonial, “on-display” aspect of their presence is
reflected in their beautifully patterned costumes.
Their meditative, wrinkled faces give witness to
their courage and endurance through daily
hardship. Their shared fate is reflected in the quiet
sadness of their eyes. Yet, despite their specificity,
they increasingly look like bodies without history.

In fact, there is something highly “ahistorical” in
Gorzo's approach to style in his art, which seems to
be quite puzzling considering how much eastern
and central Europe has been steeped in history. This
ambiguity toward the past has been explored by
some of the most adventurous minds interested in
the events that shaped the region, such as Kundera,
Adam Zagajewski, or Slavoj Zizek, who exposed the
totalizing aspects of that history as a form of
oppression. Despite its global appearance, the
current world continues to be fragmented, a situati-
on that eastern European bodies have recently
experienced in a tragic way during the war in the
former Yugoslavia, Romania’s neighbor. But this
fragmentation—as painful as it is—is also a form of
resistance against both the dehumanization of the
Communist period and uniformity in present life,
which also threatens local contemporary art.

One might argue that Gorzo’s artistic attitude
toward the past is essentially “postmodern,” but
such a general term does not fully explain his work.
Unlike many East European artists who opt for
embracing the latest tendencies in high art—be it
the “Tuyman’s effect” or excavating historical
avant-garde —Gorzo chooses overt “stylization” (as
opposed to “style”) as a weapon against the
oppressive impact of history and of art history as
well. By doing so, he allies himself with those mo-
dern artists, and some contemporary ones as well,
who celebrate their status as outsiders coming from
places considered peripheral. In fact, he reaches to
the very basis of his peripheral status and exposes
it. By doing so, he becomes his own mirror reflecti-
on, rather than seeing himself through the eyes of
the center. (With his peripherality being abject, it is
not surprising that his works needed to be fumiga-
ted before being allowed to enter the United States,
in compliance with Federal regulations to prevent
potential spread of insects and disease.)

While Gorzo derives power from being a quint-
essential, “stereotypical” Rumanian, he subverts
obvious identity politics, which have turned a large
part of contemporary art into a competition for the
most politically correct Other. He might humorously
ally himself with those who are getting tired of PC
agendas in art. Involved in providing sharp criticism
of the specific, often contradictory, reality around
him, Gorzo resists succumbing to the already
stereotypical model of the Other by refusing to plug
into the new formal “internationalism” in art in an
obvious way. As he continues to play the role of a
rustic rebel, he must still recall how much his former
professor Florin Mitroi believed in the
purposefulness of art as pure expression.

Marek Bartelik teaches modern and contemporary art at
the Cooper Union for the Advancement of Science and Art
in New York. He is a Vice-President of the International
Association of Art Critics, US section (AICA-USA).
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Dumitru GORZO
SALOMEA

acrilic pe lemn sculptat
akril, faragott fa
acrylic on carved wood
200x100x8cm, 2006
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Dumitru GORZO
FEMEIE CU PULA II

acrilic pe lemn sculptat
akril, faragott fa
acrylic on carved wood
200x100x8cm, 2006

Dumitru GORZO




Dumitru GORZO
FEMEIE CU PULA III
acrilic pe lemn sculptat
akril, faragott fa
acrylic on carved wood
200x100x8cm, 2006

Dumitru GORZO _

FEMEIE CU PULA IN VERDE
acrilic pe lemn sculptat
akril, faragott fa

acrylic on carved wood
200x100x8cm, 2006
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