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Eduard Andrei

A Missed Opportunity: on the (Im)Possible
Brancusi Exhibition in New York in 1939

The idea of a Brancusi solo show at the 1939—1940
New York World’s Fair (or in connection with it)
seems to have already taken shape in mid-1938, in
the fever of preparations for the great event, as
attested by a letter addressed by the architect Octav
Doicescu to diplomat Andrei Popovici, on July 12,
1938. The topic of the Brancusi exhibition is resumed
towards the end of the year, as demonstrated by the
correspondence among three key figures, from two
unpublished archival documents: the letter from
Alfred H. Barr, Jr., the then director of The Museum
of Modern Art / MoMA in New York, to Andrei
Popovici, Deputy Commissioner General of the
Romanian Pavilion at the New York World’s Fair,
dated December 8, 1938, and, respectively, Andrei
Popovici’s report to his superior, Dimitrie Gusti,
Commissioner General, dated December 10, 1938.
The paper analyzes the two letters, presenting the
conditions of space and time for organizing the
exhibition, the estimated budget and the potential
involvement of the two parties, the American
museum and the Romanian Government, as well as
the additional nuances that Popovici introduces
compared to Barr’'s proposal, towards the
propagandistic instrumentalization of the event.
Although, in the end, the Brancusi exhibition did not
take place, for reasons that remain unclear —
however, the paper suggests several hypotheses —,
the Romanian sculptor based in Paris would visit the
World’s Fair in New York and would participate, at
Gusti’s invitation, on May 5, 1939, at the solemn
opening of the Romanian Pavilion by the American
authorities, in the presence of the mayor of New York,
Fiorello La Guardia, and Minister Radu Irimescu, the
Romanian ambassador to the US, as proven by a well-
known black-and-white photograph, in which he
appears alongside the singer Maria Tanase and
Suzana Doicescu, the wife of the architect Octav
Doicescu. Brancusi was in New York in the spring of
1939 to attend the opening of the exhibition Art in
Our Time, organized by MoMA — with the aim of
celebrating the tenth anniversary of the museum and,
at the same time, the inauguration of its new
headquarters (at 11 West 53rd Street, where it is still
located today) —, in which he was included with two
works: one in polished bronze, Bird in Space (1919,
cf. the exhibition catalog; currently dated 1928), and
one in marble, The Miracle [The Seal] (1938). In
1940, the second year of the World’s Fair, MoMA
organized a new large-scale exhibition, Modern
Masters from European and American Collections,
which would include the same Bird in Space by
Brancusi.

O sansa ratata: despre (im)posibila
expozitie Brancusi la New York in 1939

Ideea unei expozitii personale a lui Brancusi la
Expozitia Universala de la New York din 1939-1940
(sau 1n conexiune cu aceasta) se conturase deja pe la
mijlocul anului 1938, in febra pregatirilor pentru
marele eveniment, dupa cum o atesta o scrisoare
adresata de arhitectul Octav Doicescu diplomatului
Andrei Popovici, in data de 12 iulie 1938. Tema
expozitiei Brancusi este reluatd spre finalul anului,
fapt demonstrat de corespondenta dintre trei
personaje-cheie, cuprinsd in doua documente de
arhivd inedite: scrisoarea lui Alfred H. Barr, Jr.,
directorul de atunci al Museum of Modern Art /
MoMA din New York catre Andrei Popovici,
Comisarul General Adjunct al Pavilionului Romaniei
la Expozitia Universald de la New York, din 8
decembrie 1938, respectiv raportul lui Andrei
Popovici catre superiorul siu, Dimitrie Gusti,
Comisarul General, din 10 decembrie 1938.
Comunicarea analizeaza cele doua scrisori,
prezentand conditiile de spatiu si timp pentru
organizarea expozitiei, bugetul estimat si potentiala
implicare a celor doua parti, muzeul american si
Guvernul Romaéniei, precum si  nuantele
suplimentare pe care le introduce Popovici fatd de
propunerea lui Barr, in directia instrumentalizarii
propagandistice a evenimentului.

Desi, in cele din urma, expozitia Brancusi nu a mai
avut loc, din motive ramase neclare — comunicarea
sugereaza insa cateva ipoteze —, sculptorul roman
stabilit la Paris va vizita Expozitia Universald de la
New York si va participa, la invitatia lui Gusti, in 5
mai 1939, la solemnitatea deschiderii Pavilionului
Romaniei de catre autoritatea americana, in prezenta
primarului New York-ului, Fiorello La Guardia, si a
ministrului Radu Irimescu, ambasadorul Romaniei
in SUA, marturie fiind si o cunoscuta fotografie alb-
negru, in care apare alaturi de cantireata Maria
Tanase si de Suzana Doicescu, sotia arhitectului
Octav Doicescu. Brancusi s-a aflat la New York in
primavara 1939 pentru a asista la vernisajul
expozitiei Art in Our Time, organizata de MoMA — cu
scopul de a celebra a zecea aniversare a muzeului si,
totodats, inaugurarea noului siau sediu (la 11 West
53rd Street, unde functioneaza si azi) —, in care figura
cu doua lucrari: una din bronz polisat, Pasare in
spatiu (1919, cf. catalogului expozitiei; in prezent
lucrarea este datata 1928) si una din marmura
Miracolul [Foca] (1938). In 1940, al doilea an al
Exporzitiei Universale, MoMA a organizat o noud
expozitie de amploare, Modern Masters from
European and American Collections, in care va fi
inclusi aceeasi Pasare in spatiu a lui Brancusi.



Melania Andronic

The Romanian Pavilion at the Venice
Biennale as a “National Device”: Sculpture,
Identity, and Modernity from 1989 to 2019

This paper offers a critical analysis of the Romanian
Pavilion at the Venice Biennale in the period 1989—2019,
with particular attention to the editions in which sculpture
— understood both in its traditional sense and in its
expanded and performative forms — played a central role in
the construction and negotiation of national identity.
Starting from the watershed of 1989 and the post-
communist transition, Romania’s participation in the
Biennale can be understood as a privileged space of
symbolic and geopolitical redefinition. In an Agambenian
sense, the Pavilion may be interpreted as a “national
dispositif”: an interweaving of power relations, institutional
strategies, critical discourses, and curatorial choices that
contribute to shaping Romania’s image within the global art
context.

Drawing on archival research (Archivio Storico delle
Arti Contemporanee — ASAC, the National Archives
of Romania, and the Diplomatic Archive of the
Ministry of Foreign Affairs), exhibition catalogues,
specialized press, and visual documentation, the
paper reconstructs the genesis and evolution of the
Pavilion, focusing in particular on those editions in
which the formal dimension proved decisive. Among
these are exhibitions that brought sculptural
language into dialogue with issues of memory,
corporeality, and national representation, as well as
practices that question the legacy of the monumental
tradition.

An emblematic case is An immaterial Retrospective
of the Venice Biennale (2013), where sculpture
dematerializes into the performing body, proposing a
counter-history of the Biennale through the physical
reactivation of past artworks. Here, the reference to
the modern genealogy of Romanian sculpture —
inevitably marked by the Brancusi paradigm and by the
tension between essential form and spirituality — is reread
through a critical and post-identitarian lens. Similarly, the
presence of artists such as Geta Bratescu and Andra Ursuta
allows for an exploration of both the continuity and
discontinuity of the modern model, as well as the
persistence of categories such as monument, figure, and
body within contemporary space.

The paper thus seeks to position the Romanian
Pavilion between the two symbolic poles highlighted
by the conference — Storck and Brancusi -
demonstrating how, within the context of the
Biennale, sculpture becomes a site of negotiation
between tradition and modernity, national
representation and global language. The analysis of
the selected editions will show how sculpture, even
when transformed into installation or performance,
continues to function as a privileged medium through
which to rethink the horizon of Romanian modernity
on the international stage.

Pavilionul Romaniei la Bienala de la
Venetia ca ,,dispozitiv national”: sculptura,
identitate si modernitate din 1989 pana in 2019

Aceasta lucrare ofera o analiza critica a Pavilionului
Romaniei la Bienala de la Venetia in perioada 1989—
2019, cu o atentie deosebitad acordati editiilor in care
sculptura — inteleasa atat in sensul sau traditional,
cat si in formele sale extinse si performative — a jucat
un rol central in constructia si negocierea identitatii
nationale.

Incepand cu momentul de cotituri al anului 1989 si
tranzitia postcomunista, participarea Romaniei la
Bienala poate fi inteleasa ca un spatiu privilegiat de
redefinire simbolicad si geopolitica. Intr-un sens
agambenian, Pavilionul poate fi interpretat ca un
»dispozitiv national”: o impletire de relatii de putere,
strategii institutionale, discursuri critice si alegeri
curatoriale care contribuie la conturarea imaginii
Romaniei in contextul artistic global.

Bazandu-se pe cercetari arhivistice (Archivio Storico
delle Arti Contemporanee — ASAC, Arhivele
Nationale ale Romaniei si Arhiva Diplomatica a
Ministerului Afacerilor Externe), cataloage de
expozitii, presa specializata si documentatie vizuala,
lucrarea reconstituie geneza si evolutia Pavilionului,
concentrandu-se in special pe acele editii in care
dimensiunea plastica s-a dovedit decisiva. Printre
acestea se numara expozitii care au adus limbajul
sculptural in dialog cu probleme de memorie,
corporalitate si reprezentare nationalda, precum si
practici care pun sub semnul intrebarii mostenirea
traditiei monumentale.

Un caz emblematic este O retrospectivd imateriala a
Bienalei de Arta de la Venetia (2013), unde sculptura
se dematerializeazd 1in corpul performativ,
propunand o contra-istorie a Bienalei prin
reactivarea fizica a operelor de arta din trecut. Aici,
referinta la genealogia moderna a sculpturii
romanesti — marcata inevitabil de paradigma
Brancusi si de tensiunea dintre forma esentiala si
spiritualitate — este recitita printr-o lentila critica si
post-identitari. in mod similar, prezenta unor artiste
precum Geta Bratescu si Andra Ursuta permite o
explorare atat a continuitatii, cat si a discontinuitatii
modelului modern, precum si a persistentei unor
categorii precum monument, figura si corp in spatiul
contemporan.

Astfel, lucrarea isi propune sa pozitioneze Pavilionul
Romaniei intre cei doi poli simbolici evidentiati de
conferintd — Storck si Brancusi — demonstrand cum, in
contextul Bienalei, sculptura devine un loc de negociere
intre traditie si modernitate, reprezentare nationala si
limbaj global. Analiza editiilor selectate va arata cum
sculptura, chiar si atunci cand este transformata in
instalatie sau performance, continud sa functioneze ca un
mediu privilegiat prin care se regandeste orizontul
modernititii roméanesti pe scena internationala.



Luigi Bambulea

Brancusi as a Presocratic: An Iconological
Diagnosis and a Methodological Proposal

The proposed analysis advances a philosophico-
aesthetic reading of Constantin Brancusi’s oeuvre,
developed within an iconological (Panofskyan)
methodological framework. The approach situates
Brancusi’s work within an interpretive horizon that
transcends the history of modern art and reconnects
it to the matrix of archaic thought and, more
specifically, to the Presocratic paradigm. The
underlying premise is that Brancusi’s sculpture
cannot be adequately understood either through the
lens of Western modernism or through any
methodology derived from a theoretical culture of
Greek lineage; consequently, it must be read as the
expression of an ontology of origins, in which artistic
form becomes a medium for the manifestation of
emergent archetypal structures (particularly those
marked by intuitive cosmological openings). The first
direction of hermeneutic inquiry examines the
relationship between Brancusi’s work and origin
myths, especially the androgynous myth and the idea
of primordial unity. The analysis of works such as The
Kiss or Earth’s Wisdom highlights the manner in
which the sculptor transforms the human figure into
an essentialized symbolic sign (that is, into an icon),
liberated from contingency and oriented toward the
archetype. From this perspective, Brancusi must be
interpreted as an artist who does not represent reality but
reduces it to fundamental structures, to their energetic
distillation; accordingly, his approach can be associated with
Presocratic thought, in which unity precedes multiplicity,
form expresses an originary ontological order, the
preeminent formal structure is the symbol, and the
articulation of the whole is achieved through a discontinuous,
analogical, and suggestive syntax rather than through the
linearity characteristic of deductive reasoning. Although
certain interpretations have attempted to inscribe Brancusi’s
sculpture within an idealist, Platonic-type paradigm, the
artists work functions rather as an experience of
spontaneous visual thinking (in the sense attributed to the
notion by Brancusi’s contemporary, the artist Paul Klee).
Sculpture thus becomes a mode of knowledge in which
matter is sublimated through formal simplification and
inner rhythm. In this regard, Brancusi is aligned with
archaic sensibility, wherein the image does not separate the
visible from the invisible but mediates between them.

Methodologically, the proposed study connects
iconographic analysis to philosophical reflection and
comparative inquiry, while also drawing upon mythological
and religious (re)sources, in order to demonstrate that
Brancusi’'s work participates in a universal imaginary
characterized by highly recurrent symbols. The author aims
to show, succinctly yet convincingly, that Eliade’s
morphology of religions may provide the appropriate
scientific framework for systematizing a profound reading
of Brancusi’s sculpture: a framework capable of explaining
how, through a symboliclogic, both the form and the matter
of Brancusi’s aesthetic object are inscribed within a
sufficient archetypal network, marked by the homogeneity

Brancusi presocraticul. Un diagnostic
iconologic si o propunere metodologica

Analiza propusa contine o lectura filosofico-estetica a
operei lui Constantin Brancusi, dezvoltatd intr-un
cadru metodologic de tip iconologic (panofskyan).
Abordarea situeazd opera brancusiand intr-un
orizont de interpretare ce depaseste istoria artei
moderne si o reconecteaza la matricea gandirii
arhaice si, in particular, la paradigma presocratica.
Premisa este aceea ca sculptura brancusiana nu poate
fi inteleasa adecvat nici prin prisma modernismului
occidental, nici prin aceea a oricarei metodologii ce
descinde din cultura teoreticd de extractie greaca; si
ca, prin urmare, ea trebuie citita ca expresie a unei
ontologii a originilor, in care forma artistica devine
mediu de manifestare a unor structuri emergente de
tip arhetipal (in special cu deschideri intuitive de
natura cosmologicd). Prima directie de aprofundare
hermeneutici urmareste relatia dintre opera lui
Brancusi si miturile originare, in special mitul
androginic si ideea unitatii primordiale. Analiza unor
lucrari precum Sarutul sau Cumintenia pamantului
poate evidentia modul in care sculptorul transforma
figura umana intr-un semn simbolic esentializat (deci
intr-un icon), eliberat de contingent si orientat spre
arhetip. In aceasti perspectivd, Brancusi trebuie
interpretat ca un artist care nu reprezinta realitatea,
ci o reduce la structuri fundamentale, la epura lor
energetica; de aceea, abordarea sa este asociabila
gandirii presocratice, in care unitatea preceda
multiplicitatea, forma exprimi o ordine ontologicd
originara, structura formala preeminenta este
simbolul, iar concatenarea in intreg se realizeaza
printr-o sintaxa discontinua, analogica, sugestiva, nu
prin liniaritatea proprie gandirii deductive. Desi
anumite interpretari au incercat sa inscrie sculptura
brancusiand intr-o paradigma idealistd, de tip
platonician, opera artistului functioneaza mai
degraba ca experienta de gandire vizualad spontand
(in sensul conferit notiunii de contemporanul lui
Brancusi, artistul Paul Klee). Sculptura devine astfel
un mod de cunoastere, in care materia este sublimata
prin simplificare formali si ritm interior. In acest
sens, Brancusi este afin sensibilitatii arhaice, in care
imaginea nu separa vizibilul de invizibil, ci le
mediaza.

Metodologic, studiul propus branseaza analiza
iconografica la reflectia filosofica si la demersul
comparativ, nu fara recursul la (re)surse mitologice si
religioase, pentru a demonstra ca opera brancusiana
participa la un imaginar universal, caracterizat prin
simboluri de maxima recurenta. Autorul isi propune
sd demonstreze, sumar, dar edificator, ca morfologia
eliadesci a religiilor poate reprezenta cadrul stiintific
adecvat de sistematizare a unei lecturi profunde a
sculpturii brancusiene: un cadru capabil sa explice in
ce fel, printr-o logica de tip simbolic, atat forma, cat
si materia obiectului estetic brancusian se inscriu
intr-o retea arhetipald suficienta, de omogenitatea
unei structuri cosmotice. Opera brancusiana



of a cosmotic structure. Brancusi’s oeuvre suggests a
spiritual continuity between the originary thinking of the
world and the aesthetic pursuits of Modernity, in
association with the Heideggerian project of the
“destruction of metaphysics,” aimed at reconnecting
thought to its originary resources, prior to Socratic
philosophy — namely, to Parmenidean and Heraclitean
thought. The proposed intervention therefore advances a
reinterpretation of Brancusi as a mediator between myth
and abstraction, and of his work as a hermeneutic interval
in which sculpture becomes a nonverbal philosophical
language, insofar as matter functions as a hierophanic
support and artistic form becomes the vehicle of an implicit
metaphysics.

Virginia Barbu

Brancusi’s “Timidity”: An Elliptical Unique
Work

This study proposes an analysis of Constantin
Brancusi’s work Timidity (1917, limestone),
preserved in the Centre Pompidou Studio in Paris,
currently on display in Berlin, at the exhibition
marking the 150t anniversary of the artist’s birth.

This eccentric, elegant, delicate and monolithic
figure, at once modern and archaic, of a clarity
evoking the density and purity of alpine snow, brings
Ezra Pound’s reception of Brancusi’s work back to the
present day. The poet noted that the major trait of his
art is the revolt against “the rhetoric and the colossal”
or any “type of solidity”, revealing a constant concern
for “the research for the aerial”. The peculiarity of the
work is conferred by the pure, organic geometric
design, preserving naturalistic suggestions, and by
the title indicating a psychosomatic state or a trait
inherent to vital processes, which brings it closer to
other unique pieces that reveal the sculptor’s interest
for inner life: Pride, Torment, Prayer or Wisdom of
the Earth. The ambiguity of the three protuberances,
of the elliptical curves emerging from one another, as
well as the contrast between the linearism of the
surfaces and the volumetry of the profile, offering a
multitude of viewing angles, have generated
questionable interpretative hypotheses. Sidney Geist
detects in the outline of Timidity, perceived from a
privileged viewpoint, a fragment of a female torso,
which would suggest the graceful bending gesture of
an entire figure (Sidney Geist, Brancusi. A Study of
the Sculpture, 1968), and other scholars interpret the
accentuated geometrization of the work as
emblematic of a symbolic, decorative type of
sculpture, indebted to the Byzantine iconography,
revealing the cultural duality of Brancusi (Edith
Balas, The Sculpture of Brancusi in the Light of His
Romanian Heritage, 1973). Geist’'s analysis
concludes by labelling the work as an “example of
sculptural ellipsis”, but opening two directions of
reinterpretation that this study pursues: the formal
comparison with works created in the same period

sugereaza o continuitate spirituald intre gandirea
arhaica si cautdrile estetice ale Modernitatii, in
asociere cu demersul heideggerian de ,distructie a
metafizicii”, in scopul reconectarii ei la resursele
originare, anterioare gandirii socratice, adica la
filosofia parmenidiana si heracliteana. Interventia
proiectata propune, asadar, o reinterpretare a lui
Brancusi ca mediator intre mit si abstractie, iar a
operei sale, ca interval hermeneutic in care sculptura
devine limbaj filosofic nonverbal, pentru ca materia
functioneaza ca suport hierofanic, iar forma artistica
devine vehicul al unei metafizici implicite.

Barbu Brezianu and Sidney Geist, 1983. In the
foreground, Brancusi's work Timidity, G. Oprescu
Institute of Art History, "Barbu Brezianu Archive"

sTimiditatea” lui Brancusi: o opera eliptica
unica

Acest studiu propune o analizd a lucrarii lui
Constantin Brancusi intitulatd Timiditate (1917,
calcar), pastrata in atelierul de la Centrul Pompidou
din Paris, aflata momentan la Berlin, in cadrul
expozitiei care marcheaza aniversarea a 150 de ani de
la nasterea artistului.

Aceasta figurd excentrica, eleganta, delicata si
monolitica, totodata moderna si arhaici, de o
claritate ce evoca densitatea si puritatea zapezii
alpine, readuce in actualitate receptarea operei lui
Brancusi de catre Ezra Pound. Poetul observa ca
trasatura majora a artei sale este revolta impotriva
yretoricii si a colosalului” sau a oricarui ,tip de
soliditate”, dezvaluind o preocupare constanta de a
ycerceta aerianul”. Particularitatea lucrarii este



and the reading that places Timidity within the
syntax composed together with its pedestals, on
which it was displayed, following the indications of
Brancusi’s photographs. This paper also proposes
further hypotheses, based on the carving process and
the intimate way Brancusi engages with the material,
in an attempt to reopen a “case file” that could be best
illustrated by one of his aphorisms: “The work of art
must be created as a perfect crime — without stain and
without trace of the author”.

Dalina Badescu

The Poetic Reception of the “The Way of the
Heroes”  Monumental Ensemble in
Margareta Sterian’s Poetry

The monumental ensemble created by Constantin
Brancusi in Targu Jiu stands as one of the rare
achievements of Romanian modernity that can be
coherently approached as a total work of art, in
which sculpture, urban space, ritual symbolism, and
memorial function are integrated into a unified
structure. While art historical scholarship has
extensively examined the ensemble’s genesis,
meaning, and ideological context, considerably less
attention has been paid to the ways in which this
symbolic construction has reverberated across other
artistic languages, particularly poetry. The present
study investigates the poetic reception of The Way of
the Heroes ensemble, deliberately focusing on this unified
work rather than on Brancusi’s oeuvre as a whole, in order
to explore how the triad Table of Silence — Gate of the Kiss
— Endless Column generates distinct typologies of lyrical

conferiti de designul pur, organic geometric,
pastrand sugestii naturaliste, si de titlul ce indica o
stare psihosomaticdA sau o trasaturd inerenta
proceselor vitale, care o apropie de alte piese unicat
ce releva interesul sculptorului pentru viata
interioara: Orgoliul, Supliciu, Rugdciune sau
Cumintenia pamantului. Ambiguitatea celor trei
protuberante, a curbelor eliptice ce emerg una din
cealaltd, precum si contrastul dintre liniarismul
suprafetelor si volumetria profilului, oferind o
multitudine de unghiuri de vedere, a generat ipoteze
de interpretare discutabile. Sidney Geist detecteaza
in conturul general al Timiditatii, perceputa dintr-un
unghi preferential de vedere, un fragment de tors
feminin, ce ar relua gestul gratios de aplecare al unei
figuri intregi (Sidney Geist, Brancusi. A Study of the
Sculpture, 1968), iar alti exegeti interpreteaza
geometrizarea accentuatd a lucrarii ca fiind
emblematica pentru o sculptura simbolica, de tip
decorativ, 1indatoratd iconografiei bizantine,
dezvaluind dualitatea culturala a lui Brancusi (Edith
Balas, The Sculpture of Brancusi in the Light of His
Rumanian Heritage, 1973). Analiza lui Geist se
incheie etichetand lucrarea drept un ,exemplu de
elipsa sculpturala”, deschizand insa doua directii de
reinterpretare care constituie obiectul acestui studiu:
comparatia formala cu opere create in aceeasi
perioada si lectura care situeaza Timiditatea in
cadrul sintaxei alcatuite impreund cu soclurile pe
care a fost expusd, urmand indicatiile fotografiilor lui
Brancusi. Studiul propune si alte ipoteze, bazate pe
procesul de cioplire si modul intim in care Brancusi
se raporta la material, in incercarea de a redeschide
un ,dosar de caz” ce ar putea fi cel mai bine ilustrat
printr-unul din aforismele sale: ,Opera de arta
trebuie sa fie creata ca si o crimé perfecta - fara pata
si fard urma de autor”.

Receptarea poetica a ansamblului
monumental ,,Calea Eroilor” in lirica
Margaretei Sterian

Ansamblul monumental realizat de Constantin
Brancusi la Targu Jiu reprezintd una dintre putinele
opere ale modernitatii romanesti care pot fi abordate
coerent ca opera totald, in care sculptura, spatiul
urban, simbolismul ritualic si functia memoriala sunt
integrate intr-o structura unitara. Desi istoria artei a
analizat extensiv geneza, semnificatia si contextul
ideologic al ansamblului, mai putina atentie a fost
acordatdi modului in care aceastd constructie
simbolica a reverberat in alte limbaje artistice, in
special in poezie. Studiul isi propune sa investigheze
receptarea poetici a Caii Eroilor, limitdndu-se
deliberat la aceastda operad unitara si nu la intreaga
creatie brancusiand, tocmai pentru a urmari modul in
care triada Masa tacerii — Poarta sarutului —
Coloana fara sfarsit genereaza tipologii distincte de
raspuns liric. Demersul se situeaza la intersectia



response. Positioned at the intersection of art history and
philology, the study treats poetry as a qualified document
of cultural reception. Drawing on existing
scholarship, poetic responses to the Targu Jiu
ensemble can be organized into several typologies:
encomiastic and ideologically inflected poetry,
descriptive-symbolic poetry, devotional poetry, and
poetry that conceives the ensemble as a unified
initiatory parcours. Within this heterogeneous field,
the present research seeks to identify and analyze a
narrow corpus of texts that engage in an authentic
dialogue with the work, approaching the ensemble as
an interiorized spiritual reality rather than as an
external symbolic pretext. The central case study is
the poetry of Margareta Sterian, both a visual artist
and a poet, whose three poems dedicated to the
ensemble form a lyrical triptych constructed in direct
correspondence with the structure of Brancusi’s
sculptural composition. The analysis demonstrates
that Sterian establishes a dialogue with the Brancusi
ensemble on equal terms, avoiding both descriptive
literalism and didactic interpretation. Her poems articulate
an act of lyrical interiorization of an artwork through a
purified mythico-poetic language, marked by formal
discipline and ontological density. In comparison with
Lucian Blaga’s metaphysical engagement with Brancusi
and with the encomiastic or ideologically driven poetry of
the postwar period, Sterian’s case remains singular due to
the structural affinity between poetic consciousness and
sculptural form.

This research aligns with broader international trends in
intermedial and expanded ekphrastic studies, proposing a
model of interpretation applicable to the poetic reception of
modern monumental works and demonstrating poetry’s
capacity to preserve and reactivate artistic meaning.

Elena Ciocoiu

Echoes of Constantin Brancusi’s Imaginary
in Isamu Noguchi’s Imaginary

This study aims to analyse the relationship between
Constantin Brancusi’s imaginary and Isamu
Noguchi’s imaginary, by observing several works of
the two artists and by examining several essays and
interviews in which Isamu Noguchi presents his
poetics. After explaining the title, by defining the
notion of “imaginary” and by justifying why I have
chosen the term “echoes” in order to investigate the
relationship between Constantin Brancusi’s imagi-
nary and Isamu Noguchi’s imaginary, I will refer to
the relationship between Brancusi as a master and
Noguchi as his disciple, by continuing Barbu
Brezianu’s study Arhiva C. Brdancusi. Noguchi,
ucenic al lui Brancusi (Deva, Editura Destin, 2001)
and Ioana Vlasiu’s study “Noguchi/Brancusi. Date
noi din corespondenta dintre Isamu Noguchi si
Barbu Brezianu” (Studii si Cercetari de Istoria Artei:
SCIA, 2, 2012, p. 151-156). I will focus on the process
of “distillation”, which Isamu Noguchi mentions in
several essays and interviews, in order to

dintre istoria artei si filologie, asumand poezia ca
document de receptare culturala calificata. Pe baza
cercetdrilor existente, poezia despre ansamblul de la
Targu Jiu poate fi organizata in mai multe tipologii:
poezie encomiastica si ideologizata, poezie
descriptiv-simbolicd, poezie devotionala si poezie
care trateazi ansamblul ca parcurs initiatic unitar. In
cadrul acestui camp eterogen, prezentul studiu
incearci sa identifice si sa analizeze un nucleu
restrans de texte prin care se propune un dialog
autentic cu opera, tratind ansamblul ca realitate
spirituald interiorizata si evitand lectura lui ca pretext
simbolic exterior. Cazul central analizat este poezia
Margaretei Sterian, artist vizual si poet deopotriva,
ale carei trei poeme dedicate ansamblului constituie
un triptic liric construit in corespondenta directi cu
structura operei sculpturale. Analiza aratd ca
autoarea reuseste un dialog de pe pozitii egale cu
opera brancusiana, fara a cadea in descriptivism sau
interpretare didactica. Asistdm la un exercitiu liric de
interiorizare a unei opere plastice printr-un limbaj
mitico-poetic epurat, caracterizat prin disciplina
formali si densitate ontologici. In comparatie cu
abordarea metafizica a lui Lucian Blaga si cu poezia
omagiald sau ideologizatd a epocii postbelice, cazul
Margaretei Sterian ramane singular prin afinitatea
structurala dintre constiinta poetica si forma
sculpturala.

Cercetarea de fatd se inscrie intr-o tendinta
internationald de analiza intermediala si ekphrastici
extinsd, propunidnd un model de lectura aplicabil
receptarii poetice a operelor monumentale moderne
si demonstrand relevanta poeziei ca instrument de
conservare si de reactivare a sensului artistic.

Ecouri ale imaginarului lui Constantin
Brancusi in imaginarul lui Isamu Noguchi

Acest studiu propune o analizd a relatiei dintre
imaginarul lui Constantin Brancusi si imaginarul lui
Isamu Noguchi, bazandu-se pe observarea mai
multor sculpturi ale celor doi artisti si pe examinarea
unor eseuri si interviuri in care Isamu Noguchi
prezinta poetica sculpturii sale. Dupa ce voi explica
titlul, definind notiunea de ,imaginar® si
argumentand de ce am ales termenul ,,ecouri” pentru
a pune in evidenta raportul dintre imaginarul lui
Constantin Brancusi si imaginarul lui Isamu
Noguchi, voi inscrie analiza in cadrul relatiei dintre
Brancusi ca maestru si Noguchi ca discipol,
continuand demersul lui Barbu Brezianu din Arhiva
C. Brancusi. Noguchi, ucenic al lui Brancusi (Deva,
Editura Destin, 2001) si al Ioanei Vlasiu din
»,Noguchi/Brancusi. Date noi din corespondenta
dintre Isamu Noguchi si Barbu Brezianu” (Studii si
Cercetari de Istoria Artei: SCIA, 2, 2012, p. 151-156).
Apoi voi face referire la procesul de ,distilare”, pe
care Isamu Noguchi il mentioneaza in mai multe



demonstrate that this process also characterises the
formation of Isamu Noguchi’s imaginary, which is the
result of the disciple’s receptivity to his master’s
imaginary and of Noguchi’s American and Japanese
origin. Isamu Noguchi’s “oriental genes” (as R.
Buckminster Fuller calls them in his preface to A
Sculptor’s World, Harper, 1968, p. 7) and his contact
with Japanese culture have influenced Isamu
Noguchi’s attitude towards his master’s imaginary
and towards tradition. I will analyse the imaginary of
the two artists by taking into account three variables:
the means of expression (the material used by the two
sculptors), space (the context in which their works
are exhibited — in the studio, in museums, outdoors),
light (an element that both artists considered
essential when they were elaborating their works and
when they exhibited them), time. I will try to
demonstrate that Isamu Noguchi’s imaginary
continues Constantin Brancusi’s imaginary.

Ruxandra Dreptu

Maternity, Patinated Plaster, 1936. An
Original Work by Ion Vlasiu

During his time in Timisoara, Ion Vlasiu, aged 28,
created a work dated 1936 depicting a maternity
figure — full-length — modeled in plaster from fluid
forms in which the mother and the child held tightly
in her arms intertwine and twist in a strange
contrapposto within a single block, reminiscent of
Catholic Madonnas. From his very first creative
phase, his concern for conveying the deliberately
emotional essence of the theme is evident, achieved
through the elimination of physiognomic features
and insignificant anatomical details. This ambiguity
resulting from the merging of axes imposed upon the
viewer makes the work unique and proves his
closeness to the avant-garde (the Contimporanul
exhibitions of 1935 and 1936) and his departure from
the rhetoric of classical monumental sculpture.
Later, Vlasiu would revisit the theme in different
materials and styles with firmly delineated forms that
ultimately established his reputation.

The work will be shown a year later in his solo
exhibition at the Mozart Hall in Bucharest, where it
was bought by Lazar Iliescu, a prominent figure of the
time—{financier, writer, translator from German and
French literature, art enthusiast, and owner of a small
collection of Romanian and international art.

It remained unknown to the public until 2019, when
it was exhibited in the show Tonitza. Images of
Childhood at the Art Museum in Targu Mures.

eseuri si interviuri in care prezinta felul in care isi
elaboreaza sculptura si voi incerca sa demonstrez ca
acest proces defineste si constituirea imaginarului lui
Isamu Noguchi, care este rezultatul unei evolutii
determinate de receptivitatea discipolului fata de
imaginarul maestrului sdu si de dubla descendenta a
Iui Noguchi, americana si japoneza. ,Genele orientale”
(dupa expresia lui R. Buckminster Fuller, in prefata la A
Sculptor’s World, Harper, 1968, p. 7) ale lui Isamu Noguchi
si contactul sau cu cultura japoneza si-au pus amprenta
asupra modului in care Noguchi s-a raportat la
imaginarul maestrului sau si la traditie. Voi analiza
imaginarul celor doi artisti in functie de trei variabile:
mijlocul de expresie al imaginarului (materialele folosite de
cei doi sculptori), spatiul (contextul in care sunt expuse
operele lor — in atelier, in muzeu, in aer liber), lumina, un
element esential de care ambii artisti tineau cont atat pe
parcursul elaborarii sculpturilor, cat si atunci cand isi
expuneau sculpturile, timpul (perioada in care este receptat
imaginarul celor doi artisti). Voi incerca si demonstrez
astfel ca imaginarul lui Isamu Noguchi se situeaza in
continuitatea imaginarului lui Constantin Brancusi.

Maternitate, ghips patinat, 1936. O lucrare
inedita de Ion Vlasiu

In perioada in care se afla la Timisoara, Ion Vlasiu, in
varsta de 28 de ani, realiza o lucrare datatd 1936 care
infatiseaza o maternitate — figura intreaga -
modelatd in ghips din forme fluide unde mama si
copilul strans in brate se inlantuie, se rasucesc intr-o
stranie contrapostd in monobloc, amintind de
madonele catolice. Este evidentd preocuparea
acestuia, din prima fazd de creatie, pentru redarea
esentei voit emotionale a temei prin eliminarea
trasaturilor fizionomice si a detaliilor anatomice
nesemnificative. Aceasta neclaritate rezultata din
contopirea axelor pe care o impune privitorului o face
unicd si este dovada apropierii de avangarda
(expozitiile Contimporanului din 1935 si 1936) si
depdsirea retoricii statuarei clasice monumentale.
Ulterior, tema va fi reluata in nenumarate variante
dar in materiale si stiluri diferite, cu forme ferm
decupate, care l-au consacrat.

Lucrarea va figura un an mai tarziu in expozitia
personala de la Sala Mozart din Bucuresti de unde va
fi cumparata de Lazar Iliescu, figura proeminenta a
epocii — finantist, scriitor, traducétor din literatura
germana si franceza, amator de arta, detinatorul unei
mici colectii de arta romaneasca si universala.

A ramas necunoscuta publicului pana in 2019, cand a
fost expusd in expozitia Tonitza. Imagini ale
copilariei de la Muzeul de Arta din Targu Mures.



Eduard Enache

The Construction of a Self-Referential Myth:
An Analysis of Brancusi’s Jowrney from
Bucharest to Paris (1904)

This paper proposes a critical examination of
Constantin Brancusi’s famous 1904 journey from
Bucharest to Paris, investigating the mechanisms
through which a factual biographical event is
transposed into the identity myth’s realm. Moving
beyond a simple chronology of his travels, the study
analyzes how the artist narratively structured his
experience, transforming it into a mythological core
that substantiates the image of the solitary genius in
a continuous quest for essence.

The main hypothesis focuses on the process of biographical
stylization, through which Brancusi operates a rigorous
selection of episodes, omissions, and dramatic emphases.
This "spiritual geography" is placed in relation to the
fundamental research of Doina Lemny and Sorana
Georgescu-Gorjan, as well as the testimonies documented
by V.G. Paleolog, Carola Giedion-Welcker, and the artist’s
own heirs, Natalia Dumitrescu and Alexandru Istrati. The
corroboration of these sources allows for the identification
of a communication strategy in which historical reality
merges with elements of an initiatory folktale.

The starting point of the study is Brancusi’s portrait
in his "globetrotter attire," as described by V.G.
Paleolog — a portrait photographically captured at his
departure as a symbolic gesture of embracing a new
destiny. The analysis follows the Furopean stations of the
route — Budapest, Vienna, Munich, Gmunden, Basel,
Langres — viewed as initiatory thresholds or spaces for the
consolidation of the aesthetic gaze. Particular attention is
given to the impact of his visits to the Munich Glyptothek
and the Museum of Ethnography in Vienna, moments
where contact with Egyptian, archaic, and folk art
functioned as a breaking point with the academic mimesis.
A significant segment is dedicated to the mechanism
of information control. Brancusi’s strategic omissions
or confusions — regarding segments of the journey traveled
by train or intentional geographical ambiguities (Langres
versus Lunéville) — are interpreted not as mere memory
errors, but as tools to protect the coherence of the myth of
the journey on foot.

The study highlights that the "road to Paris"
constitutes the foundation upon which Brancusi
builds his identity as a modern artist with archaic
roots. The result is a narrative of successive stages
that, while preserving recognizable facts, remains
open to symbolic interpretation, functioning as an
authentic document of cultural and spiritual identity.

Constructia mitului auto-referential.
Analiza parcursului brancusian Bucuresti-
Paris (1904)

Comunicarea propune o examinare criticd a celebrei
calatorii intreprinse de Constantin Brancusi in anul
1904 de la Bucuresti la Paris, investigand
mecanismele prin care un eveniment biografic factual
este transpus in registrul legendei identitare.
Depasind simpla cronologie a deplasarii, studiul
analizeaza modul in care artistul si-a structurat
narativ experienta, transformand-o intr-un nucleu
mitologic ce fundamenteaza imaginea geniului
solitar, aflat intr-o continud cautare a esentei.

Ipoteza centrald vizeaza procesul de stilizare biografica, prin
care Brancusi opereaza o selectie riguroasa a episoadelor,
omisiunilor si accentelor dramatice. Aceasta ,geografie
spirituala” este pusi in relatie cu cercetarile fundamentale
ale Doinei Lemny si Soranei Georgescu-Gorjan, precum si
cu marturile documentate de V.G. Paleolog, Carola
Giedion-Welcker si de mostenitorii artistului, Natalia
Dumitrescu si Alexandru Istrati. Coroborarea acestor surse
permite identificarea unei strategii de comunicare prin care
realitatea istorica fuzioneaza cu elemente de basm initiatic.
Punctul de pornire al studiului este portretul lui
Brancusi in tinuta de globetrotter, asa cum il descrie
V.G. Paleolog, un portret imortalizat fotografic la
plecare ca gest simbolic de asumare a unui nou
destin. Analiza urmareste statiile europene ale
traseului — Budapesta, Viena, Miinchen, Gmunden,
Basel, Langres — privite ca praguri initiatice sau
precum spatii de consolidare a privirii estetice. Se
acorda o atentie deosebita impactului vizitelor la
Glyptoteca din Miinchen si la Muzeul de Etnografie
din Viena, momente In care contactul cu arta
egipteana, arhaica si populara a functionat ca factor
de ruptura fata de mimetismul academic.

Un segment important este dedicat mecanismului de
control al informatiei. Omisiunile sau confuziile strategice
ale lui Brancusi — referitoare la segmentele de drum
parcurse cu trenul sau confuziile geografice voite (Langres
versus Lunéville) — nu sunt interpretate ca simple erori de
memorie, ci ca instrumente de protejare a coerentei mitului
calatoriei pedestre.

Studiul reliefeaza faptul cid ,drumul spre Paris”
constituie fundamentul pe care Brancusi isi cladeste
identitatea de artist modern cu radacini arhaice. Rezultatul
este un narativ in trepte succesive care, desi pastreaza
faptele recognoscibile, ramane deschis interpretarii
simbolice, functiondnd ca un autentic document de
identitate culturala si spirituala.



Julia Frieberger

Moving Sculpture: Constantin Brancusi’s
Prometheus at Kettle’s Yard

This paper examines Prometheus (c. 1912), a cement
cast by Constantin Brancusi housed at Kettle’s Yard,
Cambridge, as an artwork infused with meaning not
only through its provenance, material, and title, but
most importantly through its location in a lived-in
collection.

The particular history of Kettle’s Yard forms the centre of
the argument presented in this article, as the house, which
today operates as a museum, was in fact a lived-in collection
space until 1973, when its founders left Cambridge and the
property passed into the care of the university. Before its
institutionalisation, it functioned not as a conventional
gallery but as a domestic environment shaped by the
rhythms, constraints, and intimacies of everyday life. Gifted
by Brancusi to Vera Moore, a pianist, and later acquired by
Jim Ede, this specific version of Prometheus is positioned
on a grand piano in the Sitting Room of Kettle’s Yard, a
placement that relates to the objects provenance while
raising questions about sound, movement, and the lived
experience of the sculpture. If the piano were to be
played for example by Ede’s wife Helen, the sculpture
would necessarily have to be moved, suggesting the
possibility of secondary or temporary positions that
remain difficult to reconstruct. This secondary
location also introduces an alternative viewing of the
work, which relates to Brancusi’s interest in sculpture
as an object to be encountered from multiple
viewpoints. The considerable weight of the cement
cast complicates this mobility. Although the house
was only briefly inhabited after the sculpture’s
arrival, the movement of the sculpture remains likely,
particularly as concerts still occurred in the house.
Currently, the grand piano is no longer played,
whereby Prometheus remains fixed in its position,
transforming a moment of lived practice into a lasting
curatorial statement.

The meaning of the work is further enriched by its
inscription into various series of works: through its
title, the trunkless, egg-shaped head, marked by only
minimal facial features, relates to a graeco-roman
myth. Unlike most other representations of the myth,
the subtle facial expressions provide little
information about the interpretation of the myth,
which mirrors Brancusi’s shifting accounts of the
moment of the myth depicted in this work.
Furthermore, Prometheus relates to Brancusi’s series
of reclining heads, from The Sleeping Muse (1910) to
The Beginning of the World (1920). Positioned
between figuration and abstraction, the sculpture
marks a transitional moment in progressive
abstraction. Finally, the work enters into dialogue
with British direct carving represented elsewhere in
the collection, as the original version of Prometheus
is made with this technique. Its position within the
collection therefore also adds meaning in its relation
to the other works on display nearby.

O sculptura in miscare: Prometeu de
Constantin Brancusti la Kettle’s Yard

Aceasta prezentare examineaza lucrarea Prometeu
(c. 1912), o sculptura in ciment realizata de
Constantin Bréancusi, gazduitd la Kettle’s Yard,
Cambridge, ca o opera de arta plind de semnificatie
nu doar prin provenienta, materialul si titlul sau, ci,
cel mai important, prin amplasarea sa intr-o colectie
locuita.

Istoria particulara a Kettle’s Yard formeazd centrul
argumentului prezentat in acest articol, deoarece casa, care
astazi functioneaza ca muzeu, a fost de fapt un spatiu de
colectie locuit pana in 1973, cand fondatorii sii au parasit
Cambridge, iar proprietatea a trecut in grija universitatii.
Inainte de institutionalizare, aceasta nu a functionat ca o
galerie conventionala, ci ca un mediu domestic modelat de
ritmurile, constrangerile si intimititile vietii de zi cu zi.
Daruita de Brancusi pianistei Vera Moore si achizitionata
ulterior de Jim Ede, aceasta versiune specifica a operei
Prometeu este pozitionata pe un pian cu coada in sufrageria
din Kettle’s Yard, o amplasare care se leaga de provenienta
obiectelor, ridicand in acelasi timp intrebari despre sunet,
miscare si experienta traitd a sculpturii. Daca la pian ar fi
cantat, de exemplu, sotia lui Ede, Helen, sculptura ar trebui
in mod necesar mutata, sugerand posibilitatea unor pozitii
secundare sau temporare care raman dificil de reconstituit.
Aceastd amplasare secundara introduce, de asemenea, o
viziune alternativa asupra lucrérii, care se leaga de interesul
lui Brancusi pentru sculptura ca obiect care trebuie
cunoscut din perspective multiple. Greutatea considerabila
a modelului de ciment complicd aceastd mobilitate. Desi
casa a fost locuitd doar pentru scurt timp dupa sosirea
sculpturii, mutarea ei raimane probabila, mai ales ca in casa
inci se tineau concerte. In prezent, la pianul cu coada
nu se mai canta, Prometeu ramanand fix in pozitia sa,
transformand un moment de practica triita intr-o
declaratie curatoriala durabila. Semnificatia lucrarii
este Imbogatitda si mai mult prin inscrierea sa in
diverse serii de lucrari: prin titlul sau, capul in forma
de ou, fara trunchi, marcat doar de trasaturi faciale
minime, se refera la un mit greco-roman. Spre
deosebire de majoritatea celorlalte reprezentari ale
mitului, expresiile faciale subtile ofera putine
informatii despre interpretarea mitului, care reflecta
relatarile schimbatoare ale lui Brancusi despre
momentul mitului descris in aceasta lucrare. Mai
mult, Prometeu se refera la seria de capete culcate ale
lui Brancusi, de la Muza adormita (1910) pana la
Inceputul lumii (1920). Pozitionati intre figuratie si
abstractie, sculptura marcheazda un moment de
tranzitie in abstractia progresivi. In cele din urma,
lucrarea intra in dialog cu sculptura directa britanica
reprezentata in alte parti ale colectiei, deoarece
versiunea originala a lui Prometeu este realizata cu
aceastd tehnica. Prin urmare, pozitia sa in cadrul
colectiei adaugid sens si in relatia sa cu celelalte
lucrari expuse in apropiere.



Mihaela Ion

The Paradigms of Constantin Brancusi’s
Work in Contemporary Art

This article focuses on Romanian artists who
transpose the paradigms from the artworks of
Constantin Brancusi into the realm of contemporary
art, thereby creating new variations on well-
established works and new works of art. These new
works of art take inspiration from the works of
Constantin Brancusi, and at the same time they show
new approaches to creating both new works of art and
new paradigms within art criticism.

The article also highlights how the value judgments
applied to contemporary works are subject to new
theories of art. Contemporary reinterpretations of the
works of Brancusi are some of the examples cited in
this article, ranging from Alexandra Croitoru’s
project, “The Sons and Daughters of Brancusi: A
Family Intrigue,” to the works created by Tammy
Lovin, “BRANCUZI TRIBUTE NFT.” While it is clear,
in the art market, that NFTs have not been able to
become well-established works or reach any stable
market value, the other works presented in this
article are examined both in terms of their aesthetic
value and of their estimated starting price. The article
also analyzes how certain works of art,
reinterpretations, and adaptations become artworks
in their own right and are accepted by the art market,
while others are designated as mere reproductions
without any artistic value in themselves. The
mechanisms at play within the national and
international art markets are also discussed in this
article.

The methodologies employed in this article are
narrative, descriptive, and comparative. Moreover, in
order to provide a comprehensive overview of the
new works inspired by Brancusi, this article also
presents the curatorial projects that are currently
underway or are being created specifically for the
year 2026.

Paradigmele operei lui Constantin Brancusi
in arta contemporana

Accentul acestui articol va fi asupra artistilor romani
care aduc paradigmele lui Constantin Brancusi in
cadrul operelor de arta contemporana, creand astfel
noi variante ale unor lucrari consacrate si noi opere
de arta. Aceste noi opere de arta sunt inspirate din
lucrarile lui Brancusi, dar in acelasi timp creeaza noi
formule de creare a unor lucrdri de artd, de sine
statatoare si noi paradigme implicate in cadrul criticii
de arta. Articolul pune accentul si pe modul in care
judecatile de valoare aplicate asupra operelor
contemporane sunt supuse unor noi teorii ale artei.
Printre exemplele acestui articol vor fi detalii
contemporane de reinterpretare ale operelor lui
Brancusi de la proiectul Alexandrei Croitoru, ,,Fiii si
fiicele lui Brancusi. O intrigd de familie”, pana la
lucrarile create de Tammy Lovin ,BRANCUZI
TRIBUTE NFT”. Daca piata de arta a demonstrat ca
NFT-urile nu au putut si devini opere consacrate sau
cu o valoare de piatd constanta, celelalte lucrari
prezentate in articol vor fi interpretate si din punct de
vedere al valorii lor estetice, dar si al cotei de vanzare.
Va fi analizat si modul prin care anumite lucrari,
reluari si interpretari, devin opere de arta in sine si
sunt acceptate de piata de art3, iar altele sunt definite
drept copii fara valoare artistici. In cadrul articolului
sunt mentionate si mecanismele pietei de arta
nationale si internationale.

Metodologiile folosite in cadrul acestei lucrari sunt:
narativd, descriptiva si comparativa. Pentru a avea o
viziune ampla si asupra noilor opere inspirate din
lucrarile lui Brancusi, voi reda si proiectele
curatoriale care sunt acum in plina desfiasurare sau
sunt create in mod specific pentru anul 2026.



Adrian-Silvan Ionescu

Karl and Carol Storck, Father and Son,
Sculptors. The American Correspondence

In 1876, Carol Storck was at the Academy of Fine Arts
in Florence, where he specialized in Augusto Rivalta’s
sculpture studio. In the beautiful Italian city, he had
met an elderly lady, Mary Gilpin, who grew fond of
the 22-year-old motherless young man, and took him
under her protection, describing to him the brilliant
prospects that would have opened up to him in
America. Mrs. Gilpin convinced his father, Karl
Storck, the rigorous and laborious sculptor and
professor at the School of Fine Arts in Bucharest, of
the beneficial consequences of a trip to the United
States that would have the immediate effect of
avoiding being drafted into the army for which his
son was eligible, especially in view of the outbreak of
a war on the Lower Danube, between the Russian and
Ottoman empires, which appeared imminent that
autumn. However, once they arrived in Philadelphia,
their relationship deteriorated dramatically and the
young man had to look for other protectors and earn
his living with difficulty.

\

Carol Storck, The portrait of his father, Karl
Storck, 1889, Evangelical Cemetery Bucharest

The Manuscripts Department of the Library of the
Romanian Academy, in the Storck Archive, preserves
a series of letters, written in German, in Gothic
characters, exchanged between father and son,
between 1876 and 1880. These are revealing for the
warm relationship between them, for the father's
desire to see his son achieve success and his
impatience to receive as detailed information as
possible about the New World. The son, very
conscientious, provided, even if sometimes at long
intervals, plenty of interesting information about the
American environment, about his work, about the
people he met and who were helpful to him. The

Carol Storck, foto G. Waber, Library
of the Romanian Academy

Karl si Carol Storck, tatal si fiul, sculptori.
File de corespondenta americana

In 1876, Carol Storck se afla la Academia de Arte din
Florenta, unde se specializa in atelierul de sculptura al lui
Augusto Rivalta. Cunoscuse in frumosul oras italian o
doamna varstnica, Mary Gilpin, care il indragise pe tanarul
de 22 de ani, orfan de mama, si l-a luat sub protectia sa
descriindu-i perspectivele stralucite ce i s-ar fi deschis in
America. Doamna Gilpin i-a convins tatil, Karl Storck,
rigurosul si laboriosul sculptor si profesor la Scoala de Belle
Arte din Bucuresti, de urmarile benefice ale unei calatorii in
Statele Unite ce ar fi avut drept efect imediat evitarea
incorporarii in armata pentru care fiul siu era eligibil, mai
ales in perspectiva izbucnirii unui razboi la Dunéarea de Jos,
intre imperiul rusesc si acela otoman, ce se prezenta ca
iminent in acea toamna. Dar, odata ajunsi la Philadelphia,
relatia dintre cei doi s-a deteriorat dramatic si tanarul a
trebuit sa 1si caute alti protectori si sa 1si castige, cu greutate
existenta.

La Cabinetul de Manuscrise al Bibliotecii Academiei
Romane, in Arhiva Storck, se pastreaza o suita de scrisori,
redactate in germana, cu caractere gotice, schimbate intre
tatd si fiu, in intervalul 1876—1880. Acestea sunt revelatoare
pentru relatia calda dintre ei, pentru dorinta tatalui de a-si
vedea fiul realizat si nerabdarea de a primi vesti cat mai
detaliate despre Lumea Noua. Fiul, foarte constiincios,
furniza, chiar daca la intervaluri lungi uneori, multe
informatii interesante despre mediul american, despre
activitatea sa, despre oamenii pe care i-a cunoscut si care i-
au fost de ajutor. Tatal grijuliu, observa ca perspectivele nu
erau prea favorabile pentru afirmarea fiului si, in aproape
toate misivele, il Indemna sa se intoarcid macar in Europa
dacé nu chiar la Bucuresti, unde era mai usor de acceptat pe
piata de arta. Pand la urma, reuseste sa il convinga sa revina
in patrie si sd colaboreze la monumentele importante
pentru care primise comanda.



caring father noticed that the prospects were not very
favorable for his son's advancement and, in almost all
his letters, urged him to return at least to Europe if
not to Bucharest, where he would be more easily
accepted on the art market. In the end, he managed
to convince him to return to his homeland and
collaborate on the important monuments for which
he had received commissions.

By going through the correspondence between the
two, we were able to uncover a wealth of information
regarding the cultural, artistic, social, political, and
economic life of America from the beginning of the
Gilded Age as well as the atmosphere marked by
crisis and the lack of artistic commissions in
Bucharest in the period preceding and following the
War of Independence.

Parcurgand corespondenta dintre cei doi, am putut
deschide portile ferecate ale unui tezaur de informatii
privind viata cultural-artistica, sociald, politica si economica
a Americii de la inceputul Epocii Aurite (The Gilded Age),
precum si atmosfera marcata de criza si lipsa de comenzi
artistice din Bucurestii perioadei premergitoare si
ulterioare Razboiului de Independenta.

Pennsylvania Academy of the Fine Arts, foto
Adrian-Silvan Ionescu

Doina Lemny

A Gift for “Brancusi Year” — a Unique
Collection of Original Photographs

During my research on Brancusi, I have focused my
attention for more than twenty years—since I was
working on the conception and production of the
booklets in the Les Carnets de latelier series—on a
very important aspect of Brancusi’'s work:
photography. For these Carnets, we presented,
following the texts written by leading specialists on
the subject: La Colonne sans fin, Le Baiser, Princesse
X, LOiseau dans lespace, Leda, Le Portrait—a
catalogue raisonné of photographs on the proposed
theme, photographs preserved in the Brancusi Fund
at the Centre Pompidou. Then, in 2025, I was able to
bring together all this research on photography in the
catalogue-album of the exhibition Sculpting with
Light, which I curated in Krakow from September to
December 2025.

In Romania, there are very few collectors who own
original Brancusi photographs: they are appearing
more and more frequently at auctions. For over
fifteen years, I have been trying to view a collection
held at the University of Arts and Design Library in
Cluj-Napoca, about which no details were known. My
numerous requests went unanswered until this year,

Un dar pentru ,,Anul Brancusi” — un fond
Jotografic inedit

In cadrul cercetirilor mele despre Brancusi, mi-am
indreptat atentia de mai bine de douédzeci de ani, de
cand lucram la conceperea si realizarea cartilor din
seria Les Carnets de latelier, asupra unui aspect
foarte important din creatia lui Brancusi: fotografia.
Pentru aceste Carnete, am prezentat, in continuarea
textelor semnate de importanti specialisti pe tema
respectiva: La Colonne sans fin, Le Baiser, Princesse
X, L’Oiseau dans lespace, Leda, Le Portrait, un
catalog raisonné al fotografiilor pe tema propusa,
fotografii pastrate in Fondul Brancusi de la Centre
Pompidou. Apoi, in 2025, am putut sa reunesc toate
aceste cercetari despre fotografie in catalogul-album
al exporzitiei Sculpting with Light, pe care am
curatoriat-o la Cracovia in septembrie-decembrie
2025.

In Romania, sunt foarte putini colectionari care detin
fotografii originale de Brancusi: ele apar din ce in ce
mai des in licitatii. De mai bine de cincisprezece ani,
am 1incercat sa vad un fond care se gaseste la
Biblioteca Universitatii de Arte si Design din Cluj-
Napoca si despre care nu se cunosteau amanunte.
Numeroasele mele cereri n-au avut niciun raspuns



in February—an important date for the artist! — when
the rector of the University of Arts and Design, Mr.
Florin Stefan, invited me to view this collection. I
opened the file with my heart pounding with emotion
and was overjoyed to discover that they were indeed
original photographs, donated to the University
Library as far back as 1965. I immediately consulted
David Grob, the foremost expert on Brancusi’s
photography and the most important collector with
whom I have been collaborating for many years: his
enthusiasm assured me that I had made a major
discovery—a collection of 41 original photographs
depicting works by Brancusi, never before reported
or documented.

Iintend to present this collection, the most important
in Romania, according to David Grob, who is
preparing a catalogue raisonné of Brancusi’s
photographs scheduled for publication in January
2028.

Catalina Macovei

Stylistic Developments in the Graphic Art of
Hovaghim Torosian

The sculptor Hovaghim Torosian, who became in
1964 Hovaghim Aprahamian, also known as Torosian
(August 11, 1904, Rusciuc — July 25, 1974, New York),
was of Armenian descent. He studied at the
Bucharest School of Fine Arts in the sculpture classes
of Dimitrie Paciurea, and later Ion Jalea and Oscar
Han.

The artist had a prolific career, creating portraits, religious
scenes, allegories, and historical and mythological scenes,
totaling approximately 68 sculptural works, created both in
Romania and abroad.

His sculptures are complemented by a few paintings, but
especially by a series of drawings that make us wonder why,
if they were exhibited at the “Drawing and Engraving
Salons,” they did not appear in the selection of images in the
period publications.

Drawing was a constant preoccupation for the sculptor
from 1932 until the end of his artistic career in New York.
We will trace the evolution of the visual language in
Torosian’s drawings, from Constructivism and
Expressionism—which brings him closer to Iosif Iser
and Stefan Dimitrescu—through various visual
forms, with an emphasis on symbols and allegories.
In his drawings, we observe both echoes of Greco-
Roman frescoes and, at other times, of Oriental
prints, yet they are always imbued with personal
touches.

pand anul acesta, in februarie — datd importanta
pentru artist! — cand rectorul Universitatii de Arte si
Design, domnul Florin Stefan, m-a invitat sa cercetez
acest fond. Am deschis dosarul cu inima tremurand
de emotii si am constatat cu mare bucurie ca sunt cu
adevarat fotografii originale, intrate in Biblioteca
Universitatii inca din 1965 printr-o donatie. M-am
consultat imediat cu cel mai mare specialist in
fotografia lui Brancusi si cel mai important
colectionar cu care colaborez de multi ani, David
Grob: entuziasmul lui m-a asigurat cd am facut o
mare descoperire: un fond de 41 fotografii originale
reprezentand opere de Brancusi, niciodata semnalate
sl inregistrate pand acum.

Imi propun sa prezint acest fond, cel mai important
din Romania, dupa cum apreciaza David Grob care
pregateste un catalog raisonné al fotografiilor lui
Brancusi care va aparea in ianuarie 2028.

Evolutii stilistice in grafica lui
Hovaghim Torosian

Sculptorul Hovaghim Torosian, devenit din 1964
Hovaghim Aprahamian zis Torosian (11 august 1904,
Rusciuc - 25 iulie 1974, New York) este de origine
armeand, fiind elevul Scolii de Arte Frumoase
Bucuresti la clasa de sculptura a lui Dimitrie
Paciurea, apoi la Ton Jalea si Oscar Han.

Artistul are o activitate prodigioasa, executand
portrete, scene religioase, alegorii, scene istorice si
mitologice, insumand circa 68 de lucrari de
sculptura, executate atat in tara, cat si in strainatate.
Sculpturile sale sunt completate cu cateva picturi, dar
mai ales cu o serie de desene despre care ne punem
intrebarea de ce, daca au fost expuse la ,Saloanele de
desen si gravura”, nu au aparut si in selectia de
imagini din cataloagele epocii.

Desenul este o preocupare constanta a sculptorului
inca din 1932 pana la sfarsitul activitatii sale artistice
la New York.

Vom urmari evolutia limbajului plastic in desenele lui
Torosian, de la constructivismul si expresionismul,
care il apropie de Iosif Iser si Stefan Dimitrescu,
trecand prin diferite forme plastice, cu accent pe
simboluri si alegorii.

In desenele lui observim atit reminiscente din
frescele helleno-romane, alteori din stampele
orientale, fiind intotdeauna amprentate cu accente
personale.



Ana Maria Maciuca-Pufu

Portraying Constantin Brancusi: Milita
Petrascu, Sculpture, Memory, and Artistic
Authority

This paper proposes an analysis of the portrait of
Constantin Brancusi created by the sculptor Milita
Petrascu, held in the collections of the Bucharest
Pinacotheque, from the perspective of the
relationship between sculpture, memory, and artistic
authority. Starting from the ambiguous status of the
work — a small-scale sculptural object situated at the
intersection of commemorative portraiture, homage,
and artistic self-positioning — the paper investigates
how such representations contribute to the
construction and transmission of the canonical
artists  remembering, while  simultaneously
articulating the author’s place within the field of
modern Romanian sculpture.

Trained in close proximity to Brancusi and
profoundly marked by his sculptural language, Milita
Petrascu occupies a paradoxical position in
Romanian art historiography: present in established
narratives, yet rarely examined in depth, particularly
in relation to issues of gender and artistic authority.
In this context, the portrait of Brancusi becomes a
privileged case study for understanding the symbolic
mechanisms through which an artist negotiates
affiliation with, and autonomy from, a dominant
tutelary figure.

The formal analysis of the work highlights an
interpretative approach that avoids monumental
idealization in favor of a condensed, synthetic
representation, emphasizing essentialized forms and
psychological suggestion. This choice may be read
both as an echo of Brancusi’s sculptural principles
and as a personal adaptation, specific to a practice
that negotiates its identity between influence and
critical distance.

At the same time, the paper advances a reading of the
portrait as a symbolic inversion of established
hierarchies: Brancusi, a central figure of sculptural
modernity, becomes the subject of interpretation by
a woman sculptor within a field traditionally
perceived as masculine. From this perspective, Milita
Petrascu’s work can be understood as a gesture of
visibility and artistic legitimation, and as an
argument for the reassessment of women sculptors’
contributions to the shaping of modern Romanian
sculpture.

Milita Petrascu, Portratit of Constantin Brancust, plaster,
Sculpture Collection of the Bucharest Pinacotheca, Bucharest
Municipal Museum

Portretul lui Constantin Brancusi realizat
de Milita Petrascu: sculptura, memorie si
autoritate artistica

Lucrarea isi propune sa analizeze portretul lui Constantin
Brancusi realizat de sculptorita Milita Petrascu, aflat in
colectiile Pinacotecii Bucuresti, din perspectiva relatiei dintre
sculpturd, memorie si autoritate artisticd. Pornind de la
statutul ambiguu al plachetei — obiect de mici dimensiuni,
situat la granita dintre portret comemorativ, exercitiu de
admiratie si afirmatie artistica — comunicarea investigheaza
modul in care acest tip de reprezentare participa la
constructia si transmiterea memoriei unui artist-canonic,
precum si la pozitionarea autoarei in cAmpul sculpturii
moderne romanesti.

Milita Petrascu, formatd in proximitatea directa a lui
Brancusi si profund marcata de limbajul sau plastic, ocupa
un loc paradoxal in istoria sculpturii roméanesti: prezenta in
naratiunile consacrate, dar rareori analizatd in profunzime,
mai ales in raport cu problematica genului si a autorititii
artistice. Portretul lui Brancusi devine, in acest context, un
studiu de caz privilegiat pentru intelegerea mecanismelor
simbolice prin care un artist isi afirma afilierea, dar si
autonomia, fatd de o figura tutelara.

Analiza formala a lucrarii evidentiaza o interpretare care evita
idealizarea solemna a portretului monumental, optand
pentru o abordare concentratd, sinteticd, ce privilegiaza
esentializarea formelor si sugestia psihologici. Aceasta
optiune poate fi cititd atdt ca un ecou al principiilor
brancusiene, cét si ca o adaptare personald, specifica unei
practici sculpturale care isi negociazd identitatea intre
influenta si distantare critica.

In acelasi timp, comunicarea propune o lecturi a portretului
ca act de inversare simbolica a ierarhiilor: Brancusi, figura
centrala a modernitatii sculpturale, devine subiectul privirii si
al interpretarii unei sculptorite, intr-un domeniu perceput
traditional ca ,,masculin”. Din aceasta perspectiva, lucrarea
Militei Petrascu poate fi interpretati ca un gest de
revendicare a unui spatiu de vizibilitate si autoritate artistica,
precum si ca un argument pentru reconsiderarea rolului
sculptoritelor in configurarea modernititii sculpturii
romanesti.



Alexandra-Elisabeta Mot

Study and Creation among “Gladiators”:
The Artistic Reception of Ancient Sculpture
within the Sculpture Department of the
School of Fine Arts in Bucharest

In the second half of the nineteenth century, the
situation of the local visual arts was marked by a state
of latent transformation. Closely connected to the
establishment of national art institutions, the
development of a Western approach to sculpture in
Romania took shape in the decades following the
founding of the schools of fine arts in Iasi and
Bucharest. Specialized literature has asserted that the
institutional model of the School of Fine Arts in
Bucharest was the Parisian Ecole des Beaux-Arts, yet
without a methodical analysis of how this model was
transferred. The pedagogical framework adopted
through Regulations from 1864 defined the student’s
operative condition within the School’s studio: the
alternating study of the antique and of nature.

In order to equip the institution with the necessary teaching
materials, the newly appointed director, Theodor Aman,
corresponded with a friend in Paris to commission plaster
casts after ancient sculptures. The Borghese Gladiator,
Vitellius, and the Venus de Milo were among the casts
intended to serve as study models, accompanying the
training of numerous generations of artists. Often
overshadowed in art history by the discourse surrounding
major works, the value of study pieces and practical
exercises after the antique has not generated sustained
initiatives of scholarly recovery.

While a greater number of examples survive in the
case of works produced within the painting section,
the fragile nature of the finished material in sculpture
(plaster) and the perishability of the clay used for
modeling led to the rapid disappearance of the
students’ sculptural works. One can examine
Brancusi’s bust of Vitellius, created in the year he
enrolled at the School of Fine Arts, yet one can only
speculate on how this ancient model might have been
sculpted by Stefan Ionescu-Valbudea. The silhouette
of the Gladiator can be identified in period
photographs taken in the studios; however, in the
absence of a large-scale project akin to an écorché, in
which the unmistakable attitude of the antique
contrapposto would be preserved, its dynamic figure
remains modestly captured in a sketch, over which the
sculptor casually noted the schedule of theoretical courses.
By revisiting a series of fragmentary data, the present
communication aims to explore the artistic reception
and the pedagogical valences of study after the
antique within the Sculpture Department of the
School of Fine Arts in Bucharest.

Studiu si creatie printre ,gladiatori”:
Receptarea artistica a statuarei antice in
cadrul sectiunii de sculptura a Scolii de
Belle-Arte din Bucuresti

In a doua jumitate a secolului al XIX-lea, situatia
artelor plastice autohtone se afla intr-o stare de
latenta schimbare. Strans legatd de crearea unor
institutii nationale ale artei, dezvoltarea manierei
occidentale in sculptura din spatiul roméanesc s-a
formulat in deceniile subsecvente infiintarii scolilor
superioare de arte de la Iasi si Bucuresti. S-a afirmat
in literatura de specialitate cid sablonul institutional
al Scolii de Belle-Arte din Bucuresti este pariziana
Ecole des Beaux-Arts, fird ca analiza translirii ei si
fie expusd metodic. Formula pedagogici adoptata
prin Regulamentul din 1864 a definit conditia
operativi a elevului in atelierul Scolii: studiul
alternativ al anticului si al naturii.

In vederea dotirii institutiei cu materialul didactic
necesar, proaspat numitul director Theodor Aman
corespondeaza cu un prieten aflat la Paris, pentru a
comanda mulaje din ghips dupa sculpturi antice.
Gladiatorul (Borghese), Vitellius si Venus din Milo
erau doar cateva dintre mulajele care urmau si
serveasca studiului, asistind la formarea a
numeroase generatii de artisti. Fiind adesea umbrita
in istoria artei de discursul marilor opere, valoarea
lucrarilor de studiu si a exercitiilor practice dupa
antic nu a suscitat initiative consistente de
recuperare.

Dacid in ceea ce priveste lucrarile ,sectiunei” de
pictura exista exemple mai numeroase, natura fragila
a materialului finit in sculptura (ghips, ,platru”) si
perisabilitatea paméantului destinat modelajului au
dus la disparitia imediata a lucrarilor elevilor de la
sculptura. Putem privi bustul lui Vitellius, realizat de
Brancusi in anul in care s-a inscris la Scoala de Belle-
Arte, dar ne putem doar imagina cum ar fi tratat acest
model antic Stefan Ionescu-Valbudea. Putem
identifica silueta Gladiatorului in fotografiile de
epoca din ateliere, insd in lipsa unui proiect de
anvergura de tipul Ecorseului, in care atitudinea
inconfundabila a contrapposto-ului antic si fie
pastrata, figura lui dinamica raméane prinsa modest
intr-un crochiu, peste care sculptorul isi noteaza in
treacat orarul pentru cursurile teoretice.

Revizitand o serie de date fragmentare, prezenta
comunicare isi propune sa exploreze receptarea
artistica si valentele pedagogice ale studiului dupa
antic in cadrul sectiei de sculptura a Scolii de Belle-
Arte din Bucuresti.



Macrina Oproiu

Romanian Sculptors in the Peles National
Museum Collection

The Romanian Royal House played a decisive role in
promoting national sculpture. The most important
art commissioners and protectors of the Romanian
artistic phenomenon, both locally and abroad, were
King Carol I (1881-1914) and Queen Marie (1914—
1927). Although incomplete and numerically reduced
due to the movement of the most valuable fine art
pieces of the summer residence, after 1948, the
current collection of sculpture still gives a coherent
image of the two mecenas and commissioners’
artistic taste. Although having different artistic and
educational backgrounds, both King Carol I and
Queen Marie manifest a common preference for Fritz
Storck (1872-1942), Oscar Spathe (1875-1944) and
Oscar Han (1891-1976), whose works are still found
in the Peles National Museum’s art collection. In fact,
at the beginning of 1902, Oscar Spithe offered
Princess Marie the patronage of the 'Artistic Youth'
Society, marking an unprecedented period of cultural
development for Romanian artists. While Fritz
Storck, Oscar Spdthe, and Oscar Han were
commissioned by King Carol I to create busts and
public statues, Queen Marie acquired art pieces from
their modernist period that she tastefully distributes
in the eclectic interiors of the Pelisor Castle. The
names of Wladimir Hegel (1838-1918), author of an
interesting monument model exhibited at Peles
Castle, and Emil Becker (1881-1952) are also
represented in the current fine art collection. Also, a
study of a head signed by Alexandru Calinescu
(1889-1978) and probably acquired by Queen Marie
is exhibited at Pelisor Castle.

Alexandra Parigoris

Looking through Brancusi’s bronze
Newborn IT

This paper proposes to examine how we look at a
work like Brancusi’s bronze Newborn II, which
survives in the Atelier Brancusi and was recently on
display at the 2024 Brancusi exhibition at the Centre
Pompidou. It aims to explore the predicament of
coming to terms with the experience of viewing such
a complex assemblage, now catalogued as an entity —
see Le Nouveau-Né II in La Collection, L’atelier
Brancusti, Centre Georges Pompidou, 1997, cat. no.
31, p. 144.

How we respond to this work is subject to several
questions the first being how we position ourselves as
spectator, and how we define and understand this
position.

Beginning with the artist’s studio as a space where
one was invited in and invited to take a seat, we shall

Sculptori romani in colectia Muzeului
National Peles

Casa Regald a Romaniei a jucat un rol determinant in
promovarea sculpturii nationale, cei mai importanti
comanditari de artd si sustinatori ai fenomenului
artistic romanesc, atat in plan local, cét siin strainitate,
fiind Regele Carol I (1881—1914) si Regina Maria (1914—
1927). Desi incomplet si redusa numeric — datorita mutarii
celor mai valoroase piese de artd plastica din colectiile
resedintei de vard de la Sinaia, dupa anul 1948 —,
colectia actuald de sculptura ofera totusi o imagine
coerentd asupra gustului artistic al celor doi mecena
si comanditari. Desi personalitati diferite prin educatie si
mentalitate artistica, atat Regele Carol I, cat si Regina Maria
manifesti o preferinta comuna pentru artisti precum Fritz
Storck (1872-1942), Oscar Spathe (1875-1944) si Oscar
Han (1891—1976), ale caror lucriri se regasesc pana astazi
in colectia de artd a Muzeului National Peles. De altfel, la
inceputul anului 1902, Oscar Spithe i oferd Principesei
Maria, patronajul Societitii ,,Tinerimea Artistica”,
marcand astfel o perioada de efervescenta culturala
fara precedent pentru artistii romani ai epocii. Daca
Fritz Storck, Oscar Spithe si Oscar Han realizeaza
pentru Casa Regala — la comanda Regelui Carol T —
busturi si statui de for public, Regina Maria
achizitioneaza creatii ale acestora din perioada lor
modernista si le distribuie cu nebanuit simt artistic in
interioarele eclectice ale Castelului Pelisor. Printre numele
prezente azi in colectia muzeului se numara, de asemenea,
sculptorii Wladimir Hegel (1838-1918), autorul unei
interesante machete de monument expuse la Castelul Peles,
precum si Emil Becker (1881—1952). De asemenea, la
Castelul Pelisor se pastreaza un cap de studiu semnat
de Alexandru Calinescu (1889—1978), achizitionat,
probabil, de catre Regina Maria.

Privind prin Nou-nascutul II al lui Brancusi
(bronz)

Acest studiu isi propune sid examineze cum privim o
lucrare precum bronzul Nou-nascut II al lui
Brancusi, pastratda in Atelierul Brancusi si recent
expusa la expozitia Brancusi din 2024 de la Centrul
Pompidou. Demersul 1isi propune si exploreze
dificultatea de a reusi sa intelegem experienta
vizualizarii unui astfel de ansamblaj complex,
catalogat ca un tot unitar — vezi Le Nouveau Né 11, in
La Collection, L'atelier Brancusi, cat. nr. 31, p. 144.
Modul in care raspundem la aceasta lucrare ridica
mai multe intrebari, prima fiind cum ne pozitionam
ca privitori si cum definim si intelegem aceasti
pozitie.

Pornind de la atelierul artistului, ca un spatiu in care
cineva a fost invitat sa intre si s ia loc, vom lua in
considerare actul privirii dintr-o pozitie de repaus si



consider the act of viewing from a paused and posed
position: paused because one has stopped to give our
attention to something and posed because in sitting
one has not only shifted the weight of our body but
repositioned its ability to perceive. This paper would
like to argue that the implied passivity of such a
description, in Merleau-Ponty’s terms, offers a
salutary problematisation of any literal reading of
what the work is about.

Due to its configuration, we look at the Centre
Pompidou Newborn 11, but also through the work
because of the multiple reflections of the polished
surfaces and the pierced elliptical space carved out of
the solid wood base, which echoes the rhythm of
forms above. Space is at the same time negative and
positive, opening through a material which also acts
as an enclosing frame.

Chase J. Pendleton

Metamorphoses: Constantin Brancusi After
Transgender Studies

This study brings the work of Constantin Brancusi
into conversation with transgender studies in order
to explore the open-ended nature of the body in art
history. Drawing from both modern and postmodern
cultural theories, my argument takes a close look at
three related aspects of Brancusi’s sculptures:
confusion, fragmentation, and finish. I begin with
confusion, analyzing the critical reception of Princess
X and the gendered ambiguity inherent in Brancusi’s
work. While ostensibly concerned with reception
studies and how transphobia influenced art criticism,
this initial section also provides an opportunity to
consider Brancusi’s ideas and ideals surrounding
bodily representation, most notably his aversion to
naturalistic sculpture. This section culminates in a
comparison between Princess X and classical
sculpture, more specifically the hermaphrodite
Sleeping Muse. 1 then move to fragmentation,
building on the writings of Linda Nochlin and Paul
Preciado to problematize notions of wholeness and
legibility while looking at works such as Torso of a
Young Girl. The final section deals with the highly
finished quality of Brancusi’s sculptures.
Appreciating “finish” as both a process involved in
the creation of artworks as well as a characteristic of
completed sculptures, I argue for Brancusi’s work as
illustrative of identity formations beyond assigned
sex and accompanying gender roles. Ultimately, this
study suggests that Brancusi can help art history
move away from its reliance on traditional
conceptions of gender and representations of the
sexed body and towards a more inclusive method of
scholarly inquiry.

de asezare: de repaus deoarece ne oprim pentru a ne
indrepta atentia asupra unui obiect, si de asezare,
deoarece in aceasta postura nu numai ca redistribuim
greutatea corpului nostru, ci 1i schimbam insasi
capacitatea de a percepe. Acest studiu isi propune sa
arate ca pasivitatea implicitd a unei astfel de
descrieri, in termenii lui Merleau-Ponty, oferda o
problematizare salutara a oricarei lecturi literale a
ceea ce este lucrarea.

Datorita configuratiei sale, ne uitam la Nou-ndascutul
IT de la Centrul Pompidou, dar si prin el, din cauza
reflexiilor multiple ale suprafetelor lustruite si
spatiului eliptic scobit in baza lemnului masiv, care
repeta ritmul formelor de deasupra. Spatiul este in
acelasi timp negativ si pozitiv, deschizandu-se printr-
un material care actioneaza, in acelasi timp, ca un
cadru de delimitare.

Metamorfoze: Constantin Brancusi dupa
studiile transgender

Acest studiu aduce opera lui Constantin Brancusi in
conversatie cu studiile transgender pentru a explora
natura deschisa a corpului in istoria artei. Pornind de
la teoriile culturale moderne si postmoderne,
argumentul meu analizeaza indeaproape trei aspecte
corelate ale sculpturilor lui Brancusi: confuzia,
fragmentarea si finisajul. Incep cu confuzia,
analizand receptarea critici a Printesei X si
ambiguitatea de gen inerenta operei lui Brancusi.
Desi aparent preocupata de studiile de receptare si de
modul in care transfobia a influentat critica de arta,
aceasta sectiune initiala ofera si oportunitatea de a
lua in considerare ideile si idealurile lui Brancusi
privind reprezentarea corporala, 1in special
aversiunea sa fatd de sculptura naturalista. Aceasta
sectiune culmineaza cu o comparatie intre Printesa X
si sculptura clasica, mai precis hermafrodita Muza
adormita. Apoi trec la fragmentare, bazandu-ma pe
scrierile Lindei Nochlin si ale lui Paul Preciado
pentru a problematiza notiunile de plenitudine si
lizibilitate, analizand lucrari precum Tors de fata.
Sectiunea finala se ocupa de calitatea 1nalti a
finisajelor sculpturilor lui Brancusi. Apreciind
»finisajul” atat ca proces implicat in crearea operelor
de artd, cat si ca o caracteristica a sculpturilor
finalizate, sustin opera lui Brancusi ca reprezentativa
pentru formarea identitatii dincolo de sexul atribuita
si rolurile de gen aferente. In cele din urmi, acest
studiu sugereaza ca Brancusi poate ajuta istoria artei
sa se indeparteze de dependenta sa de conceptiile
traditionale despre gen si reprezentarile corpului
sexuat si sa se orienteze catre o metoda mai incluziva
de cercetare academica.



Raluca Partenie

Visions of Form: An Interdisciplinary
Inquiry into the Sculptural and the Sartorial

This paper presents an exploration of the aesthetic
and conceptual dialogue between sculpture and
fashion — two creative disciplines that establish
fundamental parallels through the involving of three-
dimensional space. Historically categorized as
distinct, or even antithetical, due to functionalist
hierarchies and gendered taxonomies, this research
posits that the intersection of these fields serves as a
fertile ground for theoretical inquiry.

Infinity Column dress, design Flavia Nistor,
Foto Olu Ogunshakin, 2024

Both disciplines utilize a shared plastic lexicon
involving shape, materiality, spatiality, and the
dialectic of articulating the void. As expressed in
contemporary theory, fashion is an act of “sculpting
the body” and an event of “social sculpture,” while
sculpture may be understood as the “fashioning of
space.” Historically, the exchanges had been
symbiotic. Neoclassicism and the architectural
pleating of Mariano Fortuny and Alix Gres translated
the formal qualities of Attic statuary into textile
structures. The early 20th century marked a radical
fusion of these forms. Constantin Brancusi’s
costumes for Gymnopédies and Oskar Schlemmer’s
Triadic Ballet integrated Constructivist geometries
into the performing silhouette, becoming “kinetic
sculptures.”  Furthermore, the  Schiaparelli-
Giacometti  collaborations produced sartorial
accessories that are unique and expressive, true
miniature sculptures, while the works of Madeleine
Vionnet and Cristobal Balenciaga established
garments as autonomous structures.

In the post-war era, the boundaries between
sculpture and garment became increasingly
permeable. The emergence of Soft Sculpture
(Magdalena Abakanowicz, Claes Oldenburg, Louise
Bourgeois) integrated textile fibers and haptic
exploration into the sculptural canon. Conversely, a

Viziuni ale formei: o investigatie
interdisciplinara asupra sculpturii st modei

Aceastd lucrare prezintd o explorare a dialogului
estetic si conceptual dintre sculptura si moda — doua
discipline  creative care prezintd paralele
fundamentale prin implicarea spatiului
tridimensional. Desi istoric au fost considerate
distincte sau chiar antitetice, ca urmare a ierarhiilor
functionaliste si a taxonomiilor de gen, aceasta
cercetare sustine ca intersectia acestor domenii
constituie un teren fertil pentru reflectia teoretica.
Ambele discipline utilizeaza un lexic plastic comun,
ce implica forma, materialitatea, spatialitatea si
dialectica articularii vidului. Asa cum este formulat in
teoria contemporana, moda reprezinta un act de
Lsculptare a corpului” si un eveniment de ,,sculptura
sociald”, in timp ce sculptura poate fi inteleasa drept
smodelarea spatiului”. Din perspectiva istorica,
schimburile dintre aceste domenii au fost simbiotice.
Neoclasicismul si pliseurile cu caracter arhitectural
ale lui Mariano Fortuny si Alix Gres au transpus in
structuri textile calitatile formale ale statuariei atice.
Inceputul secolului al XX-lea a marcat o fuziune
radicala a acestor forme. Costumele pentru
Gymnopédies ale lui Constantin Brancusi precum si
Baletul Triadic al lui Oskar Schlemmer au integrat
geometriile constructiviste in silueta performativa,
devenind ,sculpturi cinetice”. Mai mult, colaborarile
dintre Schiaparelli si Giacometti au produs accesorii
vestimentare inedite si expresive, adevarate sculpturi
miniaturale, in timp ce creatiile lui Madeleine
Vionnet si ale lui Cristobal Balenciaga au consacrat
obiectele vestimentare ca structuri autonome.in
perioada postbelica, granitele dintre statuar si
vestimentar au devenit tot mai permeabile. Aparitia
ysculpturii moi” (Magdalena Abakanowicz, Claes
Oldenburg, Louise Bourgeois) a integrat fibrele
textile si explorarea haptica in canonul sculptural. In
mod reciproc, un ,limbaj sculptural al vestimentatiei
moderne” a fost relevat prin lucrarile lui Rei
Kawakubo si Issey Miyake, care au utilizat drapaje
non-euclidiene si modelare algoritmica pentru a crea
geometrii independente de anatomia umana. La
inceputul secolului XXI, acest dialog a depasit toate
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Newborn jacket, design Flavia Nistor,
Foto Roxana Georgescu, 2024



"sculptural language of modern dress" emerged
through the works of Rei Kawakubo and Issey
Miyake, utilizing non-Euclidean draping and
algorithmic modeling to create geometries
independent of human anatomy. At the turn of the
21st century, this dialogue has transcended all
conventional boundaries through the integration of
3D printing, laser cutting, and kinetic sensors. The
contemporary landscape, characterized by the
“wearable art” of Iris van Herpen and the research of
designers such as Flavia Nistor — whose work
systematically integrates Brancusi’s sculptural
principles into sartorial form - suggests a
convergence into the realm of the installation,
ultimately transforming the human silhouette into an
abstract sculptural entity.

Felicia Raetchi

“The Medrea School” in the Genealogy of
Modern Romanian Sculpture

This paper proposes a reassessment of the
pedagogical activity carried out by Cornel Medrea
between 1933 and 1962 at the Academy of Fine Arts
in Bucharest (later the “Nicolae Grigorescu”
Institute), taking into account not only its duration
but also his prior early artistic development. His
studies at the Royal University of Decorative Arts in
Budapest, between 1909 and 1911, before the
outbreak of the First World War, played a significant
role in shaping his professional discipline. His
contact with the Central European artistic milieu
bolstered his technical rigor, his attention to
volumetric construction, and his interest in
monumentality — elements that remained constant
throughout his entire career.

These guiding tenets did not remain confined to an
individual level, but were systematically transferred
into his teaching practice. Over nearly three decades
of professorship, Medrea transmitted to his students
not only technical skills but also a particular
conception of sculpture, grounded in formal balance,
volumetric clarity, and a sense of responsibility
toward the human figure as a major thematic focus.
Within this framework, one may argue for the
existence of a genuine “Medrea School,” understood
primarily all as a line of pedagogical and professional
continuity. Just as Karl Storck laid the foundations of
modern sculptural education in Romania by
establishing a coherent academic model, Medrea
took up and further developed this tradition in a
different historical moment, adapting it to new
contexts and transmitting it, through his teaching, to
successive generations of artists.

The study proposes to analyze this “school” as a
process of transmission, in which the classicizing
modernity promoted by Medrea is placed in tension
with the political transformations of the period - from

limitele conventionale prin integrarea imprimarii 3D,
taierii cu laser si a senzorilor cinetici.

Peisajul contemporan, caracterizat de ,,arta purtabild” a lui
Iris van Herpen si de explorarile unor designeri precum
Flavia Nistor — ale carei lucrari integreaza sistematic
principiile sculpturale ale lui Brancusi in forma sartoriala —
sugereazd o tendintd convergentad catre domeniul
instalatiei, transformand in cele din urma silueta umana
intr-o entitate sculpturala abstracta.

Cornel Medrea at the Sculpture Department of the
“Nicolae Grigorescu” Institute of Fine Arts, 1962,
Cornel Medrea Archive, Bucharest Municipal

»Scoala Medrea” in genealogia sculpturii
romanesti moderne

Comunicarea propune o reevaluare a activitatii
pedagogice desfasurate de Cornel Medrea intre 1933
si 1962 la Academia de Belle-Arte din Bucuresti
(ulterior Institutul ,Nicolae Grigorescu”), avand in
vedere nu doar durata acesteia, ci si formarea sa
anterioara. Studiile urmate la Universitatea Regala
de Arte Decorative din Budapesta, in anii 1909-1911,
inainte de izbucnirea Primului Razboi Mondial, au
avut un rol important in configurarea disciplinei sale



the interwar years to the communist regime - shifting
from a modernist equilibrium of form to adaptations
imposed by the aesthetics of socialist realism, and
subsequently to the formal relaxations of the 1960s.
Within this discussion, a significant chapter is
constituted by the considerable number of women
sculptors trained in Medrea’s studio, a fact that
nuances the perception of Romanian sculpture as a
predominantly male domain. Artists such as Ada Geo
Medrea, Henriette Cihoschi, Claudia Cobizeva,
Veturia Ilica, Vasilica Marinescu-Kaznovski, Lelia
Zuaf, Sonia Natra, and Ioana Kassargian illustrate
the diversity of stylistic directions emerging from the
same formative matrix, ranging from tempered
modernism and figurative lyricism to plastic
syntheses approaching abstraction.

By extending the analysis to include male sculptors
trained during the same period, the paper argues that
the “Medrea School” represents an intermediate
horizon between foundational academicism and the
multiple modernities of the twentieth century,
contributing to both the continuity and
diversification of Romanian sculptural language. In
this sense, the studio evolves from a formal
pedagogical space into a mechanism of continuity
and transformation within the history of modern
sculpture in Romania.

profesionale. Contactul cu mediul artistic central-
european i-a consolidat rigoarea tehnicd, atentia
pentru constructia volumului si interesul pentru
monumentalitate, elemente care vor rdmane
constante in intreaga sa activitate.

Aceste repere formative nu au ramas la nivel individual, ci
au fost transferate, iIn mod sistematic, in practica sa
didactic. In cei aproape treizeci de ani de profesorat,
Medrea a transmis studentilor, pe langa competentele
tehnice, si o anumitd conceptie asupra sculpturii,
intemeiata pe echilibru formal, volumetrie si
responsabilitate fata de figura umana ca tema majora.

In acest cadru, poate fi sustinuti ideea existentei unei
veritabile ,,Scoli Medrea”, inteleasa inainte de toate ca o linie
de continuitate pedagogica si profesionald. Asa cum Karl
Storck a pus bazele invatamantului sculptural modern in
Romania, instituind un model academic coerent, Medrea
preia si dezvolta aceasta traditie intr-un alt moment istoric,
adaptand-o noilor contexte si transmitand-o, prin practica
sa didactica, unor generatii succesive de artisti.

Studiul propune analizarea acestei scoli ca proces de
transmitere, 1n cadrul caruia modernitatea
clasicizanta promovatd de Medrea este pusid in
tensiune cu schimbarile politice ale epocii - de la
interbelic la regimul comunist - trecand de la un
echilibru modernist al formei la adaptiri impuse de
estetica realismului socialist si, ulterior, la
destinderile formale ale anilor ’60.

In aceastii discutie, un capitol semnificativ il constituie
numarul considerabil de sculptorite formate in atelierul lui
Medrea, fapt care nuanteaza imaginea sculpturii roméanesti
ca domeniu preponderent masculin. Artiste precum Ada
Geo Medrea, Henriette Cihoschi, Claudia Cobizeva, Veturia
Ilica, Vasilica Marinescu-Kaznovski, Lelia Zuaf, Sonia Natra
sau loana Kassargian ilustreaza diversitatea directiilor
stilistice emergente din interiorul aceleiasi matrici
formative, de la modernism temperat si lirism figurativ la
sinteze plastice apropiate de abstractizare.

Prin extinderea analizei si asupra sculptorilor formati in
aceeasi perioada, comunicarea argumenteaza ca ,Scoala
Medrea” reprezinti un orizont intermediar 1intre
academismul fondator si modernititile multiple ale
secolului XX, contribuind la continuitatea si diversificarea
limbajului sculptural roménesc. In acest sens, atelierul se
transforma dintr-un spatiu didactic formal, intr-un
mecanism de continuitate si evolutie in istoria sculpturii
moderne din Roméania.



Diana Roman

Diversity and Identity Configurations in
Romanian Female Sculpture after 1989

The present paper analyzes an artistic paradigm of
remarkable complexity, yet one that remains
insufficiently theorized within the frameworks of
official cultural policies: the conceptual maturity and
morphological diversity of Romanian female
sculpture after 1989. Historically, this field has been
shaped by a hegemony of masculine visions and an
emphasis on “brute force” exerted upon matter - an
orientation that has consistently dominated scholarly
discourse. Nevertheless, the generations of women
artists who emerged or consolidated their practices
following the 1989 turning point have succeeded in
asserting distinct artistic trajectories, redefining the

The Elena Scutaru exhibition Intervale/Fragmentari,
at the Cotroceni Museum. 2026

three-dimensional medium as a space for critical
reflection and aesthetic autonomy.

This study assesses these individual trajectories
which, upon close examination, reveal fundamental
transformations in the nature of the artistic object. A
key reference point in this evolution is the work of
Silvia Radu, whose practice of polychrome sculpture
and spiritual themes has opened new horizons of
inner freedom, recuperating a metaphysical
dimension through a language distinguished by
singular chromatic freshness. By examining the
artistic paths of figures such as Elena Scutaru, Réka
Csapo Dup, Victoria Zidaru, Gabriela Drinceanu,
Bianca Mann, and Andra Ursuta, one can observe
how volume transcends a purely decorative function
to become a phenomenological testimony and a ritual
instrument.

Within this diverse selection, the artists explore the
inherent tension between the sacred and the profane.
Victoria Zidaru establishes a direction grounded in
recovery through textile and vegetal materiality,
transforming sculpture into a repository of archaic
memory. Conversely, Andra Ursuta articulates a
dystopian vision, employing a sophisticated technical

Diversitate st configurari identitare in
sculptura feminina romaneasca post-1989

Prezenta comunicare isi propune analiza unei
paradigme artistice de o complexitate remarcabila,
insa insuficient teoretizata in cadrele politicilor
culturale oficiale: maturitatea conceptuala si
diversitatea morfologica a sculpturii feminine din
Romania de dupa 1989.

Este vorba despre un domeniu marcat istoric de o
hegemonie a viziunilor masculine si a ,fortei brute”
asupra materiei, aceasta directie beneficiind constant
de atentia cercetatorilor. Cu toate acestea, generatiile
de artiste afirmate sau consolidate dupda 1989 au
reusit sa impuna drumuri proprii, redefinind mediul
tridimensional ca spatiu al reflectiei critice si al
autonomiei estetice.

Studiul pe care il propun reprezinta o evaluare a
acestor traiectorii individuale care, analizate atent,
dezvaluie aparitia unor mutatii fundamentale la
nivelul obiectului artistic. Un punct de referinta
esential in acest parcurs este opera Silviei Radu, a
carei practici a sculpturii policrome si a tematicii
spirituale (cu precidere ciclul Ingerilor) a deschis noi
orizonturi de libertate interioara, recuperand
dimensiunea metafizicd intr-un limbaj de o
prospetime cromatica singulara.

Cercetdnd parcursurile unor nume precum Elena
Scutaru, Reka Csapo Dup, Victoria Zidaru, Gabriela
Drinceanu, Bianca Mann sau Andra Ursuta, se
observa modul in care volumul transgreseaza functia

pur decorativi pentru a deveni marturie
fenomenologica si instrument ritualic. In cadrul
acestei selectii diverse, abordirile artistelor

exploreaza tensiunea dintre sacru si profan. Victoria
Zidaru fundamenteaza o directie a recuperarii prin
materialitate textila si vegetald, transformand
sculptura intr-un depozitar al memoriei arhaice, in
timp ce Andra Ursuta proiecteaza o viziune distopica,
utilizand un aparat tehnic sofisticat pentru a
problematiza hibridizarea post-umana.

Dialogul generational este sustinut de rigoarea
formala a Gabrielei Drinceanu si a Andrei Ursuta,
respectiv de analizele psihologice ale Biancai Mann si
ale Elenei Scutaru. Daca Mann interogheaza limitele
materialului prin volume ce par sa respire, Scutaru
construieste un univers al ,avatarurilor” si al
precaritatii, unde identitatea este perceputd ca o
entitate hibridd, aflata la granita dintre prezenta si
imanenta.

Configuratia acestui peisaj artistic este intregitd de
contributiile Elenei Lot Vlad, prin formele sale
compacte cu valente timaduitoare, de expresivitatea
modelajului Anei Zoe Pop, precum si de cercetarile de
granita ale Mirelei Ivanciu (care pleaci din zona
sculpturii traditionale ,grele” si ajunge in cea a
conceptului de ,soft sculpture”). Rigoarea structurala
ce caracterizeaza creatiile Elenei Bobi Dumitrescu,
Alinei Aldea sau ale Anei Maria Negara confirma
capacitatea acestor artiste de a ocupa spatiul public si
conceptual cu o autoritate deplina.



apparatus to interrogate post-human hybridization.
Generational dialogue is further sustained by the
formal rigor characteristic of Gabriela Drinceanu, as
well as by the psychological depth developed in the
works of Bianca Mann and Elena Scutaru. While
Mann interrogates the limits of materiality through
volumes that appear to breathe, Scutaru constructs a
universe of “avatars” and precarity, in which identity
is conceived as a hybrid entity situated at the
threshold of presence and immanence.

The configuration of this artistic landscape is
completed by the contributions of Elena Lot Vlad,
through compact forms endowed with healing
valences; the expressive modeling of Ana Zoe Pop;
and the boundary-oriented research of Mirela
Ivanciu, whose practice shifts from traditional
“heavy” sculpture toward “soft sculpture”. The
structural rigor characterizing the works of Elena
Bobi Dumitrescu, Alina Aldea, and Ana Maria Negara
further confirms these artists’ capacity to occupy both
public and conceptual space with full authority.

In conclusion, post-1989 Romanian female sculpture
is defined by distinct individualities that have
generated an autonomous system of values,
independent of traditional gender hierarchies. The
reassessment of these contributions and their
integration into academic research represents not
merely an act of historiographical redress, but a
necessary step toward a  comprehensive
understanding of the dynamics of contemporary
Romanian art within a broader European context.

Adriana Sotropa

A Generation Abroad: Academic Training in
France and Germany and the Making of
Modern Romanian Sculpture

My paper proposes to examine the formative role of
academic training in France and Germany, as
significant as that in Italy, in shaping the aesthetic
research and expression of a generation of Romanian
sculptors born between 1870s and 1880s. Dimitrie
Paciurea, Frederic Storck, Oscar Spaethe, Alexandru
Severin, Ion Jalea or Cornel Medrea are some of the
sculptors who changed the course of an art
considered to be too academic. After completing their
studies abroad, all these sculptors returned to
Romania and became key agents in the
modernization of national sculpture. My study
approaches their mobility through the lens of artistic
transfer and aesthetic transformations.

At the turn of the twentieth century, Paris, Munich,
and Berlin functioned as major pedagogical and
artistic centers, offering Romanian students access to
established academic curricula, master workshops,
exhibition circuits, and professional networks.
Training in these environments exposed them to
competing aesthetic paradigms: the academic

In concluzie, sculptura feminini post-1989 se
defineste prin individualitati clare care au generat un
sistem de valori propriu, independent de ierarhiile
traditionale de gen. Reevaluarea acestor contributii si
integrarea lor in circuitul studiilor academice
constituie nu doar un demers de reparatie
istoriografica, ci o etapa necesara pentru intelegerea
deplina a artei romanesti contemporane in context
european.

Oscar Spaethe in his studio, G. Oprescu Institute of Art
History, Photo Archive



naturalism of the Ecole des Beaux-Arts, the Munich
school’s emphasis on expressive modeling, the
multiple possibilities offered by Symbolism,
Secessionism, and early modernist experimentation
circulating within these metropolitan contexts. After
their return to Bucharest, these artists did not simply
replicate foreign models, but they adapted and
recalibrated them within a distinct cultural
framework and originality. Through teaching
positions at the School of Fine Arts, participation in
official salons and other artistic societies, and the
execution of monuments and architectural sculpture,
they contributed to reshaping sculptural language.
My study argues that this “generation abroad”
functioned as a mediating bridge between late
nineteenth-century academic conventions and the
plural modernisms that would crystallize in the
interwar period. Their careers reveal how modernity
in Romanian sculpture was not the product of an
abrupt rupture but of a selective appropriation and
critical reinterpretation. By situating their work
within broader European networks of artistic
education and exchange, my study contributes to a
more nuanced understanding of the center—
periphery dynamics and demonstrates how mobility
and academic training were instrumental in
constructing a locally grounded yet internationally
formed sculptural modernity.

O generatie peste hotare: formarea
academica in Franta si Germania si
nasterea sculpturii romanesti moderne

Lucrarea mea 1si propune sa examineze rolul
formativ al pregatirii academice din Franta si
Germania, la fel de semnificative ca si cea din Italia,
in modelarea cautarilor estetice si expresiei unei
generatii de sculptori romani nascuti intre anii 1870
si 1880. Dimitrie Paciurea, Frederic Storck, Oscar
Spaethe, Alexandru Severin, Ion Jalea sau Cornel Medrea
sunt cativa dintre sculptorii care au schimbat cursul unei
arte considerate prea academice. Dupi finalizarea studiilor
in strainatate, toti acesti sculptori s-au intors iIn Romania si
au devenit agenti-cheie ai modernizarii sculpturii nationale.
Studiul meu abordeaza mobilitatea lor prin prisma
transferului artistic si a mutatiilor estetice.

La cumpana dintre secolele al XIX-lea si al XX-lea,
Parisul, Miinchenul si Berlinul functionau -ca
importante centre pedagogice si artistice, oferind
studentilor roméani acces la programe academice
consacrate, ateliere de maestri, circuite expozitionale
si retele profesionale. Formarea in aceste medii i-a
expus la paradigme estetice concurente: naturalismul
academic al Ecole des Beaux-Arts, accentul pus de
scoala de la Miinchen pe modelajul expresiv si
posibilitdtile multiple oferite de Simbolism,
Secesionism si experimentele moderniste timpurii
care circulau in aceste contexte metropolitane. Dupa
intoarcerea la Bucuresti, acesti artisti nu au replicat
pur si simplu modelele strdine, ci le-au adaptat si
recalibrat intr-un cadru cultural distinct si intr-un
mod original. Prin pozitiile lor didactice la Scoala de
Belle-Arte, participarea la saloanele oficiale si la alte
societdti artistice, precum si prin realizarea de
monumente si sculptura arhitecturala, au contribuit
la remodelarea limbajului sculptural.

Studiul meu sustine ca aceasta ,generatie peste hotare” a
functionat ca o punte de mediere intre conventiile
academice de la sfarsitul secolului al XTX-lea si pluralitatea
modernismelor care se vor cristaliza in perioada interbelica.
Carierele lor aratd ca modernitatea in sculptura
romaneasca nu a fost rezultatul unei rupturi bruste, ci al
unei aproprieri selective si al unei reinterpretéri critice. Prin
situarea operei lor in cadrul retelelor europene mai largi de
educatie si schimb artistic, studiul meu contribuie la
o intelegere mai nuantata a dinamicilor centru—
periferie si demonstreazi cum mobilitatea si
formarea academici au fost esentiale in construirea
unei modernitati sculpturale ancorate local, dar
formata international.



Cristian-Robert Velescu

Constantin Brancusi, trois Muses
endormies. Identification et approche
iconologique : La Muse Rumsey, La Muse
Guggenheimer, La « Pseudo-Muse »
Guggenheimer. La « part » d’Erik Satie

Notre démarche s’appuie sur la réalité de trois exemplaires
de la Muse endormie de Constantin Brancusi, un en marbre
et deux en platre. Le fait que les dimensions du marbre et
celles d'un des deux exemplaires en platre sont identiques
nous confirme dansI'idée qu'al’origine de cet exemplaire en
platres se trouve la « Muse Rumsey », qui avait été taillée en
marbre, apres 1917. Les catalogues « canoniques » de
T'oeuvre du sculpteur se contredisent au sujet des deux
exemplaires en platre. Friedrich Teja Bach mentionne
uniquement la Muse Guggenheimer, passée a un moment
donné ala Collection du Reader’s Digest a New York, tandis
que les légataires du sculpteur, Natalia Dumitresco et
Alexandre Istati — eux aussi auteurs d’'un catalogue — la
placent dans une certaine collection « Guggenheimer » de
Los Angeles, dont nous ignorons méme l'existence. Ceest
pourquoi, au lieu d'un seul exemplaire en platre, on est
confrontés a deux a la fois, chacun portant dans son titre le
nom « Guggenheimer ». Et puisque le souvenir de
I'exemplaire catalogué par Natalia Dumitresco et Alexandre
Istrati est conservé uniquement par une photo qu’ils ont
publiée, nous désignerons cet exemplaire par le syntagme «
Pseudo-Muse Guggenheimer ». Di a I'unique volonté du
sculpteur, cet exemplaire présente des particularités qui le
rattachent indubitablement au symbolisme aquatique.
Voila un détail que nous nous proposons d’interpréter en clé
iconologique.

Jonathan Vernon
Brancusi: Limits and Contradictions

Horizons have a specific, underacknowledged role in
Constantin Brancusi’s work. They are largely absent
from the shallow visual fields of his drawings and the
enclosed studio spaces which dominate his
photographic practice. But the function of the
vanishing point — the threshold at which space
exceeds the limits of sense — is essential to the
concept and design of Endless Column. Likewise, the
sculptor’s oeuvre is littered with surfaces that at once

Pseudo-Muse Guggenheimer

Constantin Brancusi, trei Muze adormite.
Identificarea lor, urmat de interpretarea in
cheie iconologica: Muza Rumsey, Muza
Guggenheimer, ,,Pseudo Muza”
Guggenheimer. ,Partea” lui Erik Satie

Prezentul demers se sprijina pe realitatea a trei exemplare
ale Muzei adormite de Constantin Brancusi, unul in
marmura si doud in ghips. Faptul ca dimensiunile
marmurei si ale unuia din cele dous exemplare in ghips
sunt identice ne indeamna si credem cé la originea acestui
exemplar in ghips sta Muza Rumsey, cioplitid in marmura
dupa 1917. Cataloagele ,,canonice” ale operei sculptorului se
contrazic in privinta exemplarelor turnate in ghips.
Friedrich Teja Bach mentioneaza doar Muza
Guggenheimer, prezenta laun moment dat in The Reader’s
Digest Collection din New York, in vreme ce legatarii
sculptorului — si ei autori ai unui catalog — o plaseaza intr-o
anume colectie ,Guggenheimer” din Los Angeles,
necunoscuta noua. Iata de ce in locul unui singur exemplar
in ghips, ne vedem confruntati simultan cu doua, fiecare
purtand in titlu particula ,,Guggenheimer”. Cum amintirea
exemplarului catalogat de Natalia Dumitrescu si Alexandru
Istrati e conservati de o simpla fotografie, el va fi
desemnat punand in joc sintagma ,Pseudo-Muza
Guggenheimer”. Prin vointa expresa a sculptorului,
exemplarul prezintd particularitati care il ataseaza
intr-un mod indubitabil simbolismului acvatic. Iata
un detaliu pe care ne propunem si il interpretam in
cheie iconologica.

Brancusi: limite si contradictit

Orizonturile au un rol specific, insuficient
recunoscut, in opera lui Constantin Brancusi. Acestea
lipsesc in mare parte din campurile vizuale restranse
ale desenelor sale si din spatiile inchise de atelier care
domini practica sa fotografici. Insi functia punctului
de fuga — pragul de la care spatiul depaseste limitele
perceptiei — este esentiala pentru conceptul si
designul lucririi Coloana fard sfarsit. In mod
similar, opera sculptorului prezintd numeroase



conceal and disclose, setting the viewer at a distance
even as they reveal a truth. Seen in this way, horizons
resonate with a central concern of Brancusi’s practice
— the encounter between the finite human subject
and the sublime object.

This paper identifies in this encounter a new means
of understanding the universal, the essential and the
absolute in Constantin Brancusi’s work. Grounded in
Hegelian philosophy, my analysis aims to retrieve
Brancusi’s position as a modern subject, and as a
migrant whose experience was bound up with
cultural and psychic displacement. The paper’s wager
is that Brancusi’s engagement with the limit — rather
than simply the infinite — is the key to understanding
this subject position, and with it a set of
contradictions which lie at the heart of Brancusi’s
work and practice.

The paper finds the liminal functions of Brancusi’s practice
at work in his drawings and photographs, his physical
manipulation of the studio environment, and the Endless
Column he erected in Edward Steichen’s garden at
Voulangis in 1926. Beyond the object, the sculptor’s
historiography uncovers telling contradictions in how his
work and persona have signified — especially in the
meetings and divergences of the posthumous literature on
Brancusi in Romania and the United States.

By focusing on Brancusi, this interpretation centres one of
several ‘horizons of modern Romanian sculpture’ examined
in this conference. However, its theoretical framework also
interrogates concepts — history and heredity, nation, and
identity — that structure narratives of sculpture through the
nineteenth and twentieth centuries. As such, this paper
includes a challenge to think histories of sculptural
production through the diaspora, recognise alienation as a
precondition to representation, and address the art of the
past in the present tense.

Constantin Brancusi's The Kiss (1909) covered by
plywood box, 2023, Cimetiere du Montparnasse,
Paris. © 2026 Jonathan Vernon

suprafete care ascund si divulga in acelasi timp,
distantand privitorul, chiar daca dezvaluie un adevar.
Viazute in acest fel, orizonturile rezoneazi cu o
preocupare centrald a practicii lui Brancusi — intalnirea
dintre subiectul uman finit si obiectul sublim.

Lucrarea identifica in aceasta intalnire un nou mijloc
de a intelege universalul, esentialul si absolutul in
opera lui Constantin Brancusi. Bazata pe filosofia
hegeliana, analiza mea isi propune sa recupereze
pozitia lui Brancusi ca subiect modern si ca migrant a
carui experientd a fost marcatid de deplasarea
culturala si psihicd. Miza lucrarii este ideea ca
raportarea lui Brancusi la limitd — mai degraba decat
pur si simplu la infinit — poate fi cheia intelegerii
acestei pozitii fata de subiect si, odata cu ea, un set de
contradictii care se afla in centrul operei si practicii
lui Brancusi.

Lucrarea identifica functiile liminale ale practicii lui
Brancusi in desenele si fotografiile sale, in
manipularea fizici a mediului atelierului si in
Coloana fara sfarsit pe care a instalat-o in gradina lui
Edward Steichen de la Voulangis in 1926. Dincolo de
obiect, istoriografia  sculptorului  dezviluie
contradictii graitoare in modul in care opera si
persona sa au fost interpretate — in special in
intalnirile si divergentele literaturii postume despre
Brancusi in Romania si Statele Unite.
Concentrandu-se pe Brancusi, aceastda interpretare
pune in lumina unul dintre numeroasele ,orizonturi
ale sculpturii romanesti moderne” examinate in
cadrul acestei conferinte. Cu toate acestea, cadrul sau
teoretic interogheaza si concepte — istorie si
ereditate, natiune si identitate — care structureaza
naratiunile sculpturii de-a lungul secolelor al XIX-lea
si al XX-lea. Prin urmare, aceasta lucrare include o
provocare de a gandi istoriile productiei sculpturale
prin intermediul diasporei, de a recunoaste alienarea
ca o preconditie a reprezentarii si de a vorbi despre
arta trecutului la timpul prezent.



Vlad Vieru

Heteronormativity and Balkan Feminism in
Romanian Art. Case Study: The Art of the
Couple Frederic Storck and Cecilia Cutescu-
Storck

This research aims to analyze the manner in which
heteronormative rules and Balkan feminism influenced
both the relational dynamics between the sculptor Frederic
Storck (1872—1942) and the painter Cecilia Cutescu-Storck
(1879—1962) — two of the most representative artists of
interwar Romania — and their artistic output. The analysis
will begin with a clarification of the key concepts and will
include a comparative examination of the Romanian
artistic climate relative to the German one, within the
historical context in which both artists were active.
Particular attention will be given to the period of study
undertaken in Munich, where Frederic and Cecilia came
into contact with the social and artistic movements of the
time, influences that were subsequently reflected in both
their creative work and their cultural engagements.

Within this framework, the research pursues three
principal objectives: an analysis of the Storck family's
internal dynamics, and of several representative works,
selected to support the research theme, through which the
manifestation of Balkan feminism in Cecilia Cutescu-
Storck's oeuvre may be identified. Finally, the paper
examines Cecilia's positioning with regard to the role of
women in society, as it emerges from both her visual work
and her autobiography, Fresca unei vieti (A fresco of a life).
Drawing on Cecilia's memoir — Fresca unei vieti (1944), one
of the earliest emancipatory autobiographies by a
Romanian woman artist — the study reconstructs the
tensions between artistic modernity and the patriarchal
conservatism of the era. A systematic comparison with the
artistic milieus of Germany (Munich) and France (Paris, the
academies) reveals that interwar Romania offered women
artists a conditional legitimacy: one accepted only through
marital affiliation, social class, or service to the national
narrative.

The presentation will thus demonstrate how the treatment
of women in Frederic Storck's sculpture and in Cecilia's
paintings indirectly confirms the asymmetry of their
couple's dynamics, and how Cecilia's work is traversed by a
profound, almost constitutive tension between the
emancipatory impulse and fidelity to traditional values — a
continuous oscillation between two worlds that do not
cancel each other out, but coexist in conflict, configuring a
form of feminism specific to the Balkan space.

The presentation therefore offers a fresh perspective on the
work of both artists, whilst proposing an anthropological
approach to the analysis of art, grounded in the premise that
artistic creation — like other manifestations of the human
condition — is shaped, once again, by the episteme of the
age in which it comes into being. Romanian art history is in
need of a systematic re-reading of its creators through the
lens of gender relations, a dimension which, even at a first
glance at the Romanian artistic heritage, proves to be
both significant and frequently overlooked.

Heteronormativitate si feminismul balcanic
in arta romaneasca. Studiu de caz: arta
cuplului Frederic Storck si Cecilia Cutescu-
Storck

Cercetarea de fata isi propune o analiza a modului in
care regulile  heteronormative si feminismul
balcanic au influentat atat dinamica relatiei dintre
sculptorul Frederic Storck (1872-1942) si pictorita
Cecilia Cutescu-Storck (1879—1962) — doi dintre cei
mai reprezentativi artisti ai Romaniei interbelice —
cat si productia lor artistica. Analiza va porni de la
clarificarea conceptelor-cheie si va include o
examinare comparativa a climatului artistic
romanesc fata de cel german, in contextul epocii in
care cei doi artisti au activat. O atentie speciald va fi
acordatd perioadei de studii petrecute la Miinchen,
unde Frederic si Cecilia au intrat in contact cu
miscdrile sociale si artistice ale vremii, influente care
s-au reflectat ulterior atat in creatiile lor, cét si in
manifestarile lor culturale.

In acest cadru, cercetarea urmireste trei obiective
principale: analiza dinamicii familiei Storck si a unor opere
reprezentative, selectate pentru a sustine tema cercetérii si
prin care se poate identifica manifestarea feminismului
balcanic in creatia Ceciliei Cutescu-Storck. In fine, lucrarea
examineazp pozitionarea Ceciliei fatd de rolul femeii in
societate, astfel cum reiese atat din opera sa plastic, cat si
din autobiografia Fresca unet vieti.

Pornind de la memorialistica Ceciliei — Fresca unei vieti
(1944), una dintre primele autobiografii de emancipare ale
unei artiste romane —, studiul reconstituie tensiunile dintre
modernitatea artistica si conservatorismul patriarhal al
epocii. Comparatia sistematicd cu mediile artistice din
Germania (Miinchen) si Franta (Paris, academiile) relevi ca
Romania interbelicd oferea femeilor-artiste o legitimitate
conditionata: acceptatd numai prin afilierea maritala, clasa
sociala sau prin serviciul fata de naratiunea nationala.
Prezentarea va demonstra, astfel, cum tratamentul femeii
in sculptura lui Frederic Storck si in picturile Ceciliei
confirma indirect asimetria dinamicii de cuplu si cum opera
Ceciliei este traversata de o tensiune profunda, aproape
constitutivd, intre impulsul emancipator si fidelitatea fata
de valorile traditionale — o pendulare continua intre doua
lumi care nu se anuleazd, ci coexista conflictual si care
configureaza un tip de feminism specific spatiului balcanic.
Astfel, prezentarea ofera o perspectiva noua asupra
creatiei celor doi artisti, propunand totodatd o
abordare de facturd antropologicd in analiza artei,
pornind de la premisa ci opera artistici — asemenea
altor manifestiri ale conditiei umane — este, din nou,
modelatd de epistema epocii in care aceasta se naste.
Istoria artei romane are nevoie de o re-lectura
sistematica a creatorilor sai prin grila raporturilor de
gen, dimensiune care, chiar si la o prima privire
asupra patrimoniului artistic romanesc, se dovedeste
a fi semnificativa si adesea trecuta cu vederea.



Barbara Vujanovié

Archaic Bodies, Modern Forms: Brancusi
and Mestrovié between Spiritual
Abstraction and Monumental Expression

Constantin Brancusi (1876—1957) and Ivan MeStrovié
(1883—1962) are widely regarded as two of the most
prominent sculptors from the cultural “peripheries”
of Europe who profoundly shaped the language of
twentieth-century sculpture. At first glance — and in
the view of many of their contemporaries — the
Romanian and Croatian artists seem to embody
diametrically opposed sculptural principles. Their
works from the 1900s and especially the 1910s, when
both were active in Paris, appear to confirm this
polarity. Brancusi progressively moved toward
abstraction, reduction, and the elimination of all
superfluous detail, while Mestrovi¢ developed a
sculptural idiom grounded in emphatic narration,
heroic and religious themes, and a monumental
expressiveness often associated with late Symbolism
and Expressionism.

This opposition was already recognized in early
modernist criticism. Ezra Pound, writing in The Little
Review in 1921, sharply contrasted Brancusi’s
sculptural clarity with what he perceived as the
rhetorical pathos of Mestrovi¢’s work: “no one who
understood Gaudier was fooled by the cheap
Viennese Michaelangelism and rhetoric of
Mestrovic.” Such readings helped establish a
historiographical divide between two paradigms of
modern sculpture: one oriented toward essential
form and spiritual interiority, the other toward
dramatic figuration and collective myth.

However, this paper argues that the visible
differences between Brancusi and Mestrovié¢ also
conceal important structural affinities. Both artists
negotiated the legacy of Auguste Rodin, initially
absorbing aspects of his expressive modelling before
seeking distinct paths beyond his influence. More
importantly, both turned toward archaic sources —
whether prehistoric, Byzantine, medieval, or non-
Western — as a means of redefining sculptural
modernity. In Brancusi’s case, archaic references
informed a process of formal essentialization and a
rethinking of sculpture as autonomous presence in
space. In Mestrovi¢’s work, archaism nourished a
search for collective memory, spiritual intensity, and
the monumental body as a carrier of cultural identity.
Through a comparative analysis of selected works
from the period c. 1905-1920, this paper examines
how two seemingly opposed sculptural languages
emerge from related artistic problems: the crisis of
academic naturalism, the encounter with Rodin, and
the modernist rediscovery of the “primitive” and the
archaic. By placing Brancusi and Mestrovi¢ within
the broader framework of modernity and archaism,
and within the cultural dynamics between Western
centres and Eastern or Southeastern European
contexts, the study contributes to a more nuanced
understanding of multiple modernities in sculpture

Ivan Mestrovi¢, Widow, Paris, 1908, marble,
Photo Archives of the Mestrovi¢ Atelier, Zagreb

Corpuri arhaice, forme moderne: Brancusi
st Mestrovi¢ intre abstractia spirituala si
expresia monumentala

Constantin Brancusi (1876—1957) si Ivan Mestrovic¢
(1883-1962) sunt recunoscuti drept doi dintre cei
mai proeminenti sculptori din ,periferiile” culturale
ale Europei, care au modelat profund limbajul
sculpturii secolului al XX-lea. La prima vedere — si in
viziunea multora dintre contemporanii lor — cei doi
artisti, roman si croat, par sa intruchipeze principii
sculpturale diametral opuse. Operele lor din anii
1900 si mai ales din anii 1910, cand ambii erau activi
la Paris, par sa confirme aceasta polaritate. Brancusi
s-a indreptat progresiv céitre abstractizare, reductie si
eliminarea tuturor detaliilor superflue, in timp ce
Mestrovi¢ a dezvoltat un limbaj sculptural bazat pe
naratiune emfaticd, teme eroice si religioase si o
expresivitate monumentald adesea asociata cu
Simbolismul si Expresionismul tarziu.

Aceastd opozitie era deja recunoscutd in critica
modernistd timpurie. Ezra Pound, scriind in The
Little Review 1n 1921, a contrastat transant claritatea
sculpturala a lui Brancusi cu ceea ce el percepea ca
fiind patosul retoric al operei lui MeStrovié: ,,nimeni
care l-a inteles pe Gaudier nu a fost pacalit de
michelangeolismul si retorica vieneza, de factura
ieftind, ale lui Mestrovic”. Astfel de lecturi au
contribuit la stabilirea unei diviziuni istoriografice
intre doud paradigme ale sculpturii moderne: una
orientatd spre forma esentiala si interioritatea
spirituald, cealaltd spre figuratie dramatica si mitul
colectiv.



and to a reassessment of artistic genealogies beyond
the dominant Western canon.

Steve Yates

Constantin Brancusi: Interchanges in
Modernity, Sculpture and Photography

The first two decades of the twentieth century were
revolutionary for all the arts. They were years of
experimentation, of redefinition, and a search for
new direction. Painters turned towards the abstract,
sculptors to form, architects towards the functional,
musicians towards the atonal and writers towards the
reshaping of literary forms. During this time, modern
photography emerged through the efforts of
photographers and critics in the mainstream of
modern art movements with artists across the
spectrum of media. Some began to question the
function of art and to redefine the positions of
traditional mediums among the arts. From their
pioneering work came a revitalization and ultimate
recognition of independent modern art forms with
their own characteristics and virtues. Constantin
Brancusi combined modern materials with the
distillation of form, with space and timelessness that
paved the way for abstract sculpture in the twentieth
century. Photography began as an integral part of
practice with modern photographer and avant-garde
artist Man Ray's guidance from the darkroom to
printmaking workshop in Paris in 1921. A practice
Brancusi developed independently with his own
sculptures. The diverse relationships between
modern sculpture and photography were shared with

Cu toate acestea, aceasta lucrare sustine ca
diferentele vizibile dintre Brancusi si Mestrovi¢
ascund si afinitati structurale importante. Ambii
artisti s-au raportat la mostenirea lui Auguste Rodin,
absorbind initial aspecte ale modelarii sale expresive
inainte de a cduta cii distincte dincolo de influenta
sa. Mai important, ambii s-au indreptat spre surse
arhaice — fie ele preistorice, bizantine, medievale sau
non-occidentale — ca mijloc de redefinire a
modernititii sculpturale. In cazul lui Brancusi,
referintele arhaice au influentat un proces de
esentializare formalad si o regandire a sculpturii ca
prezentd autonoms in spatiu. In opera lui Mestrovié,
arhaismul a hranit o ciutare a memoriei colective, a
intensitatii spirituale si a corpului monumental ca
purtator al identititii culturale.

Printr-o analizd comparativa a unor lucrari selectate
din perioada 1905—1920, aceasti lucrare examineaza
modul in care doua limbaje sculpturale aparent
opuse ies la iveald din probleme artistice conexe:
criza naturalismului academic, intalnirea cu Rodin si
redescoperirea modernista a ,primitivului® si a
arhaicului. Plasdndu-i pe Brancusi si Mestrovi¢ in
cadrul mai larg al modernitatii si arhaismului si in
dinamica culturald dintre centrele occidentale si
contextele est-europene sau sud-est-europene,
studiul contribuie la o intelegere mai nuantata a
multiplelor modernitati in sculptura sila o reevaluare
a genealogiilor artistice dincolo de canonul
occidental dominant.

Constantin Brancusi: Schimburi in
modernitate, sculptura si fotografie

Primele doud decenii ale secolului XX au fost
revolutionare pentru toate artele. Au fost ani de
experimentare, de redefinire si de cautare a unei noi
directii. Pictorii s-au intors spre abstract, sculptorii
forma, arhitectii spre functional, muzicienii spre
atonalism si scriitorii citre remodelarea formelor
literare. In acest timp, fotografia moderna a apirut
prin eforturile fotografilor si criticilor aflati in centrul
curentelor artistice moderne, alaturi de artisti din
intreg spectrul media. Unii au inceput sd puna la
indoiala functia artei si sa redefineasca pozitiile
mediilor traditionale in randul artelor. Din munca lor
de pionierat a rezultat o revitalizare si o recunoastere
finala a formelor independente de arta moderna, cu
propriile caracteristici si virtuti. Constantin Brancusi
a combinat materialele moderne cu purificarea
formei, cu spatiul si atemporalitatea, ceea ce a
deschis calea sculpturii abstracte in secolul al XX-lea.
Fotografia porneste ca parte integranta a practicii sub
indrumarea fotografului modern si artistului de
avangardd Man Ray, de la camera intunecata, la
atelierul de tiparire din Paris, in 1921. O practica pe
care Brancusi a dezvoltat-o independent, raportata
la propriile sculpturi. Diversele relatii dintre
sculptura moderna si fotografie au fost impartasite cu
avangarda europeana, in special in Rusia si



the European avant-garde, especially throughout
Russia and Germany. This led to the creation of a
foundation for contemporary artists exploring
sculpture with modern photographic art later in the
century. Brancusi’s stylistic transformations
established a language based on Greek and Byzantine
history, establishing modern principles along with
photographic experimentation in the early twentieth
century. With form and space intertwined in two- and
three-dimensional mediums establishing the modern
paradigm in art historically, with unprecedented
relationships between photography and sculpture.

Germania. Aceasta a condus, in deceniile urmatoare,
la crearea unei fundatii pentru artistii contemporani
care exploreaza sculptura cu arta fotografica
moderna. Transformarile stilistice ale lui Brancusi,
avand la baza un limbaj inspirat de istoria greaca si
bizantina, a fundamentat principiile moderne ale
sculpturii, impreuna cu experimentarea fotografica
de la inceputul secolului XX. Forma si spatiul se
impletesc  in medii bidimensionale si
tridimensionale, stabilind paradigma modernd in
arta din punct de vedere istoric, cu relatii fara
precedent intre fotografie si sculptura.

Constantin Brancusi, Vue de l'atelier, c1936
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international conferences and symposia. She curated exhibitions such as Remember Cornel Medrea. Mentor and
Master (2020) and Cornel Medrea — Sculpture and Voluptuousness in Interwar Paris (2023). Her research
combines archival investigation with curatorial practice, aiming to integrate historical and institutional context
into the interpretation of sculptural production.

Diana Eliza Roman (b. 1970) is a lecturer at the National University of Arts in Bucharest and is currently
working on her doctoral thesis titted WWW Curatorship in the Post-Internet Era, focusing on new curatorial
paradigms in the digital context. Recently, she has been authoring the Arte Fact column for Anthropos, a journal
of philosophy, arts, and humanities, where she analyzes contemporary artistic phenomena. Her research is focused
on contemporary art, curatorial activities, and the Romanian art scene.

Selected publications: Art as a Form of Knowledge and Spiritual Survival: On Taste, the Market, and the Failure
of Cultural Construction in Contemporary Romania, in the journal of philosophy, arts, and humanities
Anthropos, no. 12/2025; Human — Producer or Product of Technology? Technologies, Technique, Techné in the
Digital Era, in Altarul Reintregirii, New Series, Year XXIX, No. 2/2024; Her Own Clouds, in Francoise Issaly:
Cloud Gliding, monographic catalogue, Montreal: Ed. Frl, 2022, Eugen Raportoru, in the catalogue The
Abduction from the Seraglio, ERIAC, collateral event of the 59th edition of the Venice Biennale, 2022.

Adriana Sotropa (b. 1978) is Senior Lecturer in Contemporary Art History at the Bordeaux Montaigne
University. She is co-head of the Art History: Writings, Discourses, Language division of the CRHA — F.-G. Pariset
(UR 538); within this division, she co-edited and co-authored, with Myriam Metayer, several books, the latest
being Dessiner, enseigner. Francois-Georges Pariset (1904—1980), historien de U'art au XXe¢ siecle (2025). Her
work focuses on Symbolist sculpture, both Romanian and European. Sculpture is a field she explored in the book
Visuri si Himere. Ecouri simboliste in sculptura romaneasca moderna (Ed. Compania, 2009) and in several
articles dedicated to Constantin Brancusi and Dimitrie Paciurea, but also to less-known sculptors like Alexandru
Severin or Horia Boamba. She also co-organised an international study day dedicated to Symbolist sculpture at
the musée Rodin, in 2018. She recently signed Le défi de la matiére. Symbolisme et sculpture in Le Symbolisme
(Citadelles & Mazenod, 2025, pp. 202—253).

Her reflections on the Balkans are important too. They appear in various publications and seminars, such as Once
Upon a Time... Reflections on the Links between Art, Folklore, and National Mythologies in the Early 20th-
Century Balkans (Max Planck Institute — Bibliotheca Hertziana, Rome, research seminar, November 2022), and
Symbolisme et nouvelles esthétiques dans les Balkans: réexamen(s) critique(s), international conference co-
organized with Catherine Méneux in 2013 at Paris 1 Panthéon-Sorbonne. One of her latest publications is
Modernitatile artei romanesti (sec. XIX—XX). Studii in onoarea Ioanei Vlasiu, co-edited with Irina Carabas
(Bucharest, UNArte, 2025).

Cristian-Robert Velescu (n. 1952), is an art historian and critic, living in Bucharest, where he previously taught
art history at the National University of Arts. He is the author of several books dedicated to European modernity
as well as the historical avant-garde: Brancusi initiatul (Brancusi the Initiate), 1994; Concepte ale poeticii lui
Constantin Brancusi (Concepts of Constantin Brancusi’s poetics), 1999; Formd si semnificatie in arta
romaneascd moderna — exemplul lui Brancusi (Form and Meaning in Modern Romanian Art — the Example of
Brancusi), 2002; Brdancusi inedit — insemnari si corespondentd romdaneascd (Brancusi Unpublished — Romanian
Notes and Correspondence, in collaboration with Doina Lemny), 2004; Victor Brauner d’aprés Duchamp sau
drumul pictorului catre un suprarealism ,bine temperat” (Victor Brauner after Duchamp...), 2007; Avant-gardes
et modernités — Brancusi, Duchamp, Brauner, Tzara & comp., 2013; Autour de Uatelier de Constantin Brancusi:
chemins des modernités, chemins des avant-gardes, 2015; Rodin, Meunier, Brancusi st cultura clasica (Rodin,
Meunier, Brancusi and Classical Culture), 2016. His most recent publication is dedicated to the genesis of the
historical avant-garde: Preavangarda si avangarda, transformari caleidoscopice in arta inceputului de secol XX
(Pre-avant-garde and Avant-garde, kaleidoscopic transformations in early 20th-century art), 2022. He has
published articles and studies in international journals and other publications abroad. He is also the author of
several exhibition catalogues for which he acted as curator: Jon Tuculescu (retrospective exhibition catalogue),
Bucharest, National Museum of Art / Museum of Art Collections, 1999; Lili Pancu (1908—2006) — Painting and
Graphic Work (retrospective exhibition catalogue), Museum of the City of Bucharest, 2010.
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Jonathan Vernon (b. 1991) is an art historian specialising in modernism, sculpture, and philosophy. He was
awarded his PhD by The Courtauld Institute of Art, London, in 2019 for a thesis on the politics of Constantin
Brancusi’s work and its global reception.

Jonathan has served as Associate Lecturer at The Courtauld and Ridinghouse Contributing Editor at The
Burlington Magazine. In 2020—21 he was a Leonard A. Lauder Postdoctoral Fellow at the Leonard A. Lauder
Research Center for Modern Art, the Metropolitan Museum of Art, New York. Jonathan's research has also been
supported by the Terra Foundation for American Art, the Henry Moore Foundation and the Arts and Humanities
Research Council.

He is chair of the scientific committee for the 150th anniversary conference Brancusi: The Philosophy of Form,
organised by the University of Targu Jiu and Targu Jiu City Hall in partnership with Kettle’s Yard, the University
of Cambridge, in October 2026. He is currently working on a book project titled Brancusi in the Rose Garden.

Vlad Vieru (b. 1994) is a museographer at the Museum of Bucharest Municipality, within the department of the
Bucharest Pinacotheca. He holds a PhD in Philosophy from the Doctoral School of the Faculty of Philosophy at the
University of Bucharest, as well as a Master's Degree in Art History and the Philosophy of Culture (IAFC) from the
same university. He is also an authorized translator and interpreter for the German language, certified by the
Ministry of Justice. In his capacity as a museographer, he oversees the collection of the Bucharest Pinacotheca,
which comprises over 6,000 mobile cultural assets spanning from the nineteenth century through to the
contemporary period. His research has been presented at both national and international conferences, the most
notable of which took place in 2025 in Italy at the Universita per Stranieri di Siena (UniStraSi), where he presented
his latest research on the topic Education, Art, and the Decolonization of Romania's Cultural Heritage:
Addressing the Problem of Kitsch Culture.

Selected publications: Cemeteries and Funerary Art in Romania: An Anthropological Perspective on the Art
dedicated to the eternal sleep, based on the works of Romanian Sculptors Frederic and Carol Storck, in the
biannual Journal JUA (The Journal of Urban Anthropology), Nr.26, Vol.XIII, ed. Oscar Print, Bucuresti, 2025;
Influences of African Culture in the Ephemeral Fashion of the 20th Century West. A Hermeneutic Approach, in
Analele Universitatii Bucuresti. Seria Istorie, Simona Corlan-Ioan (ed.), Anul LXVIII, Nr. 1-2/2019, ed.
Universitatii din Bucuresti, Bucuresti, 2021; Experienta hermeneutico-hauntologica in estetica Vaporwave, in
Realitate si aparenta. Evidenta si Probabilitate. Teme, tehnici si modele de filosofare in actualitate, Viorel
Cernica (coord.), Gabriela-Paula Florea (coord.), ed. Universitatii din Bucuresti, Bucuresti, 2020.

Barbara Vujanovi¢ (b. 1983), PhD, is an art historian and Chief Curator at the Ivan Mestrovi¢ Museums —
Mestrovic Atelier in Zagreb, where she authored the museum’s most recent permanent exhibition. Her research
focuses on modern and twentieth-century European sculpture, with particular attention to the intersections of
classicism, modernity, and archaism, as well as to artistic exchanges between Central, Eastern, and Southeastern
Europe.

In 2021, she completed her doctoral dissertation, From Antique Models to Neoclassicism: A Classical Component
in the Work of Ivan MeStrovi¢, examining the role of classical heritage in shaping modern sculptural language and
its reinterpretation within modern artistic paradigms. Her work reconsiders dominant Western-centered
narratives of modern sculpture by situating artists such as Mestrovi¢ within broader transnational and
intercultural frameworks.

She was invited by the British Museum to design and curate the exhibition Rodin: Rethinking the Fragment, which
toured three venues in the United Kingdom between 2018 and 2019. She has curated and co-curated numerous
exhibitions dedicated to Ivan Mestrovi¢, Auguste Rodin, Carl Milles, and other European sculptors in Croatia and
internationally.

Among her publications is the article Monumentele lui [van Mestrovi¢ in Romania — martorii timpulut, published
in Verso. Revista culturala bilingva romano-croata (Zagreb, December 2021, Year 11, No. 4).

Steve Yates (b. 1949) is three-time Fulbright Scholar in Russia, Lithuania, Latvia, Ukraine, Belarus, 2007, 1995,
1991 (USSR), Curator of Photography, Museum of New Mexico. Lectures, exhibits, published multilingual writing,
research conducted in museums, archives, libraries. Continued collaborations across 30 countries in cities of
Europe, Asia, China, Japan, Korea. Greece, Israel.

Resident artist-scholar, keynote lectures site-specific installations, digital photographs (44x65 inches) hosted by
universities and educational institutions in Kaunas, Lithuania, Bucharest, Romania, Moscow, Russia. Symposia
lectures and writings with The Academia Romana, National University of Arts, Bucharest; Latvian National
Museum of Art, Goethe-Institut, Riga. Photographic work acquired by museums, private collections, libraries
globally with current curated solo-exhibitions, reviews, publications on LensCulture platform.

Founding Curator of Photography, Museum of New Mexico, 1980-2007. International exhibitions, multilingual
publications, lectures, research grant awards establishing permanent collection over 10,000 photographic works,
Museum of Fine Arts.

Author of Transdisciplinary Photographics. State of the Art Research Across Disciplines (Generis Publishing,
2023).
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