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Nota editoriala
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UNAGE), pentru implicarea in procesul de verificare a aparatului
critic al prezentei publicatii. Activitatea s-a desfasurat sub

indrumarea dlui asist. univ. dr. Daniel Ungureanu.



ARTA IN VREMEA INTELIGENTEI ARTIFICIALE: DESPRE
AURA PIERDUTA S| MASINARIA CARE VISEAZA

D. Ungureanu

Céand suntem asaltati de véartejul inovatiilor, de imperativul
eficientei si de urgentele unei lumi mult prea grabite, devine
igienic sa ne distantam un pic, sa cautam un ragaz de
reflectie. Ar fi naiv, desigur, sa respingem tehnologia din pur
ludism sau frica de nou, insa un bun pretext ne este oferit de
o observatie, veche deja, a filosofului german Walter
Benjamin. Intr-un eseu publicat pentru prima dat& in 1935, el
constata ca reproducerea mecanica (technische
Reproduktion) a operei de artd (Kunstwerk) ajunge sa fi
distruga ,aura”, adica acea unicitate irepetabila a prezentei
sale ,aici si acum”, incarcata de istorie, de traditie si de
distantare ritualicd (Benjamin 1969, 222-223). Sa
contextualizam scurt: fotografia si filmul, inventiile vremii,
smulgeau imaginea din unicitatea ei, propunand, in schimb,
o ,pluralitate de copii” (221). Astazi, insa, problema se pune
cu o acuitate mult mai dramatica. Ce se intampla, de fapt,
atunci cand masinaria nu mai este un simplu instrument de
reproducere a unor opere deja existente, ci ajunge sa
sintetizeze unele cu totul noi, obiecte care par a nu fi avut

niciodata o aura pe care sa o piarda? Modelele generative
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actuale, bazate pe retele neuronale profunde, asa-numitele
deep learning (de tipul Midjourney [text-to-image], DALL-E
[diffusion] sau Stable Diffusion [latent diffusion]), nu copiaza
lumea din jur. Extrag, in schimb, tipare statistice din milioane
de imagini (Nisbet, Miner si McCormick 2024) si
extrapoleaza din abstractii o sinteza fara original (Steyerl
2023), o imagine nascuta direct ca serie, decuplata de orice
traditie. Si totusi, dincolo de aparenta raceala a algoritmului,
privitorul simte ca din imagini izvoraste o familiaritate

tulburatoare, un fel de sediment vizual al unei intregi civilizatii.

Fig. 1. Selamlik, de Sarp Kerem Yavuz, 2019. Print giclée, 30 x 45 cm.
Sursa: Rolls-Bentley 2024



Fig. 2. Polaroids from the Ottoman Empire, de Sarp Kerem Yavuz, c.
2022. Polaroid pe film tip 600. Sursa: Sarp.info

Este o nevoie umana de a regasi fragilitatea in
perfectiunea tehnicd a masinii; o nevoie care mi se pare
induiosatoare. Artistul franco-turc Sarp Kerem Yavuz
construieste un univers pe care il numeste Selamlik —
selamlak desemnand, in arhitectura otomana, spatiul
rezervat barbatilor, pandantul auster al haremlik-ului.

Reconstituit mai intai in printuri giclée (Figura 1), acest



univers s-a extins ulterior in seria Polaroids from the
Ottoman Empire. intr-una dintre imagini (Figura 2), doi
barbati tineri, mustaciosi, cu pielea bronzata si cu siraguri de
perle albe la gat, ne privesc dintr-o incapere vag definita.
Lumina e difuza, intima, ca cea a unei lampi cu petrol sau a
unui reflector de cabaret clandestin. Bijuteriile lor — coliere
aurite, perle care stralucesc pe pielea nuda — trimit simultan
la un imaginar oriental si la o masculinitate decorativa,
aproape arhaica. Exista acolo o intensitate teatrala, o
demnitate asumata, care par sa vina dintr-o alta lume si un
alt veac.

Asistam la un ,spectacol” vizual care nu este o simpla
reverie estetica. Asa cum observa si curatoarea Gemma
Rolls-Bentley (2024), practica lui Yavuz interogheaza
nuantele homoerotice ale structurilor patriarhale intr-un
context islamic, obligdndu-l pe artist sa navigheze, dupa
propria-i expresie, printre ,naratiuni contradictorii despre
camaraderia masculind, comportamente homosociale si
homofobie” (37). Imaginea devine, astfel, o reconstructie si o
reafirmare a unui ,spatiu de siguranta” (safe space), o
viziune care imprumuta din limbajul cinematografic pentru a
compune ceea ce insusi artistul numeste ,0 scrisoare de
dragoste” adresatad celebrului si scandalosului film Hamam
(in engleza, Steam: The Turkish Bath, 1997) al lui Ferzan
Ozpetek, dar si o forma de recuperare vizuala a unor istorii

care au fost, prea adesea, lasate in afara arhivei oficiale si
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condamnate la invizibilitate (Rolls-Bentley 2024). Alegand sa
imprime asemenea viziuni pe un film Polaroid 600, Yavuz
activeaza o rematerializare fizica, imperfecta, si confera
imaginii acea granulatie intima, acel voal chimic inimitabil si
acea vulnerabilitate materiala pe care algoritmul, n suficienta
lui statistica, nu le poate cunoaste. Gestul sdu poate fi
interpretat ca o re-aurificare gandita, planuita, o tentativa de
a reda unicitatea unor obiecte statistice, obtindnd un soi de
Supra-aura (o forma de rezistenta la serialitatea algoritmica)
a unei constiinte vizuale colective care cauta, in cele din
urma, sa se lase vazuta (spre deosebire de algoritmul care
optimizeaza fara a alege, Yavuz asuma imperfectiunea ca

intentie, si tocmai in aceasta asumare rezida re-aurificarea).

Fig. 3. Triptych-02, de Refik Anadol, din seria Unsupervised — Machine
Hallucinations, 2022-2023. Instalatie digitala in trei panouri (triptych).
Expusa la Museum of Modern Art, New York City, in perioada 19
noiembrie 2022 - 29 octombrie 2023. Sursa: Refikanadol.com



Din aceeasi substanta a memoriei colective se hraneste
si artistul turco-american Refik Anadol. In lucrarea sa
Unsupervised — Machine Hallucinations (2022-2023, MoMA),
vedem pe un ecran monumental un flux continuu, fluid, de
forme care par sa se topeasca unele in altele intr-o
metamorfoza nesfarsita. Sunt valuri de culori si texturi care
nu se repeta niciodata; sunt pete de ocru care devin, pentru
o secunda, structuri arhitecturale; sunt nuante de albastru
electric care se transforma 1in nori onirici, in fluxuri
magmatice (Figurile 3 si 4). Masinaria ia suma aurelor
individuale ale zecilor de mii de opere din colectia MoMA si
le topeste laolalta, dand nastere unei melancolii algoritmice.
in acest fel, lucrarile lui Anadol functioneaza mai putin ca
simple reprezentari vizuale si mai degraba ca infrastructuri
speculative ale memoriei, capabile sa reconstruiasca arhiva
printr-o logica non-umana, post-antropocentrica, in care
relatiile dintre imagini nu mai sunt stabilite de un curator sau
un istoric de arta, ci de corelatii emergente produse de
sistem (vezi Li 2025).

Fascinatia produsa de fluxuri algoritmice vine totusi
insotita si de o suspiciune critica. Nu intamplator, lucrarile lui
Anadol au fost cateodata descrise drept ,flescaiala
psihedelica”, ,lampi cu lava extrem de inteligente” sau simple
,economizoare de ecran” si acuzate ca ar transforma arhive
de valoare in suprafete soporifice lipsite de profunzime

conceptuala (Zawojski 2025, 85-86). Dar tocmai aici apare
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tensiunea cea mai interesanta a practicii sale: intre
experienta estetica imersiva si intrebarea incomoda despre
ce se pierde atunci cand memoria culturala devine material

statistic, recombinabil la infinit de catre masinarie (84).

P T N S

Fig. 4. Triptych-04, de Refik Anadol, din seria Unsupervised — Machine
Hallucinations, 2022-2023. Instalatie digitala Tn trei panouri (triptych).
Expusa la Museum of Modern Art, New York City, in perioada 19
noiembrie 2022 - 29 octombrie 2023. Sursa: Refikanadol.com

Suntem, iata, martorii unei capitulari inevitabile a
aparatului nostru perceptiv. E un impas pe care Lev
Manovich 1l diagnosticheaza, de altfel, cu o rigoare
aproape melancolica: inainte de a ne avanta sa teoretizam
grandilocvent cultura digitala, se cuvine, elementar, sa o
vedem. Dar cum sa cuprinzi cu privirea un fenomen a carui
amploare striveste orice capacitate biologica? Ochiul uman,
oricat de exersat, nu mai este suficient. Avem nevoie de o
,proteza” computationala (Manovich 2020, 18). Prin
aplicarea analizei algoritmice asupra unor colectii de-a

10



dreptul colosale (muzee intregi, arhive video, miliarde de
imagini deversate zilnic pe retelele sociale) se pot detecta cu
claritate tipare estetice, afinitati iconografice, tendinte pe
care critica de arta traditionala, sufocata de cantitate, nu le-
ar mai putea articula niciodata. Nu e la mijloc, trebuie sa
recunoastem, o inteligenta superioara a masinii, nu e vorba
de vreo sclipire de geniu a algoritmului, ci de un truism
dezarmant: niciun om, oricat de longeviv si de harnic, nu se
poate uita la un miliard de imagini deodata. De altfel, in 2018,
acelasi Manovich avusese intuitia unui prag decisiv si
semnala trecerea de la inteligenta artificiala vazuta ca un
simplu instrument docil, pus in slujba unei singure imaginatii
artistice, la una devenita, pe nesimtite, o infrastructura
masiva, un mecanism suveran, capabil sa modeleze si sa
influenteze imaginarul a miliarde de oameni (Manovich 2018,
6).

Si ajungem, inevitabil, la nodul gordian al interogatiei
noastre: ce mai inseamna a fi Autor atunci cand masinaria e
cea care genereaza? A expedia problema spunand ,nu
conteaza, rezultatul e frumos” este un raspuns insuficient, o
capitulare spirituala. Arta nu este o simpla gesticulatie
estetica; este si intentie, asumare, responsabilitate. De
aceea trebuie sa invocam o virtute uitata astazi:
autenticitatea. Omul autentic este acela care se angajeaza
integral, cu toata alcatuirea sa launtrica, in ceea ce face, fara

fisuri, fara scindari, fara retineri ori disimulari (Plesu 2011).
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,2Simtul raspunderii [la randul sau] nu se poate forma in vid”;
un om raspunde pentru lucrul care a iesit ,din mana sa”, in
care si-a angajat aptitudinile si onoarea (26). Algoritmul nu
indeplineste aceasta conditie nu din deficienta morala, ci din
structura ontologica: el optimizeaza o functie, nu raspunde
de o lume.

Poetul, asadar, nu este doar persoana care ne ofera
versuri armonioase, ci cel care le semneaza, asumandu-le
ca pe 0 marca a propriei interioritati. Asumarea deplinad a
operei, aceasta semnatura a omului intreg, asa cum Il
numeste Plesu (2011, 39-40) nu poate fi delegatd unui
algoritm. Practicile artistilor contemporani ne sugereaza un
parteneriat asemanator cu cel dintre compozitor si orchestra.
Artistul aduce intentia, contextul, criteriul de valoare, in
vreme ce masinaria ofera viteza si capacitatea de a observa
si cerceta un spatiu vizual imens. Numai ca orchestra
(noastra) digitala este adesea o cutie neagra. Artistul
opereaza cu un mecanism opac, iar decizia lui de a semna
lucrarea ajunge sa acopere, inevitabil, un volum urias de
necunoscut.

Ca orice instrument teribil de puternic, si aceasta
tehnologie produce capodopere, dar aduce cu sine i riscuri
sumbre. Trec peste mlastina juridica a drepturilor de autor.
Ma ingrijoreaza, mai mult, riscul pe care Manovich (2018, 12)
il formuleaza explicit: integrarea inteligentei artificiale in

productia culturala de masa poate conduce la o scadere a
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diversitatii estetice. Cand un algoritm modeleaza ,privirea”
colectivda a unei civilizatii — apreciind ce este frumos,
memorabil, emotionant pentru miliarde de oameni -,
inteligenta artificiala inceteaza sa mai fie o simpla unealta si
devine o infrastructura culturala. Exista deci riscul unei
omogenizari a imaginatiei vizuale colective. E drept,
companiile incearca paliative tehnice pentru a injecta
diversitate, dar ele raman solutii partiale. Paradoxal, cel mai
radical instrument de emancipare din aceasta capcana a
stereotipurilor ar putea fi tocmai abandonarea controlului in
favoarea unor modele de invatare nesupravegheata (34-35),
capabile sa descopere categorii vizuale neformulate inca de
om.

Daca ne intoarcem la vechea neliniste a lui Benjamin
(1969) privind soarta artei in epoca reproducerii mecanice,
vedem ca istoria i-a raspuns cu o politete ironica. Arta nu s-a
stins, ci s-a reincarcat cu o alta forma de viata, adesea prin
strategii pe care nici cel mai fin estetician nu le-ar fi putut
banui. Ne aflam astazi, s-ar zice, la o rascruce stranie,
undeva intre utopia specifica secolului al XX-lea a unui
algoritm compozitor si realitatea, aproape brutala, a
masindariei creatoare contemporane. Ceva nelinistitor raméane
insa atasat acestor noi instrumente. Ele par sa aiba o
dexteritate remarcabilda in a fabrica frumosul si, cu toate
acestea, nu pot raspunde de ceea ce produc. Nu pentru ca

ar fi indiferente, ci pentru ca se afla, pur si simplu, in afara
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categoriei responsabilitati. Nu ma numar, recunosc, printre
cei care anuntd cu voce sumbra sfarsitul artistului.
Tehnologia a mai fost acuzata de uzurpare si s-a dovedit, de
fiecare data, ca slujea mai degraba decat deposeda
(fotografia nu a ucis pictura; cinematograful nu a ucis teatrul;
de fiecare data, noua tehnologie a reconfigurat, nu a anulat).
Va ramane, probabil, ceea ce a fost dintotdeauna: o unealta
de mare putere care nu stie nimic despre sensul a ceea ce
face. A te folosi de ea cu mana sigura inseamna tocmai a sti
unde se opreste mecanismul si unde incepe ceea ce it
revine tie. Sa alegi. Sa fii prezent. Sa-ti asumi cu o anumita
cuviintad conditia. Semnatura nu e o simpla formalitate sau un
accesoriu de marketing. E gestul prin care te desprinzi din

larma statistica a masinii si spui, fie si in soapta, ca esti acolo.
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INTRE SENS S| SUSPICIUNE. ION NICODIM iN ARHIVA
CNSAS: LECTURI REPRESIVE $SI REZISTENTA
SIMBOLICA

Drd. Irina Paraschiv

E-mail: irina-mihaela.paraschiv@student.arteiasi.ro

Abstract

This article reads two works by lon Nicodim (Genesis and In
Memory of the Unknown Hero / Fall |) against documents from the
CNSAS archive. It traces the gap between the works’ humanist
symbolic meanings and the regime’s official interpretive grid, which
recast images as objects of suspicion and control. The concept of
“symbolic trauma” is proposed to name this systematic distortion of

meaning.

Cuvinte-cheie: arhiva, supraveghere, cenzura, simbol, lon

Nicodim, trauma simbolica

Tema articolului de fatd se inscrie intr-un proiect amplu de
cercetare doctorala dedicat relatiei dintre artistii plastici si
mecanismele de control ideologic ale regimului comunist
romanesc, abordata prin analiza documentelor produse de
Securitate si conservate astazi in arhiva CNSAS. Demersul

nu porneste doar dintr-o curiozitate istorica, ci si din refuzul
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unei taceri care a devenit in timp conventie, aceea de a
delimita prea strict esteticul de politicul, opera de biografie,
imaginea de conditiile concrete ale producerii ei. In istoria
artei roménesti recente, aceasta separare a fost adesea
justificata prin dorinta de a proteja arta de ideologie.
Paradoxal insa, tocmai aceasta protectie a produs un efect
de neutralizare, a fost eliminat din discurs contextul represiv
care a deformat receptarea operei si a impins in umbra
experientele de supraveghere, constrangere, marginalizare
sau ancheta. Se contureaza astfel o ruptura in memoria
culturala: tapiserii, picturi, sculpturi sunt pastrate si admirate,
in timp ce interdictiile, rapoartele de urmarire, interpretarile
ideologice si micro-violentele administrative ale epocii raméan,
in mare parte, nerostite.

In acest cadru, arhiva CNSAS — uneori contestata Si
considerata dificil de abordat — devine un spatiu privilegiat
pentru reconstituirea adevarului uman al creatiei sub
presiune. Ea nu ofera doar informatii factuale, afiseaza si
urmele unui conflict de interpretare in sensul ca aparatul de
control a produs o lectura represiva a imaginii, transformand

simbolul artistic intr-un obiect al suspiciunii. ' Articolul

1Tn acest articol, trimiterile la arhiva CNSAS sunt indicate prin abrevierea
ACNSAS, urmata de tipul dosarului si cota sa, apoi de volumul si filaffilile
citate (de exemplu, D = Dosar, F | = Fond Informativ, D R = Fond Retea,
iar f. indica fila). Documentarea de fata coreleaza materiale din dosare de
tip D, F I si D, R privind lon Nicodim si Dan Haulica, precum si din Fondul
Documentar Arta-Culturd (D. 10784, wvol. 3), utilizat pentru
contextualizarea institutionald a politicilor culturale si pentru anexele
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propune pentru aceasta deformare termenul de ,trauma
simbolica”, inteleasa ca un proces de distorsionare a
sensului artistic prin filtrul interpretarii ideologice.

Studiul se concentreaza asupra cazului artistului lon
Nicodim si examineaza doua lucrari esentiale: Geneza
(tapiserie monumentald destinatd spatiului public) si /n
memoria eroului necunoscut (lucrare de atelier). Analiza
pune in dialog lectura vizuala si simbolica a acestor opere cu
documente selectate din arhiva, pentru a evidentia ruptura
dintre intentia umanistd a artistului si grila oficiala care fi
resemantizeazd imaginile. Tn mod particular, articolul
urmareste modul in care reprezentarea corpului uman — in
registre ale universalitatii, fragilitatii si caderii — devine
terenul unui conflict simbolic major. Intentia finala este de a
restabili legatura dintre imagine, memorie si trauma si de a
revendica locul acestor opere intr-o istorie a artei romanesti

recente care nu idealizeaza, ci contextualizeaza critic.

1. lon Nicodim si contextul anilor ’70

Reprezentant de seama al modernismului postbelic, lon
Nicodim contribuie decisiv la tranzitia de la estetica inchistata
a realismului socialist catre un modernism permeabil valorilor
europene, in care traditia si modernitatea se articuleaza

organic. In acest sens, practica sa poate fi situatd in

reproduse fin articol (materiale asociate criticii oficiale si lecturilor
ideologice).
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proximitatea directiei numite ,figurativism abstractizant”, asa
cum este ea descrisd in sintezele lui Adrian Gutd? si a
Magdei Carneci® ca un parcurs gradual de la figurativ catre
forme esentializate, cu surse in arta populara, imaginarul
postbizantin si modernismul occidental. Alternanta dintre
figura si semn, dintre corporalitate si structura, devine la
Nicodim mai mult decéat o simpla optiune de stil, ajunge sa fie
expresia autentica a unei credinte constante in forta
spirituala a artei si in capacitatea ei de a deschide orizonturi
de sens dincolo de constrangerile conjuncturale. in paralel,
artistul exploreaza si registre ale abstractiei pure, intr-o
cautare sustinuta a unei expresii vizuale adecvate, fidela
unei vocatii interioare.

Aceasta fidelitate fatd de idealul artistic propriu apare
documentata inclusiv in arhiva Securitatii, unde Nicodim este
conturat ca un creator intransigent, dispus sa accepte
modestia materiala pentru a nu face compromisuri in actul de
creatie. O nota informativda consemneazd o declaratie
atribuita artistului, relevanta atat pentru autointelegerea sa,
cat si pentru felul in care aparatul de supraveghere incerca
sa traduca—si totodata sa domesticeasca—un discurs al

autonomiei estetice: ,Chiar daca nu i se va cumpara niciun

2 Adrian Gutd, O privire asupra liberalizérii culturale“ (VIll) Arta
roméneasca in anii 1960 si in prima parte a anilor 1970, 13-12-2018, Nr.
951.

3 Magda Carneci, Artele plastice in Romania 1945-1989 (Bucuresti:
Editura Meridiane, 2000).
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tablou de catre Stat, chiar daca va trebui sa duca lipsuri
materiale, nu va renunta la cautarile de forma si culoare [...]
numai prin imbogatirea mijloacelor plastice se poate crea o
artd de valoare, necesara statului”#. Dincolo de tenta
ideologica a formulei finale (probabil retinuta de ofiter ca
semn al “utilitatii” controlabile), nucleulul declaratiei indica o
etica a creatiei care refuza subordonarea limbajului plastic in
fata cerintelor doctrinare. Tn termenii acestei cercetari, o
asemenea pozitionare functioneaza ca premisa a rezistentei
simbolice definita prin persistenta a autonomiei sensului.

Anii ’70 marcheaza o transformare profunda in opera lui
Nicodim, orientata spre un limbaj in care miticul, sacrul si
natura fuzioneaza intr-o expresie pe care llinca Nicodim
Geze o descrie sugestiv drept o ,misticd a barbariei’®. in
lucrarile consacrate istoriei—realizate uneori in aparenta
compatibile cu tematicile legitime ale epocii—se insinueaza o
tensiune critica formulata prin materialitate: ocru, brun,
pamant; substante ale durerii colective, dar si ale regenerarii.
Materia devine purtatoare de memorie, iar memoria—cifrata
in densitati, texturi, ritmuri—capata o potentiala functie
subversiva tocmai prin refuzul transparentei ideologice.

Intr-un climat cultural tot mai marcat de reideologizare

si control estetic, aceasta tendinta spre un misticism discret,

4 Arhiva Consiliului National pentru Studierea Arhivelor Securitatii
(ACNSAS), fond D, R 0036325, f. 28.

5 llinca Nicodim Geze, lon Nicodim (Bucuresti: Editura Humanitas, 2011),
13
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dar constant—o transgresare a timpului istoric prin coborarea
in mit si arhetip—a putut fi perceputa ca deviere de la norma.
Relevante sunt si consemnarile din dosar® privind revenirea
artistului in tara dupa bursa de studii in ltalia (1970), cand
lucrarile sale sunt evaluate de autoritati ca fiind ,de factura
abstractd”, fara mesaj social-politic si cu o orientare
accentuata spre limbajul simbolic si esentializat al
modernismului’. Tn ciuda participérii la expozitii personale si
la manifestarile organizate de Uniunea Artistilor Plastici, o
astfel de distantare de ,valoarea educativ-sociald” impusa
oficial amplificd supravegherea informativa si plaseaza
artistul intr-un regim de interpretare suspicioasa.® Aceasta
incadrare este esentiala pentru cele doua studii de caz care
urmeazd—Geneza si In memoria eroului necunoscut—
deoarece permite observarea unei duble dinamici in care
coabiteaza pe de o parte, consolidarea unui limbaj simbolic
centrat pe efemeritatea corpului si demitizarea eroismului; pe

de alta parte, activarea unei lecturi represive care, prin arhiva,

6 ACNSAS, D, R 0036325, f. 101-106.

7 Ibid.

8 Multi dintre actorii culturali analizati (artisti, critici, membri ai conducerii
UAP) au functionat simultan ca beneficiari partiali ai sistemului (ateliere,
burse, mobilitate, functii) si ca subiecti ai supravegherii. Aceasta
ambivalentd nu trebuie citita ca ,vina moralad”, ci ca efect al conditiei
intelectualului in regimul totalitar, unde vizibilitatea profesionala atragea
suspiciune si control. Demersul de fatd evitd mitologizarea ,artistului
erou” si propune o lectura contextualizata a rezistentei simbolice si a
strategiilor de supravietuire culturald, pe baza principiului empatiei critice
si a refuzului judecatilor binare.
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produce deformari de sens si transforma simbolul intr-un

spatiu al suspiciunii.

2. Trauma simbolica: cadru teoretic si metodologic

Tnaintea analizarii studiilor de caz dedicate lui lon Nicodim,
este necesara introducerea unui concept care structureaza
lectura propusa: trauma simbolica. Prin acest termen,
articolul urmareste sa contribuie la extinderea vocabularului
teoretic aplicabil studiilor vizuale despre regimuri totalitare,
oferind un instrument de intelegere a felului in care puterea
intervine nu doar asupra circulatiei operei prin cenzura asa

cum se cunoaste deja, ci asupra sensului ei.

2.1. Definitie si miza

Prin trauma simbolica inteleg® procesul prin care o lucrare de
arta este fortata sa suporte o distorsionare violenta a
sensului sau prin filtrul interpretativ al ideologiei oficiale. Nu
este vorba, in primul rand, despre represiune fizica sau
despre interdictie explicitd, ci despre o formad de abuz

interpetativ, prin care sensul este constrans iar pluralitatea

9 Pentru a ancora terminologic aceastad propunere conceptuald, este util
de amintit definitia ,violentei simbolice” la Pierre Bourdieu, inteleasa ca
forma de dominatie legitima exercitata prin mijloace culturale si coduri
simbolice, care modeleazd perceptia si acceptabilitatea sensului.
Conceptul de ,trauma simbolica” propus aici intra in dialog cu aceasta
traditie, in masura Tn care urmareste felul in care un regim de interpretare
institutional poate reorienta semnificatia operei, producand o degradare a
sensului la nivel public si critic. Pierre Bourdieu, Limbaj si putere
simbolica (Bucuresti: Editura Art, 2013), 156-162.
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simbolului redus la o lectura incriminatoare, transforméand
imaginea intr-un obiect al suspiciunii, deformarii si controlului.
in acest tip de violentd, ceea ce este atacat nu este doar
libertatea autorului, ci insasi posibilitatea operei de a produce
sens in registrul ei cultural (umanist, spiritual, filosofic).

Trauma simbolica poate fi recunoscuta prin cateva
trasaturi recurente:

(1) literalizarea simbolului si coborarea lui la scenarii

culpabilizante;

(2) resemantizarea ideologica a referintelor culturale

(Renastere, mit, arhetip) catre etichete dure precum

,ocult”, ,masonic”, ,strain”;

(3) transformarea variatiei estetice in “proba” de deviere;

(4) instituirea unui regim de supraveghere si disciplinare

care fixeaza opera si autorul intr-un profil de dosar.

2.2. Ancorari teoretice

Conceptul dialogheaza cu mai multe directii teoretice, fara a
se confunda cu ele. Dominick LaCapra formuleaza trauma ca
rana care revine simbolic si care poate bloca elaborarea
criticd a trecutului. in cazul imaginilor produse sub presiune
ideologica, trauma nu se manifesta doar la nivelul biografiei
individuale, ci si la nivelul sensului cultural, in conditiile in
care grila interpretativa oficiala poate functiona ca repetare

institutionala a violentei, mentindnd opera intr-un registru al
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suspiciunii ' . Marianne Hirsch, prin conceptul de
postmemorie, descrie modul in care suferintele nespuse
circula intergenerational prin imagini, obiecte si afecte
culturale. ' in contextul de fata, marginalizarea operei i
tacerea arhivala nu produc doar absentd, ci un tip de
memorie vizuala intrerupta, altfel spus o postmemorie
estetica, in care imaginea poarta o incarcatura latenta ce nu
poate fi articulatd public decat tarziu, prin relecturd critica. Tn
aceiasi linie Jeffrey C. Alexander defineste trauma culturala
ca proces prin care o colectivitate ajunge sa perceapa o rana
ca fiind constitutiva pentru identitatea sa, ceea ce implica o
dezarticulare a sensului comun si o reconfigurare a
naratiunilor publice. In regimul totalitar, cenzura simbolica
si interpretarea normativa produc o ruptura intre artist, public
si sens, prin impunerea unei singure grile legitime de lectura.
Trauma simbolica poate fi inteleasa, astfel, ca un mecanism
particular al traumei culturale, in sensul ca nu doar suferinta
e reprimatd, ci si capacitatea simbolului de a functiona ca
spatiu comun al interpretarii.

in fine, Svetlana Boym asociaza trauma cu nostalgia

dupa o “casa” care nu mai exista, o tensiune intre pierdere si

0 Dominick LaCapra, Writing History, Writing Trauma (Baltimore: Johns
Hopkins University Press, 2001).

" Marianne Hirsch, The Generation of Postmemory: Writing and Visual
Culture After the Holocaust (New York: Columbia University Press, 2012).
12Jeffrey C. Alexander, Ron Eyerman, Bernhard Giesen, Neil J. Smelser,
si Piotr Sztompka, Cultural Trauma and Collective Identity (Berkeley:
University of California Press, 2004).
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recuperare, intre trecut si imaginar'®. In aceasta perspectiva,
arta devine nu doar expresie, ci si spatiu de recuperare a
ceea ce regimul a incercat sa desfiinteze. Trauma simbolica
nu este doar distrugere de sens, ci si potential de reactivare
pentru ca opera pastreaza o rezerva de semnificatie ce

poate fi recuperata printr-o lectura critica si contextualizata.

2.3. Metoda de lucru: arhiva ca proba a grilei oficiale

Metodologic, articolul trateaza arhiva CNSAS nu ca depozit
neutru de informatii, ci ca loc in care se poate observa
mecanismul lecturii disciplinare in actiune, prin observarea
modului in care se produc cadre rigide, cum se justifica
suspiciuni, cum se construiesc “dovezi documentate” prin
anexare de citate, analogii si scenarii reductive. In acest
sens, documentele nu sunt folosite pentru a “confirma”
interpretarea estetica, ci pentru a arata cum institutia a
incercat s& administreze sensul operei. in cazul lui lon
Nicodim, trauma simbolica se manifesta exemplar prin
deturnarea sensului corporalitatii. in Geneza, figura inspirata
de omul vitruvian — simbol al umanismului renascentist si al
ordinii rationale — este reincadrata ideologic ca emblema a
unei “alte ideologii”, devenind pretext pentru acuzatii de
ocultism sau masonerie. In opera In memoria eroului

necunoscut / Cé&dere [, corpul vulnerabil si demitizarea

3 Svetlana Boym, The Future of Nostalgia (New York: Basic Books,
2001), xiii.
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eroicului sunt citite drept “pesimism”, “abatere” si lipsa de
angajament social. In ambele situatii, mecanismul este
similar Tntrucat in locul unei reflectii morale asupra naturii
umane si asupra conditiei istorice, regimul detecteaza un
pericol ideologic. Simbolurile devin amenintari, iar artistul —
etichetat vinovat si pus sub urmarire. Cu acest cadru
conceptual, cele doua studii de caz nu urmaresc doar
descrierea conflictului dintre operd si ideologie, ci
cartografierea unei traume simbolice, urmarind felul in care
sensul este deturnat, administrat si sanctionat prin

interpretare.

3. Studiu de caz |: Tapiseria Geneza (1970-1977)
Context institutional: comanda sociala si norma
culturala

in perioada comunista, arta decorativa a fost conditionata de
dubla functionalizare, care presupune integrarea estetica in
spatiul social si conformarea la imperativele ideologice ale
partidului. In acest cadru, ,comanda sociald” a reprezentat
un mecanism de finantare si amplasare a lucrarilor in institutii
publice, si un instrument de orientare a productiei artistice
spre tematici prestabilite si spre formule vizuale compatibile
cu programul oficial de influentare a constiintei colective.
Caterina Preda defineste ,arta oficiala” ca artd cu mesaj
ideologic, impusa de puterea politica (PCR), transmisa prin

pictura, sculptura, arta decorativa sau fotografie si reglata
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printr-un sistem de selectie si aprobare controlat de Uniunea
Artistilor Plastici si de structurile culturale ale partidului®.
Functia acestei arte depasea reprezentarea, ea urmarea
conformarea realului la o viziune doctrinara, devenind un
dispozitiv de propaganda si ,educatie socialista”. in
consecinta, procesul artistic individual, exploratoriu si
creativ—adica exact acel tip de conceptie care produce
adancime simbolica—ajungea sa fie material operativ.
Czestaw Mitosz observa ca regimul totalitar nu se
multumea sa indice teme, ci impunea si maniera de expresie,
intr-o ,luptd impotriva spontaneitatii procesului creator”, prin
care autonomia imaginatiei era perceputd ca risc politic'®.
intr-o astfel de logica, nu doar continutul, ci si insasi structura
limbajului plastic (metafora, varietatea, arhetipul, simbolul)
putea deveni subiect al controlului. In cazul Iui lon Nicodim,
tapiseria Geneza—realizata in cadrul unei comenzi sociale—
ilustreazd cu pregnanta tensiunea dintre tema cerutd si
libertatea simbolica a artistului. Documentele si discursurile
de supraveghere ale epocii arata ca astfel de lucrari puteau fi
contestate si cenzurate nu numai pentru ,deviere stilistica”, ci
si pentru presupuse ,mesaje ascunse” sau ,simboluri oculte”
interpretate ca incompatibile ideologic, ,purtatoare de mesaje
incifrate” si asociate, cu ,propagarea altor ideologii”, precum

14 Caterina Preda, Uniunea Artistilor Plastici si artistul socialist de stat
(Cluj: Editura Ideea Design & Print, Aphida, 2023), 22.

5 Czestaw Mitosz, Géandirea captivd (Bucuresti: Editura Humanitas,
2017), 209.
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cea masonica '® . Intr-un asemenea climat interpretativ,
simbolul nu mai functioneazé ca deschidere a sensului, ci
este tradus ideologic intr-un indiciu incriminator, mutatie care,
in plan metodologic, pregateste ceea ce am numit mai sus

trauma simbolica.

3.1. Conceptia lucrarii si retorica adaptativa a artistului

Un caz remarcant in contextul artei decorative romanesti din
anii 70 il constituie tapiseria monumentala Geneza, realizata
de lon Nicodim impreuna cu Ariana Nicodim pentru holul
Teatrului National din Bucuresti. Lucrarea, de mari
dimensiuni (9 x 11 m), este conceputa intr-un moment in
care raportul dintre artad si ideologie devine tot mai fragil, iar
spatiul institutional public—unde tapiseria urma sa
functioneze ca decor ‘“reprezentativ’—amplificd tensiunea
dintre autonomia limbajului plastic si asteptarile doctrinare. Tn
acest context, artistul elaboreaza o forma subtila de
negociere a sensului, pe care o putem descrie ca retorica
adaptativa a supravietuirii, inteleasa ca strategie discursiva
prin care creatorul ofera o interpretare “acceptabild”
autoritatilor, fara a abandona miezul umanist al operei. O
notda din dosarul sau, pastrata in arhiva CNSAS,
consemneaza o descriere ampla a simbolismului tapiseriei,

in care Nicodim introduce, in registru prudent, elemente

6 Vezi articol Nicolae lonita, ,Problema «Oculta» — Securitatea si
Francmasoneria in anii '80”, Caietele C.N.S.A.S. 1 (2008): 102—-105.
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umaniste si o reflectie indirecta asupra fragilitatii civilizatiei
contemporane’”. Th mod rar, un text redactat sub presiunea
justificarii ideologice capata valoarea unei marturii estetice,
care devine simultan declaratie de crez si document al unei
directii de protejare a semnificatiei.

Conform acestei marturii, tapiseria este structurata in
doua registre, ,cerute de inaltimea spatiului arhitectural”, si
organizata in jurul unei serii de ,embleme solare” menite sa
exprime ,vocatia noastra esentiala, de claritate solara, de
dragoste pentru lumind”. Axatd pe tema dualitati—
,alternativa intre bine si rdu, a pacii si a razboiului"—lucrarea
se inscrie intr-un univers dens de referinte culturale, unde
intertextul vizual si literar are rol constitutiv, cu trimiteri la
versuri ale lui Arghezi si la embleme atribuite lui Leonardo da
Vinci'8. Miezul argumentului oferit de Nicodim este insa unul
profund umanist. Imaginea centrala, inspirata de figura
vitruviana, este definita ca o ,deviza intelectuala”. a vedea, a
sti, a sta in centrul vast al experientei. Simboluri legate de
cosmos, istorie, ratiune si echilibrul dintre ratiune si simtire
(;,un drum ce trebuie cautat intre creier si inima”) 19
configureaza o conceptie despre om ca masura a lumii si
despre culturad ca forma de orientare etica. in aceasta cheie,

Geneza functioneaza ca alegorie a umanitatii si ca meditatie

7 ACNSAS, D | 0259339, vol. 1, f. 52-53, nota dactilografiata, ,Cantare
Omului” (tapiserie pentru holul Teatrului National; 9 x 11 m).

8 ACNSAS, D 1 0259339, vol. 1, f.f. 52-53.

19 Ibid.

29



asupra fragilitatii civilizatiei, chiar in interiorul unui spatiu
politizat pana la nivelul “tesaturii” decorative. Finalul textului
consemnat in dosar ofera cheia intelegerii mecanismului de
aparare discursiva. Nicodim ncheie prin formula: ,in avintul
civilizatiei noastre contemporane am vrut sa sugeram
aceasta bogatie de intelesuri pentru a simboliza artistic
opera de constiintd si umanitate care e socialismul” % .
Aceasta fraza poate fi citita ca o parafraza de conformare,
menita sa protejeze sensul real al lucrarii intr-un limbaj

“'I\

acceptabil ideologic. Tocmai aceasta “inchidere” prudenta
transforma documentul intr-un material de referintda pentru
intelegerea strategiilor prin care artistii au incercat sa apere
simbolul de reducerea lui la propaganda, dinamica esentiala
pentru ceea ce am numit, mai sus, trauma simbolica—adica

deformarea sensului prin lectura fortata a regimului.

3.2. Lectura simbolurilor intre umanism si resemantizare
ideologica

Dincolo de lectura oficiala si de deformarile produse de grila
ideologica, tapiseria Geneza (Fig. 1) ramane o constructie
semantic stratificatd, in care se pot citi atat aspiratiile
umaniste ale artistului, cat si tensiunile unei epoci ce limita
autonomia expresiei. Desi compozitia este centrata in jurul
mitului renascentist al ,Omului universal”, ea nu functioneaza

ca simplu omagiu al Renasterii, ci ca o reverie tensionata, in

20 |pid., f. 53.
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care figura umana apare prinsa intre forte cosmice, semne
ale cunoasterii si sugestia unei ordini care depaseste

controlul dogmei politice.

oy

Fig. 1. lon Nicodim, Geneza, 1970-1977, tapiserie (lana), Teatrul
National Bucuresti. Reprodus din llinca Nicodim Geze, lon Nicodim
(Bucuresti: Humanitas, 2011), 78. Cu amabilitatea fotografului Eugen
Vasile.

Pentru Nicodim, omul este ,masura lumii’, iar gestul de
deschidere a bratelor poate fi citit aici drept o aspiratie de
cuprindere si intelegere a universului in integralitatea lui.
Circularitatea compozitiei capata aici o functie mai mult decat
ornamentala, devenind emblema a armoniei si a echilibrului
dintre fortele existentei, proiectdnd—cum observa Dan

Haulica—un ,ecou al intelectualitatii renascentiste” intr-un
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context cultural dominat de imperativele transparentei
ideologice?!.

in registrul inferior al primei partii din tapiserie, apar
motive grafice care amplifica tensiunea dintre deschidere si
constrangere. Sagetile orientate in sensuri opuse, repetate in
serialitate, pot fi interpretate ca semn al dublei naturi a
existentei: intre interioritate si exterioritate, intre material si
spiritual, intre limitare si libertate. La fel, reprezentarea
seriala a urechii—un organ auditiv amplasat insistent in
compozitie—introduce o dualitate expresiva importanta. Ea
poate functiona ca aluzie discretd la epoca “ascultarii”
generalizate, dar si ca metafora a receptivitati omului
modern, expus simultan sunetelor tehnologiei, propagandei
si lumii cotidiene. Prin recurenta, motivul aminteste de
strategiile vizuale ale culturii pop, unde repetitia intensifica
ideea de hiper-vizibilitate si fragmentare a experientei.

Comentariul lui Dan Haulica clarifica aceasta directie,
deoarece in locul unei lecturi ilustrative, el propune o cheie
filosofica, vorbind despre ,omul in raport cu universul”,
,ordonarea fortelor interioare” si o dimensiune spirituala in
care ,linia, miscarea si lumina devin vehicule ale sensului"?2.
intr-o epoca in care reprezentarea realistd in ton optimist a

“personalitatilor” si a scenelor istorice era canon, o

21Dan Haulica, Arta plastica (emisiune TV), 1972, comentariu asupra
simbolisticii lucrarii ,Omul” de lon Nicodim, accesat Septembrie 12, 2025,
https://youtu.be/OhsKRfRhJZs?t=1

22|bjd.
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asemenea orientare simbolista si metafizica dobandea
inevitabil o fincarcatura de risc prin refuzul limbajului
propagandistic.

Privita din perspectiva cercetatorului contemporan,
Geneza poate fi inteleasa ca marturie despre conditia
artistului sub regim totalitar in care opera, prin simbol, ritm si
densitate culturala, propune o altda forma de realitate—
esentializata, poetica, deschisa—si tocmai de aceea
vulnerabila in fata unei lecturi decisive. In acest punct,
simbolurile nu mai sunt doar elemente de compozitie, ele se
transpun in centre de tensiune conturand o harta a unei
cautari umane profunde, amenintatd de constrangerea
interpretarii. Exact aceasta pluralitate a sensurilor—care, in
plan artistic, produce densitate culturala—devine, in plan

institutional, motivul principal al suspiciunii.

3.3. Ruptura dintre intentie si lectura oficiala

Cunoscuta si sub titlurile Cintare omului sau Omul si
cosmosul, tapiseria monumentala Geneza a fost conceputa
ca un elogiu al umanismului renascentist, avand in centrul
compozitiei figura omului vitruvian asociata traditiei
leonardesce. intr-un interviu ulterior, lon Nicodim formuleaz&
explicit conditia artei de for public ca teren al constrangerilor
multiple: ,Arta de for public implica diverse constrangeri

exterioare, legate de cerintele celui care comanda sau de
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conditile obiective ale amplasarii respectivei lucrari” 23 .
Aceasta afirmatie, desi retrospectiva, fixeaza din interior
tensiunea structurala a proiectului, dat fiind ca o lucrare
destinata spatiului public trebuie sa negocieze simultan cu
arhitectura locului si cu “orizontul de acceptabilitate” impus
de autoritatea comanditara. Sprijinit de Dan Haulica, care a
promovat elemente ale compozitiei inca din stadiul de proiect
in paginile revistei Secolul 20,?* (Anexa 1), ACNSAS (Anexa
14) artistul a ales o tematica aparent compatibila cu ideologia
oficiala, dar a transpus-o intr-un limbaj universalist si plural.
Imaginea centrala, inspirata de conceptia potrivit careia omul
este o0 Ilume 1in miniatura—alcatuita din elemente
fundamentale (aer, apa, foc, pamant)—traduce in cod
simbolic ideea de ordine universala, armonie si rationalitate
valori cel putin la nivel declarativ compatibile cu umanismul
socialist. Tocmai aceasta compatibilitate “de suprafatd” a
permis realizarea lucrarii; insa pluralitatea sensurilor a ramas,
structural, un potential de conflict. Dupa finalizare (1977),
Geneza intra intr-un proces de contestare si reinterpretare
ideologica: lucrarea este perceputa ca interpretabila simbolic
si, ulterior, ca ,nepotrivitd” pentru spatiul public destinat. Desi

monumentalitatea si statutul de comanda putea sugera

23Raluca Alexandrescu, ,Arta de for public, arta privata. Interviu cu lon
Nicodim,” Observator Cultural, Februarie 6, 2001, accesat Martie 23,
2026, https://www.observatorcultural.ro/

24 Secolul 20, (10-11-12/1971)
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fidelitate fatd de canoanele artei oficiale, dimensiunea
metafizica, universalistd si densitatea referintelor culturale
sunt receptate de autoritati ca semne ale unei gandiri
,neangajate” politic. in acest punct se vede ceea ce am
numit ,esec ideologic” nu in sensul de accident estetic, mai
curand o tensiune structurala intre libertatea plastica si grila
represiva a artei de comanda. in acelasi an, Nicodim este
invitat la Cité Internationale des Arts din Paris, iar fiica sa
consemneaza retrospectiv o explicatie de ordin moral si
psihologic pentru aceastad decizie: ,Era obosit si profund
dezgustat de societatea in care traia, motiv suficient de
puternic pentru a parasi Romania2®.

In economia articolului, aceastd marturie functioneaza
mai degraba ca indicator al climatului de epuizare si al
presiunii cumulative, fara a transforma Geneza intr-o cauza
unica si exclusiva a plecari—un detaliu important pentru
rigoarea argumentului. Punctul de interes ramane ruptura
dintre intentia artistica si lectura impusa de structurile de
control cultural. Daca pentru artist tapiseria exprima o
reflectie umanista asupra vietii, cunoasterii si ordinii cosmice,
in documentele de supraveghere simbolurile devin pretexte
de anchete, susceptibile de interpretari aluzive cu rol
incriminator.

Dosarele CNSAS aratd un mecanism recurent care

consta in demontarea semnificatilor culturale i

25Njcodim Geze, lon Nicodim, 13
35



resemnificarea lor intr-o cheie de ,influente oculte” sau
masonic-elitiste, considerate incompatibile cu “unitatea
ideologicd” a regimului. in acest fel, lectura capata o functie
represiva, intrucat referinte culturale, forme si structuri de
compozitie sunt filtrate sistematic printr-o grila orientata spre
detectarea “elementelor subversive”. Analiza oficiala poarta
amprenta unui registru recognoscibil in evaluarile ideologice
ale epocii; in dosar este mentionat explicit criticul Mircea
Deac, autor al unor astfel de evaluari publicate in presa de
partid, inclusiv in contexte in care invocarea simbolurilor
,masonice” functioneaza ca argument de contestare?®.

Un exemplu elocvent este identificarea figurii centrale—
,Omul celest”—cu un simbol al francmasoneriei, interpretare
sustinuta prin citate anexate din lucrari stiintifice de ocultism
si filozofie religioasa (de la Cabbala sau filozofia religioasa a
evreilor la Stiinta secretad), in care apare expresia ,Omul
Celest” ca emanatie originara?’. In sprijinul acestei lecturi,
ancheta ataseaza si reproduceri vizuale care fixeaza directia
de interpretare (Anexa 2), ACNSAS (Anexa 12), (Anexa 3),
ACNSAS(Anexa 14A), construind o aparentd de
“demonstratie” eruditd. In aceeasi logica, figura umanéa este

descrisa drept un ,om dezbracat si fard sex determinat” ce

26 ACNSAS, D | 0259339, vol. 1, f. 63; Ibid., f. 60 (Nota sursei ,Aurora”
catre Budeca Stefan, 13 noiembrie 1976). Mentionarea numelui are aici
un rol strict contextual,(istorie a discursului ideologic), nu unul moralizator.
27 ACNSAS, Fondul Documentar Arta-Culturd D. 10784, vol. 3, f. 111 si f.
130, Vezi ( Anexa 12)
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poate fi inscris intr-o stea in cinci colturi—imagine asociata
,omului initiat” si microcosmosului uman ?¢ —iar ancheta
recurge la astfel de analogii ca proba pentru culpabilizarea
simbolicd a lucrarii. In plus, simbolurile creierului si inimii
ofera un al doilea exemplu de extrapolare fortata. Pentru
artist, ele indicau echilibrul dintre ratiune si afect, in acord cu
umanismul renascentist si cu ideea unei cunoasteri integrale.
In lectura Securitatii, semnificatiile sunt deplasate catre o
grila oculta, fiind corelate cu pasaje extrase din Zohar (unde
creierul ar fi emblema apei, inima a focului, asociate ,tronului
clementei” si ,tronului rigorii”)?°. Diferenta dintre aceste doua
regimuri de discurs nu este o simpla neintelegere; mai
curdnd, ea devine o tehnica de control cultural. Intentia
artistica este inlocuita de o “dovada” construita, iar simbolul
este transformat intr-un obiect al presupunerii. In termenii
conceptuali ai articolului, aici se contureaza cel mai clar
trauma simbolica, inteleasa ca deformarea sensului prin
interpretare brutala, care muta opera din campul umanist al

culturii in cdmpul incriminator al ideologiei.

3.4. Geneza in grila traumei simbolice
Cazul Geneza arata ca tensiunea nu se produce intre ,artad”
si ,politica” ca doua domenii separate, ci intre doua regimuri

de lectura incompatibile. Pe de o parte, artistul Tsi

28 \ezi (Anexa 14 A). Ibid., f. 135
2Jpid., D. 10784, vol. 3, f. 111. Cele doua simboluri( creierul si inima)
apar in proiectul modificat si publicat in revista ,Arta” N. 4/1974.
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construieste argumentul intr-o gramatica umanista—ordine,
lumina, echilibru, cunoastere—si recurge, atunci cand este
fortat, la un discurs cultural inteligent construit care face
posibila supravietuirea sensului operei in spatiul public. Pe
de alta parte, institutile de control transpun aceasta
densitate simbolica intr-un sistem al suspiciunii, in care
pluralitatea devine ‘“insinuare”, cultura devine “ocult’,
intertextul devine “proba”, iar interpretarea se transforma in
instrument de sanctionare. In acest punct se contureaza
ceea ce numesc trauma simbolica, adica nu o simpla
“neintelegere” a operei, ci o deformare activa a sensului
produsa de grila interpretativa oficiala. Aceasta deformare
apare atunci cand simbolul este smuls din logica sa culturala
si inserat intr-o logica de politie culturala, in care orice semn
are potential idicativ, iar orice deschidere interpretativa este
tratata ca pericol. Totodata, Geneza ofera un model
metodologic in care documentele CNSAS nu functioneaza
doar ca “fundal”, ci ca proba a modului in care institutia a
produs o realitate interpretativa paralela, capabila sa
modifice destinul public al unei lucrari. Aceasta dinamica—
intre sensul umanist si resemantizarea ideologica—
pregateste trecerea catre al doilea studiu de caz, unde tema
memoriei si a demitizérii intensificad conflictul dintre intentia

artistica si lectura impusa.
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4. Studiu de caz ll: in memoria eroului necunoscut /
Cadere 1 (1974)

Fig. 2. lon Nicodim, Cédere I (in memoria soldatului necunoscut), 1974,

tehnica mixta si colaj pe panza, Fondul national de arta contemporana
(Franta). Reprodus din llinca Nicodim Geze, lon Nicodim (Bucuresti:

Humanitas, 2011), 71. Cu amabilitatea autoarei.
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Atelierul ca refugiu al gandirii simbolice

in contrast cu monumentalismul lucrarilor de for public,
supuse cenzurii formale si ideologice si filtrate prin
mecanismele comenzii sociale, In memoria eroului
necunoscut (cunoscuta si sub titlul Cadere I) (Fig. 2) este o
lucrare de atelier, realizata in 1974 si prezentata publicului in
1975 in cadrul expozitiei colective Imagini ale istoriei. De la
document la operd la Galeria Noud, Bucuresti®®. Aceasta
diferenta de registru—atelier versus spatiu public—nu tine
doar de circumstante materiale, ci de tipul de libertate care
face posibila creatia: in timp ce lucrarea de comanda
negociaza de la inceput cu un “orizont de acceptabilitate”,
atelierul permite formularea unei interioritati care nu poate fi
redusa la mesaj. Expozitia in sine a constituit un eveniment
experimental, in care artisti expozanti®' au abordat teme
istorice intr-o maniera personala, simbolica sau implicit
critica, punand in tensiune raportul dintre document si
transfigurare artistica. in acest cadru, gestul lui lon Nicodim

de a demitiza figura eroului3?—de a fnlocui glorificarea

30 Catalogul expozitiei, Imagini ale istoriei. De la document la opera,
Galeria Noua, Bucuresti, mai-iunie 1975, editat de UAP

31 Ibid., Lista artistilor expozanti preluatd de pe coperta catalogului de
expozitie : Imagini ale istoriei. De la document la operd, Galeria Noua,
Bucuresti, mai-iunie 1975, editat de UAP: lon Grigorescu, lon Nicodim,
Virgil Alimasanu, Octav Grigorescu, Mircea Spataru si Paul Vasilescu.

%2 Prin ,,demitizare” inteleg aici un concept teoretic promovat in discursul
critic al anilor '70 de Dan Haulica, in sensul dreptului artistului la
subiectivitate si al transfigurarii realului intr-un limbaj simbolic, meditativ,
plasat dincolo de figurativul propagandistic; intr-un text invocat de
Securitate, Haulica subliniazd ca artistul nu trebuie sa preia ,imaginea
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festivista cu o reprezentare fragila, cazuta, umanizata—
devine un act cu potential de neadaptare ideologica, prin
deplasarea accentului de pe reprezentarea canonica a
eroismului programatic pe vulnerabilitatea conditiei umane.
Documentele consultate in arhiva CNSAS indica faptul
ca lucrarea este receptata ca ,deviere” de la discursul oficial,
iar autorul este caracterizat drept ,element disident” in zona
artelor vizuale 3. Comentariile negative din presa vremii,
impreuna cu notatiile informative din dosar, reflecta nevoia
regimului de a disciplina discursul artistic si de a sanctiona
ceea ce apare ca individualism, multiplicitate de sensuri sau
,viziune pesimista” — adica exact acele registre prin care
arta de atelier produce densitate existentiald. In interviul din
2001, lon Nicodim formuleaza cu luciditate si o ironie
discreta diferenta dintre creatia fara comanda si arta sub
presiunea asteptarilor publice: ,Cind poti sa pictezi fara
comanda nimanui e ca si cind ai scrie un jurnal intim... [...]
Artistul nu creeaza cu gindul la receptor. Arta nu este o

stiinta exacta, misterul artei este chiar aleatoriul. [...] Un

primard®, ci sa astepte pana cand ,imaginea transfigurata,
transcendentald” poate fi figuratd pe panza. in documentele de
supraveghere, o asemenea orientare este adesea tradusa politic si
tratatd ca formd de opozitie culturald. intr-un context represiv,
,demitizarea” poate functiona si ca strategie indirecta de transmitere a
unui mesaj neconform liniei oficiale si chiar de contestarea oranduirii
comuniste in contextul in care exprimarea deschisa a opiniilor critice la
adresa sistemului politic, si a guvernarii comuniste, implica riscuri de
ordin penal, social si/sau profesional. ACNSAS, Fond Informativ privind-
Haulica Dan —"Hasan”- | 0002001, f. 48 si f. 263; vezi si Vasile Malureanu,
Cultura si elitele roméne sub comunism (Bucuresti: RAO, 2019), 215.

33 ACNSAS, D 10259339, vol. 1, f. 1.
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tablou il faci pentru ca simti ca nu poti sa nu-l faci, e ca o
evacuare a interioritatii tale”’3*. iIn aceastad cheie, atelierul
devine un spatiu al “libertatii interioare™—o zona liminala in
care artistul isi asuma riscul de a gandi altfel, de a formula o
memorie neconforma si de a refuza mitizarea obligatorie.
Daca Geneza a fost supusa unei resemnificari coercitive, n
cazul lucrarii de atelier conflictul se produce intr-o forma si
mai radicala, in care interpretarea oficiala nu mai poate
integra opera decéat prin excludere simbolica si prin
etichetare. Critica de specialitate contemporana a reabilitat
acest demers, accentudnd coerenta discursului vizual creat
de Nicodim si densitatea lui spirituald. Ruxandra Garofeanu
observd c& In memoria eroului necunoscut exprimd o
Jlibertate conceptuald” inradacinata in spiritualitatea autorului
si Intr-o reflectie asupra istoriei ca asumare colectiva®. in
acest sens, lucrarea marcheaza una dintre cele mai
importante rupturi  dintre artist si regim—afirmandu-si
autenticitatea, prin gestul de negare al mitizarii si ca
recuperare a unui adevar uman pe care discursul oficial il
oculta. Atelierul devine in aceste circumstante nu doar locul
creatiei, ci si un spatiu al demnitatii culturale, un teritoriu al
gandirii simbolice care scapa controlului ideologic tocmai prin

faptul ca nu se supune limbajului doctrinar.

34 Alexandrescu, ,Arta de for public, arta privata.”

35 Ruxandra Garofeanu, Dan Haulica, Artistul si puterea. Ipostaze ale
picturii romanesti in perioada 1950—1990 (Bucuresti: Art Society, 2024),
25.
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4.1.Limbajul ideologic: nota informativa si deformarea
sensului

in plina desfasurare a expozitiei Imagini ale istoriei. De la
document la operd (Galeria Noua, Bucuresti; iunie 1975),
lucrarea in memoria eroului necunoscut a lui lon Nicodim
devine obiectul unei evaluari ideologice consemnate intr-o
nota informativa a Securitatii, redactata la 19 iunie 1975, pe
baza observatiilor unei ,surse” care vizitase galeria cu o zi

“n
|

tnainte®. Textul, surprins practic “Iin timp real”, este relevant
ca reactie punctuala, si proba a modului in care institutia
traduce arta simbolica intr-un vocabular al suspiciunii si al
disciplinarii. in expozitie, Nicodim participa cu trei lucrari
(Desen preparatoriu pentru un proiect spiritual privind
revolutia [19731%, in memoria eroului necunoscut [1974], in
memoria eroului necunoscut Il [1975]), iar nota insista asupra
unui presupus “derapaj” formal si cultural. Artistul este acuzat
ca ar fi adoptat un ,stil artistic strain culturii romane”, descris
drept ,experimental™—o eticheta recurenta in lexicul cenzurii,
folositd pentru a respinge inovatia formala si diversitatea

simbolica. Se sugereaza inclusiv o cauzalitate ideologica ce

36 ACNSAS, D | 0259339, vol. 1, f. 9. ,Nota informativd asupra unui
tablou a lui lon Nicodim,” 19 iunie 1975.

37 Arta plastica” (emisiune TV), 1973, imagini cu lucrarea ,Desen
preparator pentru un portret spiritual privind revolutia” de lon Nicodim;
vorbeste lon Frunzetti; Arhiva TVR (inregistrare disponibila online),
accesat Septembrie 12, 2025,

https://youtu.be/aBZz6 STOwol?si=plsaHZpNM3_LplFf.
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tine de influenta negativa a celor doi ani petrecuti in Italia,
care l-ar fi transformat intr-un adept al formulelor noi “cu
orice pret’, interpretate drept ,moda” periculoasa in randul
artistilor3.

Caracterul represiv al lecturii se dezvaluie, insa, mai
ales in felul in care reactia estetica este convertita in
acuzatie. Nota descrie intalnirea cu lucrarea prin termeni de
disconfort (,aspect dezagreabil”, ,frunte incretitd de mirare”),
iar apoi reconstruieste imaginea intr-o serie de scenarii
menite sa compromita atat sensul, cat si autorul. Figura
prabusita este tradusa literalizant fiind redusa la scenarii
descriptive de tipul: ar putea fi ,un muncitor cazut de pe o
scheld” sau ,un taran cazut de pe combind”, reprezentat
grotesc, cu ,un cap de cadavru, un craniu scheletic’,
interpretare care aluneca rapid spre insinuarea sociala: ,era
deja aproape mort din cauza foamei’®. Intr-o logica tipica
lecturii ideologice, exprimarea libera devine incriminare, iar
simbolul este fortat s& spund ceea ce institutia vrea sa
detecteze: “defdimare”, “pesimism”, “aluzie”. Pana si un
detaliu secundar (incaltamintea personajului) este mobilizat
ca argument, iar cizmele ar fi ,putin obisnuite romanului” si ar
sugera un ,taran rus”, ceea ce produce o aluzie geopolitica
menita sa compromita lucrarea printr-o asociere straina liniei

oficiale. Aceastd maniera de interpretare nu urmareste

38 ACNSAS, D 1 0259339, vol.1, f. 8.
% Ibid., f. 8.
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clarificarea sensului, ci producerea unui dosar de suspiciuni,
in care totul poate deveni “semn”.

Concluzia notei este edificatoare: ,Impresia despre
lucrarea In memoria Eroului necunoscut este total neplacuta,
fara mesaj si fara calitati de sensibilitate artistica”, urmata de
fraza care tradeaza, paradoxal, adevarata miza: ,din fericire,
Galeria Noua este vizitata doar de cateva sute de persoane
lunar, astfel incat asemenea experimente nereusite nu pot fi
popularizate™®. Dincolo de dispretul afisat, aceasta formula
indica teama fata de circulatia simbolica a operei deoarece
regimul nu se teme doar de opozitie deschisa, ci de forta
metaforei—de posibilitatea ca o imagine bine construita sa
“scape” controlului si sa produca sens in afara grilei oficiale.
In termenii articolului de fata, aici se vede modul in care
trauma simbolica se constituie ca mecanism, cum opera este
smulsa din registrul reflectiei asupra conditiei umane si
reinscrisa in registrul suspiciunii, unde interpretarea insasi
devine instrument de sanctionare. Reactia consemnata in
nota informativa nu ramane un simplu verdict estetic, ci se
traduce rapid in proceduri. Pe fondul notelor furnizate de
reteaua informativa si al atacurilor din presa de partid, la 26
iunie 1975 este emis un Plan de masuri pentru urmarirea
informativa a lui lon Nicodim, elaborat ,cu aprobarea

organelor de partid” si pus in aplicare sub responsabilitatea

40 fpid., f. 10 v.
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ofiterului Budecd Stefan 4' . in paralel, presa oficiald
consolideaza vocabularul incriminator; de pilda intr-un articol
din Scinteia (31 mai 1975), expozitia de la Galeria Noua este
denuntatd pentru ,subiectivarea istoriei” si pentru un nivel
,deceptionant estetico-ideologic”, iar lucrarile lui Nicodim
sunt catalogate drept ,figuri grotesti”4?. Analize recente®
arata ca aceste atacuri au fost dublate de interventii publice
in cadrul unei conferinte organizate concomitent, unde voci
asociate canonului realismului socialist (Constantin Craciun,
Raoul Serban, Mihai Bandac si Adrian Petringenaru) care au
incercat sa fixeze norma de receptare si sa delimiteze

,acceptabilul” ideologic**.

4.2. Demitizarea ca act de cunoastere: ,caderea” si
conditia umana in istorie

Reideologizarea culturii dupa Tezele din iulie 1971 a produs
0 presiune sistematica asupra practicii artistice, nu doar prin
control institutional, ci prin alterarea insasi a cadrului etic in

care creatorul si putea intelege rolul. in cazul lui lon Nicodim,

41 ACNSAS, D 1 0259339, vol. 1, f. 1, ,Plan de masuri in vederea urmaririi
informative,” 26 iunie 1975 (mentiune: ,cu aprobarea organelor de partid”;
responsabil: Budeca Stefan).

42Adrian Petringenaru, ,Imagini care nu sunt ale artei. Pe marginea unei
expozitii de la Galeria Noua din Capitala,” Scinteia, nr. 10194 (31 mai
1975).

43 Alina Serban, ,Argumente pentru un program. Cazul Galeriei Noi in anii
1970,” in Cristian Nae Emil (coord.), Cadre (in)vizibile. Retorici si practici
expozitionale in Roménia in perioada 1965-1989 / Rhetorics and
Experimental Exhibition Practices in Romanian Art between 1965—-1989
(Cluj: IDEA Design & Print, 2019), 273.

44 Ibid.
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aceasta perioada devine inceputul unui ,proiect spiritual de
lunga duratd”™® — seria Cddere — inaugurata de lucrarea in
memoria eroului necunoscut / Céadere | (1974). In acest
orizont, caderea nu functioneaza ca imagine a decaderii, Ci
ca instrument de luciditate, o incercare de a reprezenta
conditia umana sub presiunea unei istorii care ataca
demnitatea si dimensiunea spirituala a fiintei. Nicodim
numeste aceasta directie o ,metafora a lumii’, formula ce
indica trecerea de la episod la structura, ca mod de a fi al
omului Tn contact cu ,raul istoriei”*®. Tntr-un registru filosofic,
Emil Cioran surprinde exact aceasta translatie a crizei din
plan individual in plan istoric: ,O criza individuala va deveni
intr-o zi o criza a tuturor, ea dobéandind astfel nu o
semnificatie psihologica, ci una istorica”’. Caderea devine
astfel o forma de excludere din timp, din istorie — o
suspendare a devenirii firesti, resimtitd ca monotonie a
prezentului dictatorial si ca pierdere a unui ,paradis” al
umanitatii*®. Daca lecturdam aceasta grila in raport cu reactia
ideologica documentata in dosar, observam acelasi fenomen
descris in termeni politici: ceea ce arta formuleaza ca adevar
existential este sanctionat ca ,pesimism”, ,abatere”, ,lipsa de

mesaj”, tocmai pentru ca refuza mitologia triumfalista.

45 Nicodim Geze, lon Nicodim, 69.

46 |bid., 70.

47 Emil Cioran, Caderea in timp (Bucuresti: Editura Humanitas, 2021),
159.

48 Ibid.
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Privita retrospectiv, seria de lucrari Anonim (1977-
1985)4° si proiectul monumental , Monumentul victimelor
Revolutiei romane din decembrie 198970, devine relevanta
pentru ca articuleaza o meditatie plastica asupra conditiei
umane dezradacinate, in care personajul transfigurat devine
simbol al alterarii fiintei sub presiunea istoriei. Gestul bratelor
deschise — recurent in Anonim — nu mai este semn de
victorie, ci de abandon si asumare, o imagine a suferintei ca
adevar, nu ca retorica.

in acest sens, demitizarea nu inseamna desacralizarea
memoriei eroice, ci umanizarea ei, prin recuperarea unei
figuri a eroului care nu este doar martir emblematic, ci Si
victima, trup cazut, corp anonim, suferintda colectiva. Un
interviu recent surprinde chiar autointelegerea artistului in
aceasta cheie: ,Lucrarile mele nu sunt nici tablouri, nici
sculpturi, ci stari de spirit... poarta in ele ideea de suferinta...
un amestec de violentd si tandrete... cu strigate si soapte,
dar si cu taceri. Sa fie tacerea o suferintd? Eu asa cred”".
Tacerea — impusa de regim, dar si interiorizata ca forma de
rezistentda — devine astfel unul dintre nucleele demitizarii:

demersul nu un refuza memoria, ci refuza falsificarii ei. Prin

49 Nicodim Geze, lon Nicodim, 72—75, 84—86 (seria de lucrari Anonim si
Cadere).

%0 Jpid., 87.

51 Inima mea de lut — lon Nicodim” (documentar), docuart.ro, 2013,
accesat Septembrie 14, 2025, https://docuart.ro/documentare/inima-mea-
de-lut-ion-nicodim
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aceasta viziune, caderea nu ramane o tema estetica si nici o
simpla alegorie politica, ci devine un act de cunoastere, o
coborare in straturile cele mai adéanci ale existentei, acolo
unde istoria atinge corpul, afectul si demnitatea. in logica
articolului, aceasta este si miza finala a conceptului de
trauma simbolica, care devine vizibila atunci cand opera
propune un adevar uman, iar institutia il traduce intimidant in
“abatere”, conflictul nu este doar interpretativ, ci ontologic —
priveste ceea ce unui om i se permite sa fie si sa inteleaga
despre sine in istorie.

In concluzie, cazul in memoria eroului necunoscut /
Cédere | dezvaluie felul in care arta de atelier, desi produsa
in intimitate, devine vulnerabila in momentul expunerii
publice. In raport cu mitologia eroicad oficiald, gestul
demitizarii — reprezentarea corpului umanizat, cazut,
aproape descompus — produce o ruptura de sens: ceea ce,
in plan artistic, functioneaza ca meditatie asupra memoriei Si
conditiei umane este tradus, in plan institutional, drept
“viziune pesimista”, “lipsa de mesaj” si “deviere” de la directia
educativ-sociala. Nota informativa din iunie 1975
construieste o lectura incriminatoare, in care simbolul este
fortat sa devina aluzie, iar deschiderea interpretativa — culpa.
In plus, studiul de caz face vizibila transformarea interpretarii
in procedura. Reactia se amplifica in presa de partid si se
coaguleaza intr-un Plan de masuri pentru urmarirea

informativa, elaborat ,cu aprobarea organelor de partid”. in
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acest punct, opera devine eveniment administrativ, in alt
mod spus un obiect artistic care declanseaza supraveghere,
disciplinare si fixarea autorului intr-un profil ideologic. Privita
in aceasta dubla perspectivda — a sensului artistic si a
reincadrarii ideologice — lucrarea concentreaza ceea ce
numesc trauma simbolica, ca deformarea activa a sensului
printr-o lectura institutionala care converteste simbolul intr-un
indiciu incriminator. Totodata, Cadere | arata ca demitizarea
nu este un gest de anulare a trecutului, ci un act de
cunoastere, este recuperarea unui adevar uman pe care
discursul oficial il masca prin triumfalism si idealizare

propagandistica.

Concluzii

Cazul lui lon Nicodim aratd cat de fragila, dar si cat de
tenace poate fi libertatea artistica sub regimul comunist
romanesc. Prin lucrari incarcate de simboluri si nelinisti
existentiale, artistul depaseste granitele impuse de ideologie
si construieste o memorie vizuala a rezistentei, fara sa
recurga la opozitie declarata. Studiul celor doua opere
analizate aici, tapiseria Geneza si pictura In memoria eroului
necunoscut / Cadere I, indica faptul ca miza nu se reduce la
confruntarea dintre ,teme permise” si ,teme interzise”, ci
priveste modul in care sensul este administrat si contestat in
chiar interiorul interpretarii. in acest cadru, conceptul de

trauma simbolica devine o cheie de lectura pentru opera lui
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Nicodim, deoarece descrie violenta exercitatd asupra
sensului, atunci cand simbolul este trimis in zona suspiciunii
si al etichetarii ideologice. Geneza si Cédere | nu sunt doar
creatii estetice, ci documente vii ale unei tensiuni intre
exprimarea interioara si grila oficiala care incearca sa reduca
pluralitatea semnificatilor la un verdict disciplinar.
Documentele analizate arata ca aceasta tensiune nu ramane
la nivelul opiniilor, deoarece ea produce reactii publice,
mecanisme de stigmatizare si, in final, proceduri
institutionale care fixeazd opera si autorul intr-un profil
suspect.

Arhiva Securitatii, oricat de rece si birocratica ar parea,
pastreaza urmele acestor confruntari invizibile si permite
reconstituirea modului in care puterea a incercat sa
controleze nu doar circulatia operei, ci chiar interpretarea ei.
Prin acest demers, am urmarit sa redau artistului o voce pe
care institutile au incercat sa o distorsioneze sau sa o
confiste si sa ardt cum o operd poate deveni spatiu al
memoriei, al sensului si al demnitatii recuperate. Relevanta
pentru istoria artei este dubla, deoarece implica atat o lectura
atenta a limbajului plastic, cat si integrarea istoriei lecturilor
impuse, a vocabularului critic oficial si a documentelor de
supraveghere in analiza operei. Intr-un orizont mai larg,
cercetarea se inscrie intr-o directie tot mai vizibila in
istoriografia internationald, orientatd spre recuperarea

memoriei culturale marginalizate, documentarea formelor
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subtile de rezistenta artistica si punerea in dialog a artei cu
politicul, cu etica si cu memoria colectiva. Din aceasta
perspectiva, cazul lui Nicodim nu este doar un episod
singular, ci un exemplu metodologic despre cum poate fi
citta arta recenta, atunci cand refuzam separarea
confortabild dintre estetic si istoric si acceptam sa privim
opera in contact direct cu presiunile care au incercat sa-i

modifice sensul.
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Anexa 1. ACNSAS, Fond Documentar ,Arta-Cultura”, D. 10784, vol. 3, f.
133 (Anexa 14). Fotocopie anexata in dosar, ,Partea superioara din
proiectul de tapiserie de lon Nicodim” (mentiune in dosar: publicat pe
coperta revistei Secolul 20, nr. 10—-11-12, 1971)
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Anexa 2. ACNSAS, Fond Documentar ,Arta-Cultura”, D. 10784, vol. 3, f.
130 (Anexa 12). Fotocopie utilizatd in documentarea criticii ideologice,
,Omul Celest”, cu referinte la volumul Stiinta secreta (1928) si trimiteri la
capitolul ,Francmasonii”
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Anexa 3. ACNSAS, Fond Documentar ,Arta-Cultura”, D. 10784, vol. 3,
135 (Anexa 14A). Fotocopie, ,Omul microcosmos”, cu referinta la volumul
Esthétique des proportions (1927)
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PRODUCEREA SPATIULUI PUBLIC PRIN PRACTICI
ARTISTICE IN ORASELE POSTSOCIALISTE

Drd. Dumitrita Gurau

E-mail: dumitrita.gurau@gmail.com

Abstract

The article examines the transformation of public space in post-
socialist cities, highlighting the shift from ideologically controlled
environments to a negotiation-based framework shaped by
unequal actors within a market economy. In this context, the
dominance of exchange value over use value contributes to the
fragmentation of community and the redefinition of urban practices.
Artistic interventions are approached as mechanisms of social
activation and spatial reconfiguration, operating through spatial,
social, and discursive dimensions to produce an emergent form of
social infrastructure. The analyzed examples demonstrate their
potential to generate interaction and critical reflection, while also
revealing limitations shaped by socio-economic conditions. Thus,
contemporary public space emerges as a negotiated, unstable,

and continuously redefined territory.

Cuvinte-cheie: dialog critic, interventii artistice, participare sociala,

spatiu public, transformare
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Pentru orasele contemporane influentate de deceniile istoriei
socialiste spatiul public reprezintd o dimensiune diferita de
spatiul public al oraselor dezvoltate de economiile capitaliste
occidentale. In contextul est european, viata urbana a
cunoscut o alta realitate dupa anii ‘90, prin tranzitia de la
spatiul public puternic reglementat ideologic ca scena a vietii
colective dictate de stat catre o sfera publica ca negociere
intre actori inegali, sau, cu alte cuvinte, poate fi privita ca
trecerea de la planificarea centralizata la logica pietei.

Noua realitate urbana, in primul sau deceniu, a fost
marcata de o transformare adesea fragmentata si insuficient
reglementata, generata de politicile de privatizare si de
liberalizare a pietei imobiliare. in acest context, adaptarea
perceptiei urbane a locuitorilor a fost graduala, pe masura ce
noile logici economice s-au sedimentat in viata cotidiana.
Astazi, putem observa o societate urbana orientata catre
consumul de produse si servicii, cumpararea Si vanzarea
spatiilor, proprietatilor si altor bunuri imobiliare, ceea ce
reprezintd prevalenta valorii de schimb®? asupra valorii de

utilizare. Aceasta directie transforma conceptul de

52 Conceptele ,valoarea de schimb” si ,valoarea de utilizare” sunt
preluate din teoria economica a valorii a lui Karl Marx (Karl Marx, Capital.
A critical Analysis of capitalist production, Vol. |, trans. S. Moore and E.
Aveling, Progress Publishers, Moscova, 1954-1974, passim),
resemnificate de Henri Lefebvre in analiza productiei spatiului urban.

2 David Harvey prezinta problema neoliberalismului inclusiv prin
,distrugerea creativa” (,creative destruction”), care transforma relatiile
sociale si modurile de viata si de gandire. David Harvey, A brief history of
neoliberalism, Oxford University Press, 2005, p. 3.
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comunitate, in care adesea participarea la viata publica este
inlocuita cu practici de consum si individualizare, ceea ce
afecteaza formele de coeziune si apartenenta comunitara si
poate fi perceputa ca un tipar al urbanizarii neoliberale (cu
precedent in anii ‘70 in SUA), care implica reconfigurarea
raporturilor sociale.%3

Astfel, practica artistica devine unul dintre domeniile in
care sunt semnalate si negociate critic efectele acestei
fragmentari a comunitatii urbane contemporane. Initiativele
artistice ale artistilor, colectivelor, asociatiilor, institutiilor, pot
aduce in discursul public local acel drept la viata urban&®*
care poate fi eliberata de alienarea provocata de capitalism.
Aceste initiative pot readuce valoarea de utilizare a orasului,
construind spatii publice, deoarece prin rolul lor cultural devin
dispozitive de activare sociala, capabile sa genereze forme
de comunitate si sa transforme utilizarea si semnificatia
spatiului urban. In ultimele doua decenii se poate observa
diversitatea acestor initiative care cuprind interventii
monumentale sau mici de tip street craft, efemere sau
permanente, pentru public sau proiecte cu participarea
comunitatii. Acestea sunt adesea organizate sub forma de

interventii spontane, evenimente culturale, festivaluri sau

3 Conceptul de dreptul la viata urbana este folosit aici ca parafrazare a
conceptului canonic al lui Henri Lefebvre ,dreptul la oras” (din franc. ,Le
droit & la ville”).
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proiecte de cercetare. Frecventa lor indica faptul ca pe langa
expresia artistica, ele devin practici sociale.

insa care sunt mecanismele acestor initiative artistice
prin care contribuie la transformarea temporara sau durabila
a spatiului public in infrastructura sociala?

in primul rand, aceste initiative sunt instrumente
eficiente de activare sociald si (re)configurare a spatiului
public, construind cadre de interactiune si utilizare colectiva.
in aceeasi masura, exista si alte initiative creative care se
apropie de practicile specifice urbanismului tactic, in care
actiunile temporare, la scara redusa sunt utilizate pentru a
testa si a activa noi moduri de a utiliza spatiul public.

Spatiul public subintelege un acces total fara
discriminare a participantilor in viata publica a orasului. Dupa
Hannah Arendt, acesta reprezinta un spatiu al aparentei,
adica locul unde individul parcurge sensul de la privat la
colectiv prin metoda empirica si functioneaza intr-o relatie de
co-dependentd cu publicul existent. Odata ce, atat publicul
(oamenii) cat si activitatea aferentd spatiului dispare, se
dizolva sensul spatiului public urban, fapt care determina
doua aspecte specifice: public pentru spatiu Si spatiu pentru
public.

Cel dintai caz descrie situatia cdnd un grup de oameni
(publicul) foloseste intuitiv un spatiu, chiar daca acesta nu
este amenajat activitatii specifice. Aceasta circumstanta

devine conditia analizei comportamentului social, prin care
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garanteaza un ambient conditionat de necesitatile colective

si individuale.

Fig. 1. Spatiu neambientat, Public pentru spatiu. Sursa:
educatiarutiera.ro

Fig. 2. Spatiu ambientat, Spatiu pentru public. Structura arhitecturala
NE(S)T, Nouar Studio si Kena Studio, lasi. Sursa: https://www.anuala.ro
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Fig. 3 Spat,iﬁ ambientat, Spatiu pentru public. Proiectul Piazze Aperte,
Milano. Sursa: https://globaldesigningcities.org

Pe cénd, cea de-a doua situatie, spatiu pentru public,
reprezinta un spatiu proiectat cu un scop bine definit, unde
exista sau nu reactia directa a publicului.

Lipsa reactiei (participarii) publicului poate indica faptul
ca interventia nu este adaptata necesitatii comunitatii sau ca
lipseste sentimentul de apartenenta la acel spatiu. Hannah
Arendt descrie astfel: ,spre deosebire de spatiile facute de
ména omului, acesta nu supravietuieste actualitatii miscarii
care i-a dat nastere, ci dispare nu numai cand se imprastie

oamenii, dar si in momentul ncetarii activitatilor™®®. Asadar,

% Hannah Arendt, The Human Condition, apud. Artd, tehnologie si spatiu
public, coord. Ciprian Mihali, Editura Paideia, Colectia Spatii imaginate,
Bucuresti, 2005, p. 12.
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putem deduce importanta publicului pentru a activa spatiul si
importanta spatiului pentru a garanta activitatea publicului,
fiind o conditie cu dublu sens, care cuprinde dimensiunea
sociala si culturala. Aceste doua dimensiuni sunt asigurate
de adaptabilitatea permanenta a spatiului public fata de
nevoile sociale.

Calitatea sociald a spatiului poate fi promovata prin
intermediul interventiilor in spatiul public, insotite de un
studiu riguros in prealabil. Acest studiu tine de: context
(specificul  spatiului, necesitatile comunitati  vizate,
obiectivele interventiei, perimetrul  spatiului, durata
interventiei), implementare (responsabilitatea initiatorilor si a
publicului, observarea schimbarilor, beneficiarii), potential
transformator (radical, strategic, comunicativ), impact
(functile urbane, schimbarea sistematica, participarea
publicului), evaluare (obstacolele si solutiile)®®.

Desi majoritatea interventiilor creative in spatiul public
sunt orientate catre comunitate, exista o diferentd intre
initiativele de tip urbanism tactic si interventiile artistice si
aceasta nu este strict functionala. Urbanismul tactic vizeaza,

in cele mai multe cazuri, transformarea spatiului prin solutii

5% Enhancing the Value of Urban Spaces by Re-Shaping Mobility: What
Makes Street Experiments Successful? din cadrul discursului lui
Benjamin Butner, Street Experiments for Sustainable and Resilient Cities,
TUM & EIT Urban Mobility, 2023, accesat pe platforma eiturbanmobility.eu.

6 Prin practicile de punere in comun, cele ce definesc si produc bunuri si
servicii menite a fi impartasite cu ceilalti, anumite spatii urbane devin
spatii comune.” Stavros Stavrides, Spatiul comun. Orasul ca bun comun,
Editura Vellant, Bucuresti, 2023, p. 18.
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temporare si replicabile pentru a rezolva probleme urbane
concrete. Pe cand initiativele artistice aduc un discurs critic
in spatiul public, cu un caracter cultural si experimental, fara
a exclude potentialul functional pentru comunitate.

in acest sens, interventiile artistice au un rol important
in a arata noi modalitati de a gandi si a construi spatiul public
precum si a-l revindeca. Urmarind astfel de initiative in
contextul oraselor postsocialiste, se poate observa
preponderenta unui discurs de recuperare si renegociere a
spatiului public, in care este prezenta tensiunea dintre
mostenirea ideologica a controlului centralizat si noile logici
ale privatizarii. Astfel, gesturile artistice prezente in
evenimentele culturale din spatiul public creeaza dimensiuni
critice orientate catre deconstructia memoriei colective si a
structurilor de putere, de asemenea, creeaza si contexte prin
,practicile de punere in comun™’ pentru a reactiva implicarea
comunitatii si a redefini spatiul comun.

Analizand mecanismele de operare ale acestor initiative,
se pot identifica mai multe cadre de manifestare, precum
bienale, festivaluri sau proiecte de cercetare artistica. Astfel,
un exemplu relevant in acest sens sunt interventiile realizate
in spatiul public in cadrul Bienalei Beta din Timisoara 2022
cu tema ,Orasul ca bun comun”. Aceasta a utilizat spatiul
public ca spatiu alternativ de exprimare artistica cu scopul de

a crea forme de micro-infrastructura sociala si de indica
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potentialul latent al spatiilor. Acestea au creat reactii diverse
prin interactiunea publicului cu unele interventii si acceptarea
lor sau prin tensiunea generata de obiect si context, fiind si
reacti de respingere din partea trecatorilor expusi la
,realitatile noi si uneori incomode™®, generand discutii, reactii
si ,intalniri critice”®, precum in cazul leaganelor rosii ,Red
Swing Installation” sau a containerului colorat cu balansoar

,Kuvas sc. Teritorii libere ale caii de scapare”.

{ Vo romr
1 T r =3 -
| "Wiciewte y  COPI ST joaca, BEVENIT tag # Févecire siw
LEgene [ PR BATAEwi fe Joed —————————— FAT4 Sioevivi —
TS A Seraave cppana E NTRY Copi \\ L ERAL SUB wnd yeenaR

ALES
' RTINS
Ww uss : Lo _ Pl!r.u\,u
i 2 :
fENTE T (y—u,
6_::; e = Q\(;\ 3 1" 5:‘ - '_ L}
Fancqoe - o %
] L = comii & \\"\—'-’J 7 &
b u A E D
g Vasie s i) TeoTiveT 4 \‘ ar e
™ ClEdiaaane = £L ASFALT “ Lgf“d?_g:‘mf’“% EJ
' 5

masinile R CALE

SARCHEATE " “v"'"‘ s
te FR"’ e -_/ i
vs.u,s -

PURELE B
Errul ‘.f’rs

Fig. 4. Cartarea obiectelor, situatiilor si pove$tilor incintei de blocuri.
Sursa: https://www.anuala.ro/

in acelasi cadru al bienalei, Studio BASAR a intervenit

intr-un spatiu cotidian (curtea dintre blocurile aflate intre

58 Daniel Tudor Munteanu, Davide Tommaso Ferrnando, Linia galbena,
din Orasul ca bun comun, Bienala timisoreana de arhitectura — Beta 2022,
din Revista Zeppelin Nr. 168, p. 85.

59 Ibidem.
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Calea Sever Bocu si Calea Aradului), fiind un spatiu comun
autoorganizat de catre vecinii zonei, care au reusit sa
pastreze micro-infrastructura (batatoare de covoare, banci,
gradini ingrijite de vecini, s.a.).

Proiectul Bétéator Plus a reusit sa il transforme intr-un
mod creativ, cartografiind situatile si povestile din zona

respectiva in urma dialogului direct cu locuitorii.

Fig. 5. Dialogul dintre Studio BASAR si locuitorii zonei.
Sursa: https://www.anuala.ro/

68



Fig. 6. Structura care a rezultat din transformarea batatorul din curte.
Sursa: https://www.anuala.ro/

Acest proces de regenerare colaborativa a urmarit
protejarea spatiului verde din fata blocului, care este
constant amenintat de masinile parcate ®© | astfel
transformandu-l intr-o structurd cu multiple functii. in acelasi
timp, functioneaza ca ,altfel” de spatiu comun. Astfel, poate fi
inteles, in sens foucauldian, ca o forma de negociere a
relatiilor de putere care indica modul de utilizare a spatiului
comun. In viziunea lui Michel Foucault, spatiul nu este neutru,
el este rezultatul permanentelor negocieri si raporturi de forta
si practici sociale pentru revindecare.

Un alt reper relevant de practica artistica sunt proiectele
dezvoltate de catre Asociatia Artipic in cadrul programului

Regenerarte Urbana, care a inceput in 2020, prin editiile

80 |bidem, Batator Plus, pp. 93-95.
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Bridge Delivery 2022-2024. Acestea au format un mecanism
complex de producere a spatiului public. Zona Pasajului
Bancila din lasi, incadrata intre Fabrica de Tigarete pana la
Parcul ,Octav Bancila”, a fost transformata prin alternarea
modurilor de utilizare ale aceluiasi spatiu, prin care
functionalitatea lui a fost produsa prin practici succesive in
toate editile. Transformarea efectivda a acestuia a fost
generata de activarea sa periodica prin caracterul de
eveniment al festivalului, care a inclus targuri, proiectii de film,
concerte, spatiu pentru sport, s.a., la fel si prin intermediul
interventiilor urbane care au schimbat zona pasajului in

galerie urbana.

LEGENDA
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FAMILY AREA - SHIRTE AREA ECAFMI!UA CHEZ LES AMIS
I -'-T—_. T ' PERETI PICTATI ) SRk KRB
MAIN STAGE
VIDED MAFPING e :m WINMENTOR
RS STANDURL i TOLETS

Fig. 7. Harta zonei (re)activate in timpul evenimentului. Sursa:
https://artipic.net/
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Fig. 8. Activitati in Parcul Octav Bancila in perioada evenimentului, 2023
si 2024. Sursa: https://artipic.net/

Pe langa reprogramarea functionald a locului prin
intermediul modului de utilizare alternativa, interactiunile care
au avut loc in cadrul evenimentelor organizate de catre
Asociatia Artipic au indicat indirect catre discursul prezent in
acel spatiu: problema spatiului lipsit de investitii, intrucat este
un teren in litigiu, care nu functioneaza ca un spatiu public

stabil, vazut ca un teritoriu negociat intre abandon,

Fig. 9. Interventiile murale realizate in cadrul festivalului, Galeria urbana
Sursa: https://artipic.net/

Astfel, se pot identifica forme distincte de revindecare si
producere a spatiului. in cazul Bienalei din Timisoara,

interventiile Tnserate pe un traseu stabilit sunt punctuale si nu
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modifica structural spatiul, dar provoaca publicul sa observe
potentialul latent al spatiului cotidian. In cadrul proiectului
Bridge Delivery spatiul este modificat temporar prin
intermediul infrastructurilor efemere care propun o utilizare
diferitd a spatiului public. in ambele situatii, spatiul devine
subiectul negocierii si al discursului public.

in acest fel, initiativele artistice in spatiul public pot fi
intelese printr-o serie de mecanisme prin care se
(re)configureaza spatiul comun. Din perspectiva spatialitatii,
ele propun o resemnificare a transformarii temporare sau
simbolice a locului. Din perspectiva sociala, ele initiaza
context pentru interactiuni si co-prezenta. Din perspectiva
discursului public, ele genereaza cadre critice care fac
vizibile tensiunile urbane existente dintre privat si public. in
anumite situatii, aceste interventii functioneaza si ca
mecanisme de negociere a utilizarii spatiului.

Prin intermediul acestor mecanisme, initiativele artistice
pot produce o infrastructura sociala ca relatii, practici si cadre
spatiale. Astfel se activeaza valoarea de utilizare a orasului.

Cu toate acestea, potentialul transformator al
initiativelor artistice sunt conditionate de contextul socio-
economic si de gradul real de participare al comunitétii. in
unele situatii, ele pot genera participare selectiva sau pot fi
incluse n logica institutionala ce le poate afecta discursul
critic. De aceea pot fi considerate practici situate intre

activare sociala si instrumentalizare, fara a fi idealizate.
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Totodata, evidentiaza discursul de negociere a spatiului
public contemporan aflat intre controlul centralizat si

dinamica fragmentara a urbanismului neoliberal.
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EXPANSIUNEA  DISCURSULUI  ARTISTIC  PRIN
UTILIZAREA TEHNOLOGIEI HDR (HIGH DYNAMIC
RANGE)

Drd. Andrei Botnaru

E-mail: andrei_botnaru@hotmail.com

Abstract

Today, most images are shown on digital screens. These
displays use technology to show light and color, but they
have some limits because of the screens themselves. HDR
technology is a new development that goes beyond what
was possible before. My research draws on my experience
as the only Dolby Vision certified professional in Romania.
Here, | am focusing on the display, not just digital simulations
of the effect. This background allows for a new way to look at
how controlling light can change artistic intent, make images
look more realistic, and give artists more control over how
complex their work appears. Still, this technology shifts the
artistic goal from making compromises to showing many
layers of information at once. It does not add artistic value,
as it can be used commercially and become just another

visual trend. HDR should be seen as an aesthetic and
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semiotic medium capable of transforming light from a simple

condition of representation into an active, expressive material.

Cuvinte-cheie: HDR, expansiune, integrare, realism

Imaginea este formata din forme, culori si texturi, toate
acestea fiind sustinute de un element primar - lumina. Mediul
comun al consumului de imagine contemporana il reprezinta
ecranul digital, fie acesta incorporat in telefon, laptop, panou
publicitar sau o instalatie video.®' Limitarile tehnice ale
acestor ecrane standard ne pot induce in eroare cand vorbim
despre intentia estetica sau conceptuala a continutului afisat
si pot altera atat forma, culoarea, cét si textura, ca rezultat,
anuland intentia artistului. Aici intervine tehnologia HDR de
afisare a imaginii, care poate face fatd mai multor probleme
tehnice, estetice si conceptuale, datorita proprietatilor pe
care le are.®?

HDR, sau High Dynamic Range, este de obicei
descris in termeni tehnici. Se refera la un sistem al imaginii
capabil sa afiseze o gama mai mare intre valorile cele mai

intunecate si cele mai luminoase ale unei imagini decét

61 Lev Manovich, The Language of New Media, The MIT Press,
Cambridge, MA, 2001, p. 29.

62 Society of Motion Picture and Television Engineers. ,Study Group
Report: High-Dynamic-Range (HDR) Imaging Ecosystem”, SMPTE,
https://www.smpte.org/hubfs/er0997-2015.pdf, accesat pe 16.04.2026.
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sistemele de imagistica standard. 8 Totusi, dintr-o
perspectiva artistici, aceastd definitie este incompleta. in
timp ce HDR reprezinta o scara mai mare a luminantei, poate
fi inteles si ca o noua organizare a atentiei vizuale ce permite
imaginii sa mentina laolalta zone care, in conditii anterioare,
trebuiau sacrificate: umbra sau lumina, adancime sau
stralucire, suprafata sau atmosfera.t4 in acest sens, HDR, pe
langa efectul pe care il ofera, creste realismul si totodata
extinde capacitatea expresiva a imaginii in sine.®®

De-a lungul unei mari parti a istoriei picturii, fotografiei
si cinematografiei, majoritatea artistilor au trebuit sa
negocieze limitele reprezentarii.®® De exemplu, in fotografie
gama dinamica de reprezentare este cu mult mai mica decat
pe suportul original pe care a fost realizata fotografia.
Aceasta limitare |-a facut pe Ansel Adams sa dezvolte un
sistem de control al gamei dinamice in fotografia analogica -
Zone System, o metoda care este aplicabila si in fotografia
digitala. Tn fotografia Mount Williamson - Clearing Storm (Fig.

1) putem observa limitarile prin comprimarea gamei dinamice

63 |nternational Telecommunication Union. ,Recommendation ITU-R
BT.2100-3: Image Parameter Values for High Dynamic Range Television
for Use in Production and International Programme Exchange”, ITU,
https://www.itu.int/dms_pubrec/itu-r/rec/bt/R-REC-BT.2100-3-202502-
1%21%21PDF-E.pdf, accesat pe 16.04.2026.

64 A. Michael Webster, ,Visual Adaptation”, Annual Review of Vision
Science, vol. 1, nr. 1, 2015, p. 547.

65 Society of Motion Picture and Television Engineers. ,Study Group
Report: High-Dynamic-Range (HDR) Imaging Ecosystem”, SMPTE,
https://www.smpte.org/hubfs/er0997-2015.pdf, accesat pe 16.04.2026.

66 Manovich, op. cit., p. 29.
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in care zonele luminoase si cele de umbra sunt manipulate

pana sunt vizibile.

Fig. 1. Mount Williamson - Clearing Storm, Ansel Adams, 1944. Sursa:
britannica.com®”

Exista numeroase exemple, un apus de soare putea fi
redat, doar numai prin aplatizarea unei parti a intensitatii sale.
O camera luminata de luméanari putea fi aratata, dar adesea
in detrimentul detaliilor din intuneric. O fereastra luminoasa
in interiorul unei scene de interior fie s-ar dizolva in alb, fie ar

forta camera insasi in obscuritate. Aceste limite au modelat

87 https://www.britannica.com/biography/Ansel-Adams-American-
photographer accesat pe 02.05.2026.
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anumite stiluri chiar daca in mare parte au fost doar niste
inconveniente tehnice. l-au invatat pe artisti cum sa
compuna, ce sa sublinieze si ce sa excluda. Fiecare mediu
vizual si-a dezvoltat propria poetica partial prin constrangerile
sale.®8

HDR schimba acest echilibru prin relocarea alegerii
artistice. In loc s aleaga ce parti ale unei scene trebuie s
dispara, artistul poate decide cum ar trebui sa coexiste mai
multe straturi de vizibilitate.®® Un cer innorat isi poate pastra
luminozitatea fara a-si pierde structura. O fata luminata de un
ecran intr-o camera intunecata poate pastra atat intimitatea
emotionald, cat si contextul ambiental. Reflexiile, stralucirile,
suprafetele metalice, luminile orasului, focul, ceata, neonul si
amurgul devin toate disponibile ca materiale subtile, mai
degraba decat ca extreme vizuale care sparg imaginea.” in
acest fel, tehnologia HDR poate ajuta artisti sa creeze
imagini care par mai putin reduse si mai complete din punct
de vedere fenomenologic.”"

Acest lucru este deosebit de important deoarece
experienta artistica este rareori construita doar din vizibilitate
neutrd. Ea depinde de tensiune: intre ascundere si revelatie,

intre blandete si intensitate, Tntre obiectul vizibil si atmosfera

68 Manovich, op. cit., p. 32.

69 Society of Motion Picture and Television Engineers. ,Study Group
Report: High-Dynamic-Range (HDR) Imaging Ecosystem”, SMPTE,
https://www.smpte.org/hubfs/er0997-2015.pdf, accesat pe 16.04.2026.

70 |bidem.

1 Webster, op. cit., p. 561.
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care 1l inconjoara. HDR face posibila o articulare mai bogata
a acestor tensiuni. Un cineast, de exemplu, poate folosi
tehnologia HDR pentru a face o imagine sa ,iasa in evidenta”,
fix pentru a crea un peisaj emotional mai precis.” Tntr-un
exemplu personal (Fig. 2) putem observa diferenta dintre o
imagine HDR si una standard (SDR) prin contrast, culoare si
gama dinamica. Contrastul este mult mai ridicat datorita
capacitatii de afisare a unui numar mai mare de griuri.
Saturatia este mai mare pentru ca avem milioane de nuante
de culoare in plus. Gama dinamica este mai vasta deoarece

afisarea HDR este de 10 ori mai luminoasa decat

dispozitivele standard de afisare.

SDR

72 Society of Motion Picture and Television Engineers. ,Study Group
Report: High-Dynamic-Range (HDR) Imaging Ecosystem”, SMPTE,
https://www.smpte.org/hubfs/er0997-2015.pdf, accesat pe 16.04.2026.
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HDR

Fig. 2 Imagine din arhiva personala. Simularea reprezentarii HDR

Un coridor intunecat, sursa indepartata de lumina,
marginea luminoasa a pielii, distinctia fragila dintre intuneric
si textura: toate acestea pot contribui la o stare de spirit
incarcatd de sens. intr-un fel asemanator, in fotografie si in
arta digitala, HDR poate adéanci sentimentul privitorului ca
lumina si felul in care cade pe obiecte din exterior modeleaza
activ spatiul imaginii din interior.

Prin urmare, este util s& se faca distinctia intre doua
utilizari ale HDR-ului. Prima observatie vizibila este imaginea
,Spectaculoasa”. Aici, HDR este folosit pentru a intensifica
senzatia in modul cel mai imediat: suprafete mai luminoase,

contrast mai clar, suprafete mai orbitoare, impact vizual mai
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mare. 73 Aceastd utilizare nu este nesemnificativa, dar
ramane aproape de logica atractiei si a etalarii. A doua
utilizare este cea atmosfericad si artistica. Aici, HDR-ul
functioneaza mai putin ca exces vizual si mai mult ca nuanta
perceptiva si 1i permite artistului sa lucreze cu anumite
praguri: spatii pe jumatate luminate, momente de tranzitie ale
zilei, vreme instabila, interioare reflexive, peisaje nocturne si
alte situatii in care sentimentul depinde de relatii tonale
delicate.” In acest al doilea mod, HDR devine atat un truc
vizual asumat, cét si un instrument estetic serios.”

in plus, o serie de fenomene psihofizice dobandesc o
importanta practica in utilizarea tehnologiei HDR. Se poate
spune, de asemenea, ca HDR restaureaza ceva ce
sistemele de imagine mai vechi, deseori, comprimau.
Viziunea umana in sine este adaptiva, stratificata si dinamica
si nu experimentam lumea ca un set de cadre expuse
uniform. ® Ne miscdm prin luminozitate si umbra,
recalibréandu-ne constant perceptia. Observam strélucire,
licarire, obscuritate, transluciditate si imagine remanenta.”’
Sistemele de imagine traditionale au tradus aceasta bogatie

instabila in benzi vizuale mai inguste. HDR, desi este inca o

3 |bidem.

74 Webster, op. cit., p. 558.

5 Ibidem, p. 559.

6 Peter G. J. Barten, Contrast Sensitivity of the Human Eye and Its
Effects on Image Quality, HV Press, Knegsel, 1999, p. 44.

7 \Webster, op. cit., p. 565.
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mediere, se apropie mai mult de variabilitatea vazului trait.”8
Din aceasta cauza, poate consolida experienta artistica,
facand ca imaginea sa para mai putin o reprezentare plata si
mai mult un mediu de perceptie.”®

in acelasi timp, HDR nu ar trebui confundat cu valoarea
artistica in sine. Asa cum culoarea nu a produs automat o
pictura mai buna sau un sunet mai bun in cinematografie,
HDR nu garanteaza profunzimea, frumusetea sau
perspicacitatea. 8 Orice capacitate vizuala noua poate fi
redusa la conventie. Pericolul este ca HDR sa devina
standardizat intr-un nou vernacular comercial al stralucirii:
fiecare lumina intensificata, fiecare umbra adancita, fiecare
imagine Tmpinsa spre aceeasi retorica a ,calitatii imersive”.?’
Cand se intampla acest lucru, HDR inceteaza sa mai
deschida perceptia si incepe sa& o inchida, transformand
bogatia vizuala intr-o formula sau o reteta care poate genera
la final un tip de manierism. Provocarea artistica, asadar,
este de a dezvolta o poetica adecvata prin utilizarea HDR-

ului.

78 |nternational Telecommunication Union, ,Recommendation ITU-R
BT.2100-3: Image Parameter Values for High Dynamic Range Television
for Use in Production and International Programme Exchange”, ITU,
https://www.itu.int/dms_pubrec/itu-rirec/bt/R-REC-BT.2100-3-202502-
1%21%21PDF-E.pdf, accesat pe 16.04.2026.

9 Webster, op. cit., p. 548.

80 Manovich, op. cit., p. 33.

81 Society of Motion Picture and Television Engineers, ,Study Group
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https://www.smpte.org/hubfs/er0997-2015.pdf, accesat pe 16.04.2026.
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O astfel de poetica ne-ar face sa intelegem HDR-ul ca
pe un mediu pentru modelarea relatiilor: dintre obiect si
atmosfera, corp si lumina, spatiu si emotie, realism si stilizare.
Putem spune ca acest lucru ne ofera un nou strat semiotic la
care nu am avut acces pana acum. Acest strat nu este
neaparat unul tehnic adaugat fortat artei, ci o noua conditie
pentru crearea imaginii in sine. Din aceasta perspectiva,
HDR ajuta la dezvoltarea experientei artistice, deoarece
extinde controlul artistului asupra complexitatii perceptive si
ofera creatorilor noi modalitati de a pune Tn scena subiecte
ce vizeaza subtilitatea, intensitatea sau intimitatea din punct
de vedere conceptual.

Luédnd in considerare afirmatile de mai sus,
semnificatia HDR consta in capacitatea sa de a transforma
luminanta, contrastul si culoarea din niste simple forme de
reprezentare intr-un material expresiv activ. Odata ce se
intdmpla acest lucru, imaginea reorganizeaza modul in care

artistii concep idei si publicul felul in care percepe lucrarea.
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COMUNICAREA VIZUAL-VERBALA iN PUBLICITATE:
RELATIA IMAGINE-TEXT Sl EXPRESIVITATEA
EMBLEMATICA
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Abstract

This article examines the image-text relationship in contemporary
advertising as a key factor in persuasive visual communication.
Advertising messages are rarely built through image or text alone;
meaning emerges through their interaction. The study outlines
three main types of image-text relations: text-based, image-based,
and emblematic structures. Special attention is given to the
emblematic relation, where image and text become inseparable,
and meaning can only be understood through their combined
reading. This structure highlights creative strategies such as visual
metaphors, symbolic synthesis, and memorability. The article
argues that the effectiveness of advertising depends on the
strategic balance between visual and verbal elements, as well as

their ability to generate clear and lasting meanings.

Cuvinte-cheie: productie publicitara, design grafic, vizualitate,

fotografie, tehnologie, persuasiune
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Vizualul este un canal esential in domeniul publicitar,
deoarece reprezinta una dintre cele mai facile metode de a
vinde un subiect promovat. In publicitate, dimensiunea
vizualad nu se limiteaza la functia decorativa sau la valoarea
estetica, ci actioneaza ca un instrument strategic capabil sa
modeleze perceptii, sd capteze atentia si sa influenteze
comportamentul consumatorului. in contextul contemporan,
marcat de suprasaturatie vizuala si competitie permanenta
pentru atentie, eficienta mesajului depinde de modul in care
elementele vizuale si verbale sunt organizate intr-o structura
coerenta.

Imaginea, in general nu doar cea fotografica nu
functioneaza independent in contextul dat. Forta sa
comunicativa rezulta din compozitie, context, simbolistica si
din relatia pe care o stabileste cu textul. Din acest motiv,
raportul dintre imagine si text devine esential pentru
intelegerea modului in care mesajele publicitare sunt
construite si interpretate. Cele doua componente nu
actioneaza separat, ci colaboreaza in producerea sensului,
clarificarea intentiei si consolidarea memorabilitatii. Prezentul
studiu urmareste principalele forme de interactiune dintre
imagine si text in publicitate, cu accent asupra structurilor
emblematice, in care componenta vizuald si cea verbala
devin inseparabile. Prin analiza acestor relatii, articolul isi
propune sa evidentieze modul in care strategiile creative

transforma reclama intr-un instrument eficient de comunicare
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si persuasiune simbolica. Exista mai multe tipuri de relatie
imagine-text: relatii bazate pe text, relatii bazate pe imagine
si relatii emblematice. 82 fn continuare, vor fi analizate
modalitatile prin care imaginea comunica in relatie cu textul,
precum si felul in care aceste componente functioneaza ca
elemente structurale ale arhitecturii vizualitatii in productia
publicitara.

Relatile bazate pe text aduc 1in prim-plan
expresivitatea literelor, a fonturilor si a constructiilor grafice
precum caligramele. in aceste situatii, componenta verbala
devine elementul dominant al compozitiei, iar imaginea
fotografica este redusa, discreta sau chiar absenta. Accentul
cade asupra fortei vizuale a textului, capabil sa transmita
mesajul atat prin continutul semantic, cat si prin forma sa
grafica. Punerea textului in prim-plan presupune utilizarea
strategicd a dimensiunii, amplasarii, ritmului vizual si
contrastului tipografic, astfel incat lectura sa fie imediata si
memorabild. Literele nu mai functioneaza doar ca suport
informational, ci devin elemente compozitionale cu rol
expresiv si persuasiv. in acest tip de relatie, mesajul
publicitar este construit in jurul textului, iar impactul vizual
rezulta din modul in care acesta organizeaza si domina

spatiul imaginii (Fig. 1).

82 Robin Landa, Advertising by Design, Generating and Designing
Creative Ideas Across Media, editia a Il-a, Ed. Wiley, New Jersey, 2016,
p. 75.
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Copy-driven
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written communication.
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Image-driven construction =t

Fig. 1. Constructii bazate pe text (copy), imagine si emblema, autor:
Margaret Grzymkowski®3

Relatiile bazate pe imagine au ca element central
vizualul fotografic, imagistic, iar subiectul principal este
construit astfel incat sa capteze imediat atentia privitorului. in
acest tip de compozitie, imaginea devine principalul purtator
al mesajului, in timp ce textul trece in plan secund, avand
mai ales rol de completare, identificare sau contextualizare.
Impactul comunicarii se bazeaza in primul rand pe forta
expresiva a cadrului, pe compozitie, lumina, culoare si pe
capacitatea imaginii de a transmite rapid o idee
recognoscibila. Aceasta relatie este frecvent utilizata in
promovarea produselor care au nevoie de o puternica
reprezentare descriptiv-ilustrativa. Spre exemplu, cel mai des
intalnite sunt articolele vestimentare, sau produsele
alimentare. In general, relatia in care predomina imaginea
propune sugestii de prezentare asociate cu stiluri de viata

aspirationale (hoteluri de lux, restaurante, stiluri de viata

83 Ibidem.
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ideal, etc.). Mesajul este adesea construit prin metafore
vizuale, prin estetizarea obiectului promovat sau prin
asocierea acestuia cu anumite valori precum succesul,
rafinamentul, tineretea ori atractivitatea sociald. In multe
cazuri, textul se reduce la un slogan scurt, la numele
brandului sau la o formulare minima, deoarece imaginea

contine deja nucleul semantic al reclamei. (Fig. 2).

MICHEIIN STAR EXPERIENCE

WITH

THEODOR FAISER &3

Fig. 2. Exemplu de reclama hotel JW MARIOTT. Sursa:
https://www.romania-insider.com/exceptional-culinary-moment-jw-
marriott-bucharest-grand-hotel accesat 16.04.2026

Un aspect relevant al acestor constructii vizuale il
reprezinta utilizarea corpului uman ca vector persuasiv.
Prezenta modelelor sau a personajelor idealizate contribuie
la procesul de identificare si la transferul simbolic al unor
calitati asupra produsului promovat. in acest sens, Septimiu

Chelcea aminteste asa-numitul ,efect Afrodita”®*, mecanism

84 Septimiu Chelcea, Schite psihosociologice, Editura Pro Universitaria,
Bucuresti, 2023, p. 21.
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prin care persoanele percepute drept atractive beneficiaza
de evaluari mai favorabile si de un capital simbolic sporit.
Transpus in publicitate, acest fenomen explica de ce
imaginea unor figuri considerate atragatoare poate amplifica
impactul mesajului si poate influenta pozitiv perceptia asupra

brandului sau produsului.

LACK

B
FRIDAY
E

UP TO 30% OFF

Fig. 3. Exemple de fotografii pentru brand-ul Mineli Boutique, Sursa:
https://www.instagram.com/mineli_bucharest, accesat la 11 03 2026
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Acest efect exista, de cele mai multe ori in cercurile in
care indivizii pun accent superficial pe imagine si se bazeaza
pe valori subiective a caror caracteristica e doar acceptarea
de comun acord a unui segment mai mare de oameni. in
unele contexte, reprezentarea evidenta sau subtila a trupului
uman (feminin in special) devine exagerat pana la sexual,
facand apel la o posibila nevoie primordiala a spectatorului
(Fig. 3).

Prin urmare, in relatile bazate pe imagine, eficienta
mesajului depinde de capacitatea vizualului de a produce
seductie, memorabilitate si recunoastere instantanee, textul
intervenind doar ca suport secundar intr-o constructie
dominata de forta imaginii.

Revenind la viziunea lui Landa, trecem la ultimul si cel
mai important tip de relatie imagine-text din aceasta analiza.
Cea emblematica. Relatile emblematice merita un loc aparte
deoarece reprezinta unul din cele mai creative moduri de a
utiliza elementele compozitionale in cadru. Chiar daca acest
tip de relatie poate parea cel mai permisiv, reprezentarea
emblematica a imaginii in raport cu textul si vice-versa,
presupune o puternica stapanire a metaforelor vizuale si
principiilor compozitionale, pentru a crea acea narativitate si
un mesaj transmis clar catre public. Landa afirmad ca ,in
constructile emblematice de text/imagine titlul si imaginea
sunt inseparabile. Cumva, cuvintele si imaginea sunt

inextricabil fuzionate, astfel incat nu ai putea taia unul sau
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altul cu foarfeca. intr-o astfel de compozitie, toate celelalte
elemente grafice sunt subordonate relatiei indivizibile dintre
titlu si imaginea principala”®.

Din  perspectiva creativitatii  publicitare, relatia
emblematica ofera cel mai mare potential expresiv. Ea
permite construirea unor imagini memorabile, surprinzatoare
si inteligente, capabile sa activeze participarea interpretativa
a privitorului. Receptorul nu primeste doar un mesaj direct, Ci
este invitat sa descifreze conexiunea dintre elementele
vizuale si verbale, fapt care intensifica implicarea cognitiva si
emotionald. Tocmai acest proces de descoperire transforma
reclama intr-o experientd mai puternica si mai usor de retinut.
(Fig. 4 si 5)

-
e

StudioB8

Da, facem si tramvaie dacé trebuie

Fig. 4. Exemplu de reclama la servicii foto-video (nunti) si design grafic
(colantari). Sursa: StudioB8.com / accesat 16.04.2026

85 |anda, op. cit., p. 79.
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Din acest motiv, relatia emblematica poate fi
consideratd una dintre cele mai eficiente forme de
comunicare vizuala in publicitate. Impactul sau deriva nu
doar din originalitate, ci si din capacitatea de a concentra idei
complexe fintr-o formuld sintetica, eleganta si imediat
recognoscibila. Atunci cand este realizata coerent, aceasta
structuréa depaseste simpla functie comerciala si poate
transforma mesajul publicitar intr-un reper vizual cu valoare

simbolica si memorabilitate durabila.

Did you know1
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i

New Refills Coming Soon

95



Fig. 5. Exemple de relatii emblematice la nivel text-imagine. Sursa:

https://www.pinterest.com/pin/633248397605660050/accesat 11.03.2026

in concluzie, relatia dintre imagine si text reprezintd un
mecanism esential prin care discursul publicitar fisi
construieste coerenta, expresivitatea si eficienta persuasiva.
Cele doua componente nu actioneazd separat, ci se
completeaza reciproc: imaginea capteaza atentia si produce
impact emotional, iar textul orienteaza interpretarea si
clarificad mesajul transmis.

O integrare eficientd a acestora permite comunicarea

rapida a ideii centrale, consolideaza identitatea brandului si
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faciliteaza memorabilitatea reclamei. Fie ca accentul cade
asupra textului, asupra imaginii sau asupra relatiei
emblematice dintre ele, eficienta mesajului depinde de
echilibrul dintre claritate, creativitate si adecvare la publicul
vizat.

In contextul actual, marcat de suprasaturare vizuala si
de atentie limitata, capacitatea de a crea o sinteza clara intre
imagine si text devine un factor decisiv de diferentiere. Astfel,
relatia imagine—text depaseste nivelul unui simplu procedeu
formal si se confirma ca una dintre conditiile fundamentale

ale impactului comunicarii publicitare contemporane
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SUBIECTUL iN DEVENIRE: O ANALIZA SEMIOTICA
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Abstract

The present study, analyzes the process of forming artistic
subjectivity as an emergent phenomenon, defining the subject as a
presence that comes into being through the creative act. The study
investigates how the artist, the lyrical self, and privilege are
configured through the very dynamics of interactions between
textual and visual language, exploring ontogenesis at the boundary
between chance and rigor. The paper proposes a semiotic
perspective on the fusion between two autonomous systems of
signs: in the lyrical dimension, the word functions as a binding
element in the creation of the image, while in visual practice, line
and abstract letter are reinterpreted as media of inner experience.
The research highlights the circular nature of the creative act,
which oscillates between the primary gestural impulse, the
necessity of conceptual articulation of feeling, and the return to an
image  that transcends the limits of the word.
The conclusions of the study present the subject as the ontological
link between the potentiality of empty space and the material
density of the sign assumed as charcoal. “To be a subject” implies
assuming a transmitting dynamic in which creation constitutes a

successive reading of the world, articulated in a perpetual
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becoming through the mediation of the artistic gesture. This
approach contributes to the theory of intermediality, placing
created identity at the center of the tension between silence and

visual expression.
Cuvinte-cheie: imagine, text liric, proces de creatie, fuziune, semn

Relatia dintre text si imagine a fost de-a lungul istoriei artei,
una de alternantd sau de subordonare: fie imaginea ilustra
cuvantul, fie cuvantul explica imaginea. In proiectul artistic
Devenind subiect, aceasta dualitate se transforma in
favoarea unui nou limbaj. Poemul scris si scrisul pictat devin
doua fete ale aceluiasi limbaj vizual. Din perspectiva artistului,
aceasta relatie reprezinta o alegere artistica si un sistem
semiotic propriu, un cadru de semne, transgresand granita
dintre semantic si plastic, asa cum ne aminteste si Umberto
Eco ca “o opera de arta este un obiect produs de un autor
care organizeaza o retea de efecte de comunicare in asa fel
incét oricare eventual consumator sa poata intelege din nou
(prin intermediul jocurilor de raspunsuri la configuratia de
efecte simtita ca stimul al sensibilitatii si inteligentei) opera
insasi, forma originara inchipuita de autor. in acest sens,
autorul produce o forma de sine inchisa in dorinta ca aceasta
forma sa fie inteleasa si consumata asa cum a produs-o el;
totusi, in actul de reactie la reteaua de stimuli si de

intelegere a relatiei dintre ei, oricare consumator aduce cu
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sine o situatie existentiala concreta, o sensibilitate
conditionata in mod deosebit, o anumita cultura, gusturi,
inclinatii, prejudecati personale, incat intelegerea formei
originale are loc dintr-o perspectiva individuala
determinanta.” 8 Textul devine aici un continut viu, unde
cuvantul nu mai este doar un transmitator de informatie, ci o
unitate de forta®’.

Poemul care da titlul acestor doua lucrari descrie
aparitia semnelor insesi si functioneaza ca un punct cheie
asupra acestui proces, depasind simpla redare narativa a
unei experiente. El suna astfel:

,irecand sintetic intre ele, o prima scena a iubirii se
apropie in spatiul alb de litere atinse cu varful ei, al
celor ce se uita, spunand ca vor sa fie tiparite. Se vad
in gandul care trece, prin ceata densa a matasii in gand
al plinului de ganduri, cu susul vant al josului de aur.
Sunt ele, cele ce le vad incetosat si viu, alunecand cu

greu spre linistea plina a foii de carbune.

Se contopesc amestecat, alambicat dar lent, al
transparentului compact ce tinde spre albul treptat in

Timpul timp al scrisului uitat. O picatura blanda, calda,

8 Umberto Eco, Opera deschisd, Ed. a ll-a, trad. si prefatd de Cornel
Mihai lonescu, Ed. Paralela 45, Pitesti, 2002, pp. 47-48.

87 Umberto Eco teoretizeazd modul in care arta contemporana lasa
interpretarea semnelor la latitudinea privitorului, transformand
textul/imaginea intr-un camp de posibilitati infinite, similar cetii de méatase
descrise 1n analiza lucrarii.
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plina, formeaza a cea cristalina, raza a luminii, dar sirul
lung de linii fine, venind din fata gandului spre forta

aurita a picaturii de albastru plina.

Se astern asa cum sunt venite, de la cele ce iti spun
continuu ca sunt neadevaruri ale realitatii, ce sunt
stapanite de Realul Timp al picaturii aur stralucire. Se
invart cu steaua Soarelui in mana, alunecand cu varful
aur de creion in mana, firav sens al sacrului cuvant spre
tine, intorcandu-se in mana. O stare a Timpului cel aurit.

O plina stralucire!”

Versurile o primé& scena a iubirii se apropie in spatiul alb
de litere atinse/cu varful ei sau sirul lung de linii fine venind
din fata géndului reprezintd momentul de inceput al procesul
de creatiei.

Analiza procesului de interpretare a conceptului liric in
forma plastica se bazeaza pe structura tripartita semiotica a
lui Charles Sanders Peirce®, un proces metodologic ce arata

decodificarea modului in care sensul se deplaseaza intre

88 1839-1914, logician, matematician si filosof american, este considerat
fondatorul pragmatismului si al semioticii moderne. Spre deosebire de
modelul diadic al lui Ferdinand de Saussure, Peirce propune o structura
triadica a semnului, compusa din Reprezentamen (forma semnului),
Obiect (referentul) si Interpretant (sensul generat). In cadrul acestei
analize, este folosita structurarea sa a semnelor in raportul cu obiectul:
index/urma, icoana/imagine si simbol/concept. Vezi: Peirce, C.S., The
Essential Peirce: Selected Philosophical Writings, Indiana University
Press, 1998.
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sisteme de semne diferite. Mai exact, aceasta perspectiva
ajuta la identificarea a trei tipuri de semne — indexul/urma,
icoana/imaginea si simbolul/conceptul - care coexista in
structura poemului si parcurge un proces de transformare
ontologica, reorganizdndu-se ca prezenta senzoriala pe
suprafata panzei.

Primul element al acestei structuri, urma, constituie
legatura ontologica intre intentie, gest si materie. In textul liric,
urma este sugerata prin trimiteri la materialitate, ritmul
respiratiei sau la actul scrierii; in cadrul lucrarii, ea devine
realitate materiala. Urma pensulei, presiunea instrumentului
de lucru asupra pénzei sau folosirea si aplicarea foitei de aur
functioneaza ca trasaturi ale procesului de creatie in plina
desfasurare. Urma sustine astfel, prezenta artistului,
reconfigurand fiecare linie, tusa, intr-un continut material al
unei miscari repetitive.

Cel de-al doilea element, imaginea, lucreaza prin
analogie si asemanari, facilitdnd trecerea structurilor mentale
la nivel lingvistic spre cel vizual. Forma plastica reda
experienta interioara prin elementele de limbaj vizual, astfel
incat, imaginea devine o modalitatea de a identifica stari si
de a sustine substanta tactild ideilor abstracte. in seriile de
lucrari precum The Rain sau Dialectica substantei, directia
verticala a linilor sau acumularile la nivel cromatic
actioneaza ca semne vizuale: acestea descriu manifestarile

insa, le si reinterpreteaza in structura compozitionala.
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Al treilea element, simbolul/conceputul lucreaza la un
nivel mai abstract, avand semnificatii clare prin conventie,
traditie culturala sau profunzime. Termenii - precum Sacrul,
Timpul sau Aurul - se deplaseaza din poem pe panza fiind
reinterpretati prin elementele de limbaj vizual in structura
compozitionald. Daca ar fi s& aducem si perspectiva lui
Roland Barthes cu privire la concept, el ar spune ca
,<dimpotriva, este dat global, el este un soi de nebuloasa,
condensarea mai mult sau mai putin destramata a unei
cunoasteri. Elementele sale sunt legate prin relatii asociative:
el are ca suport nu o intindere, ci o substanta (desi metafora
aceasta raméne inca spatialda): modul ei de prezenta este
memorabil.” Spre deosebire de urma si imagine, simbolul
reda sensul intentional al intregului parcurs si ofera unitate
conceptuala a trecerii de la zona lingvistica, la cea vizuala.
Astfel, consistenta culorii devine mijloc de transfer al ideii:
foita de aur capata valoare temporald, iar albastrul cuprinde
o dimensiune lirica complexa, adaptand astfel, lucrarea catre
un sistem amplu de semnificatii.

Integrarea acestei structuri tripartite Tn analiza
procesului creativ arata faptul ca lucrarea reprezinta un
sistem semiotic complex, depasind simpla reprezentare
ilustrativa a textului poetic. Prin urmare, nicio “unitate

culturala nu poate fi insa identificata numai prin seria

8 Roland Barthes, Mitologii, trad. si note de Maria Carpov, Editie
revazuta de Alexandru Matei, Editura Vellant, Bucuresti, 2015, p. 234.
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propriilor interpretatii. Ea trebuie sa fie definita ca fiind situata
intr-un sistem de alte unitati culturale care i se opun si o
circumscriu. O unitate culturalda <<existd>> si este
recunoscuta in masura in care este definita o alta unitate
care i se opune. Relatia dintre diferitii termini ai unui sistem
de unitati culturale, retrage fiecaruia dintre termini ceea ce
este vehiculat de ceilalti” ® Incarcatura acestor semne
asigura o trecere fluida de la scrisul uitat la saturatia plastica
a panzei. Lucrarea devine astfel un cadru de intalnire in care
urma pensulei, imaginea si conceptul colaboreaza sinergic.
Prin aceasta modalitate de relationare, lucrarea dobandeste
capacitatea de a crea un sens unitar, in care poezia si
imaginea functioneaza intr-o substanta unitara a expresiei.

in cadrul primelor semne, ele sunt reprezentate de
semne-urme fiind manifestarile prezentei fizice, a miscarii
pensulei pe suprafata panzei. in textul liric, cand poemul
vorbeste despre litere atinse sau alunecand cu greu,
cuvantul nu doar ca numeste un obiect; el devine practic,
acel traseu al unei miscari dinamice pe suprafata de hartie.
Practic, artistul vizual identifica presiunea obiectului de scris
sau a pensulei, transforméand verbul intr-o miscare continua.
Imaginile, sunt in schimb, acele structuri verbale care, prin
expresivitatea lor, creeaza o imagine mentala coerenta:

picatura de albastru plina, ceata de matase sau foaia de

% Umberto Eco, O teorie a semioticii, trad. din engleza de Cezar Radu si
Costin Popescu, Ed. Meridiane, Bucuresti, 2003, p. 84.
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carbune. Acestea, dincolo de faptul ca sunt metafore, ele au
rolul si de trimiteri vizuale care dau nastere in mintea
cititorului o imagine mentala, pregatind terenul pentru
interactiunea cu materia picturald®’. Simbolurile, pe de alta
parte sunt acele concepte care integreaza lucrarea in
dimensiunea metafizica: Realul Timp, sacrul cuvant sau aur
stralucire. Aici, referentul nu mai este o picatura saturata de
culoare, ci insasi ideea de absolut, de timp sacralizat prin
procesul creatiei, “cu alte cuvinte, problema acelor stari ale
lumii care se presupun a corespunde continutului functiei-
semn. Desi se considerabila importanta in domeniul ei
teoretic, notiunea <<referent>> poate avea efecte dintre cele
mai nefaste asupra teoriei codurilor si subestimarea
influentei sale maligne duce la eroarea referentalitatii.” %2
Elementul de noutate al acestui proces metodologic consta
in modalitatea de interactiune dintre semne: de la urmele
(gesturile) care se schimba in imagini, iar imaginile la randul
lor se concretizeaza in simboluri (sensuri). In acest sens,
,Spre deosebire de limbajul comun, care-mi spune doar ca
semnificantul exprima semnificatul, eu am de a face, ca in
orice sistem semiologic, nu cu doi, ci cu trei termini diferiti;

caci eu percep nu un sir de termeni unul dupa altul, ci

91 W. J. T. Mitchell, Picture Theory: Essays on Verbal and Visual
Representation, University of Chicago Press, 1994. Autorul exploreaza
conceptul de “imagetext” demonstrand imposibilitatea separarii zonelor
vizualului si verbalului.

92 Umberto Eco, O teorie a semioticii, trad. din engleza de Cezar Radu si
Costin Popescu, Ed. Meridiane, Bucuresti, 2003, p. 67.
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corelatia care 1 uneste: exista deci semnificantul,
semnificatul si semnul, care este totalul asociativ al primilor
doi termeni.”®® Rezultatul este o densitate semantica, un ,text

in ceata”, in care semnificatile se suprapun iar conexiunile

create, completeaza profunzimea relatiilor dintre ele.

Fig. 1. Devenind subiect I, 50X70 cm, tehnica mixta/panza, 2025

Din perspectiva semiotica, asistam la o transmutare a
semnului: acesta Tsi pierde functia conventionala de simbol,
pastrand doar functia de semn. Scrisul devine astfel o
,semiografie a nelinistii”. Gandul, asa cum arata poemul, vine

dintr-o zona pre-reflectiva® si se cristalizeaza pe suprafata

9 Barthes Roland, Mitologii, trad. si note de Maria Carpov, Editie
revazutd de Alexandru Matei, Editura Vellant, Bucuresti, 2015, p. 225.
%4Vezi: Maurice Merleau-Ponty — Fenomenologia perceptiei, Trad. de llies
Campeanu si Georgiana Vatajelu, Ed. Aion, Oradea, 1999.
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panzei sub densitatea unor linii fine, care se prezinta sub
forma unor atipice propozitii logice®®. Practic, putem spune
ca este reprezentarea vizuala a versului alunecéand cu greu
spre linistea plina a foii de carbune.

in prima lucrare (Fig. 1) artistul reprezintd o inversare
simbolica: daca in poem spatiul alb este cel care intampina
litera, n lucrare, suprafata pictatad devine ea insasi carbunele
— un intuneric dens care, in loc sa fie inabusit, este scos la
lumina prin gestul scrierii. Practic, aceasta lucrare se cere a
fi ,cititd” in sensul traditional al descifrarii unui mesaj si
,2urmaritd” ca un sistem de gesturi coerente. Privirea este
invitata sa parcurgad buclele, directile sus-jos si repetitiile
care definesc starea subiectului in procesul de devenire.
Semnele sunt urmele unui corp care cauta sa se exprime
intr-un spatiu unde cuvantul inca nu s-a stabilizat, ramanand
la nivelul de ritm vizual si tensiune materiala®.

Cea de-a doua lucrare (Fig. 2) prezinta o schimbare
radicala de paradigma cromatica si ontologica. De la negrul
compact si nelinistea albastra, trecem la un cadmp alb-roz,
luminos si deschis, care sugereaza o stare de claritate sau

de memorie redobandita. Tehnica folosita este cea a

9%Vezi: Roland Barthes, Imperiul semnelor, Ed. Cartier, Chisindu, 2001.
% Jacques Derrida, Despre gramatologie, Ed. Universitas, Bucuresti,
2001. J. Derrida exploreaza prioritatea scrierii si a urmei ca fundament al
limbajului, reprezentand conceptul de linie find venind din fata gandului.
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palimpsestului®’: suprapunerea mai multor straturi de scriere

care se anuleaza si se confirma reciproc.

Fig. 2. Devenind subiect | — 200x100 cm, tehnica mixta/panza, 2025

Aici, semiotica lucrarii este orientata de versul:
transparentul compact ce tinde spre albul treptat in Timpul
timp al scrisului uitat. Folosirea instrumentului de scriere -
creionul face ca scrisul reprezentat pe suprafata panzei sa
fie acoperit ca o panza de paianjen, reprezentand bagajul
experientelor trecute, scrisului uitat. Datorita faptul ca scrisul
este mai putin lizibil, importanta prezentei sale este necesara
pentru textura lucrarii; el alcatuieste zgomotul de fundal al
existentei, o acumulare de semne care si-au pierdut

semnificatia imediata pentru a deveni substanta artistica.

97 Vezi, Gerard Genette, Palimpsestes: La litterature au decond degre,
Seuil, Paris, 1982.
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Elementul central al compozitiei, acea fasie de text alb,
lucreaza ca un semn-eveniment. ,Sunetul telefonului si
ridicarea receptorului devin o semiotica a emitatorului si
receptorului. Dar, prin abstractizare, se pierde sentimental
care e atasat de obiectele cu care aveam contact cotidian,
cum sint vaza, pianul sau telefonul, si care le confera
semnificatie si caracter de eveniment.” % in terminologia
structurii tripartite, semnificant/semnificat/referent, aceasta
fasie de text reprezintd punctul de maxima tensiune.
Semnificantul (forma, volumul materiei) este prezent,
aproape tactil. Semnificatul (sensul) raméane insa fluid,
nesurprins in cuvinte discrete, sugerand ca adevaratul
inteles este o ,densitate semanticd posibila”®®. Referentul
este Realul Timp al picéaturii aur strélucire — o stare centrala
in care subiectul se regaseste pe sine prin actul afirmatiei.
Daca planul secundar al lucrarii este memoria colectiva si
uitarea, fasia de text este vointa de a numi, de a prelua din
haosul liniilor fine o lumina care sa persiste timpului.

Numele acestei cercetari Devenind subiect, este
punctul central al intregii analize. In cadrul acestei
perspective, subiectul (artistul, eul liric, privitorul) nu este o
forma preexistentd care pur si simplu se exprima, ci este

ceva ce ,devine” prin insusi procesul scrierii si cel al imaginii

9 Hannes Bohringer, In cautarea simplitatii: O poetica, trad. Mihai-Andrei
Codoban, Ed. Idea Design & Print, Cluj-Napoca, 2001, p. 24.

9 Roland Barthes, Camera clard. Insemnéri despre fotografie, Ed. Idea
Design & Print, Cluj-Napoca, 2005.
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vizuale. Subiectul se construieste la granita dintre hazard si
rigoare, asa cum spune poemul: se astern asa cum sunt
venite.

In concluzie, analiza de fata prezinta faptului ca avem
de-a face cu un proces de fuziune intre doua limbaje de sine
statatoare (textul si imaginea). In cadrul poemului liric,
semnele sunt cuvinte care redau imagini vizuale; in lucrari, in
schimb, semnele sunt linii si litere abstracte care pastreaza
in ele continutul experientelor interioare in cadrul poemului.

Semiotica acestui tip de alfabet ne arata ca procesul de
creatie urmareste un parcurs circular: de la impulsul de a
trasa o linie, la necesitatea de a defini un sentiment, si inapoi
la imaginea care depaseste cuvantul. Subiectul este de fapt,
insasi dinamica acestei transformari. A fi ,subiect” in acest
context inseamna a accepta rolul de liant intre spatiul alb al
foii si densitatea foii de céarbune, intre linistea plina si plina
strélucire a semnului asumat. Este o invitatie de a vedea
lumea ca pe o lectura succesiva, care se scrie pe sine prin

mana artistului, Intr-o continua devenire.
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Abstract

This research offers a critical reinterpretation of the contemporary
museum by drawing an analogy with the mausoleum, framing it as
an epistemic and phenomenological structure through which
cultural memory is produced and mediated. Rather than
functioning simply as a repository for artefacts, the museum is
understood as a site of ontological transformation, where objects
are removed from everyday use and recontextualized within
systems of meaning. Building on Theodor W. Adorno’s notion of
the museum as a space of the “posthumous condition” of art, the
study examines how artworks are preserved while simultaneously
distanced from social life. This perspective is further developed
through key concepts such as heterotopia (Michel Foucault), the
semeophore (Krzysztof Pomian), aura (Walter Benjamin), and
cultural memory (Jan Assmann), positioning the museum as a
space where time is no longer linear but layered and reconfigured.
Critical insights from Tony Bennett and Douglas Crimp highlight
the museum’s dual role as both a disciplinary institution and a site
of epistemological tension, caught between preservation and the
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neutralization of art’s critical force. The research also emphasizes
the architectural turn of the museum toward immersive,
experiential environments. Case studies such as the Jewish
Museum Berlin by Daniel Libeskind and the Memorial to the
Murdered Jews of Europe by Peter Eisenman demonstrate how
trauma is expressed spatially, while the Louvre Museum reflects
the enduring role of the museum as an instrument of canon
formation. Overall, the contemporary museum emerges as a
dynamic space where memory is preserved, reinterpreted, and

activated through experience.

Keywords: museum, mausoleum, epistemic, memory, cultural,
heterotopia, artefact, architecture, space, time, art,

posthumousness

Introduction: From Conservation to Posthumous
Existence in the Museum

In contemporary discourse on architecture and art history,
the museum must be understood as a complex mediation
between temporalities, a space in which the past is
preserved and stabilized; it can no longer be reduced to a
simple institution of conservation. This dual function -

conservational and thanatological'® - places the museum at

100 The term “thanatological’ derives from Thanatology and refers to
everything related to death, the processes of dying, and the ways in
which death is understood, represented, or ritualized. In contexts such as
architecture, art history, or cultural theory, the term takes on a more
abstract meaning: it refers to the ways in which death is symbolized or
culturally integrated; it describes processes of fixation, preservation, or
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the intersection between the historical life of objects and their
institutionalized  posthumous  existence. Within this
framework, the museum not only preserves but transforms
the ontological status of the object, marking its transition from
use to meaning.

This transformation may be read as a form of “symbolic
death”, as detachment from the original context disrupts
function and reinscribes the object within a regime of
controlled visibility. The museum object becomes artefact,
witness, relic—no longer belonging to its originating world.
The museum thus operates as a space of ontological
translation, extracting objects from their temporal flow and
reintegrating them into a stabilized, abstract temporality.

The analogy between museum and mausoleum
emerges here. Like the mausoleum, a dispositif for fixing
memory, the museum converts lived experience into
preserved form, transforming culture into a material archive.
This parallel functions both metaphorically and structurally,
emphasizing the museum’s role as an institution of
posthumous existence.

In a paradigmatic formulation, Theodor W. Adorno
describes museums as “family sepulchres of works of

art”,suggesting that institutionalization entails separation from

the “freezing” of life into durable forms; and it indicates a relationship with
memory, disappearance, and absence.
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life.'°' This observation opens a broader interpretative field:
the museum becomes a space in which art is protected yet
neutralized, preserved yet distanced from its original
conditions of meaning.

From a critical perspective, this “museum death” is not
purely negative but constitutes a condition for cultural
memory. Through extraction and fixation, the museum
preserves what would otherwise disappear, establishing a
paradox in which preservation entails loss—of context,
function, and immediacy.

The museum can thus be understood as a topography
of institutionalized memory, where objects are organized into
systems of meaning. It does not simply reflect the past but
transforms it into knowledge through selection and display,
functioning as both epistemological apparatus and
ideological instrument. As Tony Bennett suggests, it also
belongs to a network of disciplinary institutions that organize
visibility and shape public behaviour.102

Architecturally, these processes take spatial form
through axiality, monumentality, controlled light, and
regulated circulation, producing an atmosphere of secular
contemplation. The visitor follows a trajectory that is both
cognitive and affective, participating in a ritual of

101 Theodor W. Adorno, ,Valéry Proust Museum”, in Prisms, Cambridge,
MA, MIT Press, 1981, p. 175.

02 Tony Bennett, The Birth of the Museum: History, Theory, Politics,
London, Routledge, 1995, pp. 87-92.
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remembrance. The museum becomes a dispositif of cultural
posthumousness, mediating between preservation and
absence, and redefining itself as a space between life and
memory.

The concept of heterotopia'®®, formulated by Michel
Foucault, provides a key framework for understanding the
museum, particularly in relation to memory and temporality.
The museum may be seen as a heterotopia of accumulation,
capable of superimposing multiple temporal layers within a
single site. This condition implies not simple coexistence, but
the suspension of temporal flow and its transformation into
stratified storage.'%4

More precisely, the museum can be defined as a space
in which time is reconfigured as a static archive rather than a
site of multiple coexisting temporalities. The past ceases to
be dynamic and becomes a stabilized presence, accessible
in its various forms. This transformation produces a
spatialization of memory, in which time is effectively
converted into architecture.

As Foucault shows, heterotopias rearrange the order of
the world, revealing its internal tensions. The museum

reorganizes history spatially, replacing succession with

103 Michel Foucault, ,Of Other Spaces”, in James D. Faubion (ed.),
Aesthetics, Method, and Epistemology, New York: New Press, 1998, pp.
178-185.

104 Michel Foucault, ,Of Other Spaces”, in Diacritics, vol. 16, nr. 1, 1986,
pp. 22-27.
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simultaneity. Memory thus becomes a field of controlled
visibility, where the past is fixed, classified, and displayed.
Architecturally, this is expressed through recurring strategies
such as sequential organization, axiality, the clear separation
of exhibition and transitional spaces, and the use of durable
materials that suggest permanence.

From an architectural perspective, the museum as
heterotopia produces a processional experience. The visitor
follows a regulated itinerary in which spatial sequences form
an implicit narrative; space is never neutral. This narrative is
fragmented and stratified rather than linear, reflecting the
heterotopic structure of the institution itself.1%®

Circulation becomes essential to museum architecture.
Routes are designed not only for access but to guide
interpretation, transforming movement into a form of spatial
reading. This reading remains mediated, reinforcing the
museum’s role as an interface between visitor and memory.

Materiality also plays a key role. The use of stone,
concrete, and metal conveys durability and continuity,
contributing to the perception of the museum as a space
‘outside time”, where memory is stabilized. In this
configuration, the visitor's experience acquires an implicit
ritual dimension. The museum itinerary can be interpreted as

a secularized equivalent of a funerary procession, in which

105 Michel Foucault, “Of Other Spaces, Heterotopias”, in Architecture,
Mouvement, Continuité, nr. 5, 1984, pp. 46-49.
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movement through space reproduces a logic of initiation,
contemplation, and withdrawal. This dimension is reinforced
by the control of light, the alternation between open and
closed spaces, and moments of perceptual density that
induce a state of interiorization.

Thus, the museum as heterotopia is both a space of
display and an architectural framework of ritualized memory,
in which aesthetic experience is inseparable from a form of
perceptual discipline. The visitor is simultaneously free to
interpret and constrained by the spatial structure that orients
perception. From this perspective, the museum is structurally
close to the logic of funerary architecture, not through its
explicit function, but through the way it organizes the
relationship between body, space, and time. Both
architectural typologies operate with the idea of a mediated
presence of absence, in which what is no longer present

becomes perceptible through a rigorous spatial organization.

The Museum Object: Relic, Semeophore, and Cultural
Sign

The process of museification entails a radical transformation
of the ontological status of the object, through which it is
detached from its field of use and reconfigured within a
regime of institutional visibility and interpretation. The object
ceases to function as an operational entity and becomes a

bearer of meaning, integrated into a discursive system that
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reconstructs its value exclusively through display and
contextualization.

In this respect, Krzysztof Pomian introduces the
concept of the semeophore, defining museum objects as
entities that are no longer used but rather “show”- objects
whose primary function becomes that of mediating between
the visible and the invisible, the present and the past.'® The
semeophore is an object whose value derives from its
capacity to point toward a “beyond” of immediate experience,
whether historical, symbolic, or imaginary.

This mutation entails a fundamental separation between
two regimes of the object: the regime of use and the regime
of signification. At the moment of museification, the object is
extracted from the circuit of social practices and reintegrated
into a semiotic field in which it becomes a representation of
its own functional absence. The museum constructs semiotic
objects, in which materiality is subordinated to the function of
the sign.

This transformation can be further deepened through
Walter Benjamin’s theory, which analyzes the condition of
the artwork in the age of mechanical reproduction. Benjamin
shows that mechanical reproduction leads to an erosion of
the “aura” - that unique, unrepeatable quality tied to the hic et

106 Krzysztof Pomian, Collectors and Curiosities: Paris and Venice, 1500—
1800, Cambridge, Polity Press, 1990, pp. 58-63.
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nunc presence of the work.'%” In the museum context, this
loss of aura is doubled by an institutional recontextualization:
the object is preserved, but detached from its original
conditions of production and reception.

The museum thus becomes a paradoxical space: it
preserves materiality while suspending the authenticity of the
original experience. The museum object is simultaneously
present and “deactivated”, preserved and neutralized. In this
sense, the museum functions as an apparatus for stabilizing
loss, in which the absence of context is compensated by
discursive overdetermination.

This logic is further radicalized in Douglas Crimp’s
critique, which describes the modern museum as a space of
aesthetic neutralization, in which the artwork is separated
from its conditions of production and integrated into an
institutional regime of display.’® The museum domesticates
the artistic object, transforming it into an element of an
ordered system of visibility.

The museum object thus becomes a doubly coded
entity: on the one hand a semeophore (Pomian), on the other
an aestheticized relic (Benjamin), and on yet another level an

institutionally neutralized object (Crimp). This conceptual

107 Walter Benjamin, ,The Work of Art in the Age of Mechanical
Reproduction”, in Hannah Arendt (ed.), /lluminations, New York,
Schocken Books, 1968, pp. 221-226.

108 Douglas Crimp, ,On the Museum’s Ruins”, in October, vol. 13, 1980,
pp. 43-51.
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stratification highlights the fact that the museum is not a
neutral space, but an active dispositif for the production of
cultural meaning. This tension is exemplified in contemporary
visual arts, where the museum object is thematized,
deconstructed, or critically reactivated.

In the works of Christian Boltanski, objects become
fragments of an anonymous memory, archival traces of
absence and disappearance. His installations function as
pseudo-museums of forgetting, in which everyday objects
are transformed into relics of absent existences. Dim light,
serial accumulation, and an aesthetics of precariousness
contribute to the configuration of a space that mimics the
museum while emptying it of archival certainty.

In the case of Anselm Kiefer, the materiality of the
works - lead, ash, earth - introduces an almost
archaeological dimension of memory. The work no longer
represents the past but incorporates it as material sediment,
transforming the pictorial surface into a field of historical
stratification. The museum becomes here an implicit horizon
of ruination, in which memory is inseparable from decay.

For Thomas Hirschhorn, the relationship with the
museum is explicitly critical: his installations are often
constructed outside established institutions or at their
margins, as forms of counter-museum. Precarious materials

(cardboard, adhesive tape, multiplied images) challenge the
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idea of stability and permanence, proposing instead an
aesthetics of excess and instability.

These artistic practices highlight a fundamental shift in
the status of the contemporary museum object: from
stabilized relic to critical form of memory, from fixed sign to
unstable sign, from display to interrogation.

Today, the museum can no longer be understood
merely as a space of conservation, but as a field of tension
between relic and sign, between stabilization and
destabilization, between institutionalized memory and critical
memory. The museum object thus becomes not a remainder
of the past, but a node of conflict between different regimes
of visibility and signification.

The critique of the museum as an institutional form
associated with a “symbolic death” of art gradually emerges
in modern and contemporary thought, against the
background of profound transformations in the status of the
artwork and its conditions of reception. This critique concerns
primarily its effects on how art is perceived, interpreted, and
integrated into the cultural field, rather than exclusively its
conservational function.

A key starting point for this critical genealogy can be
found in Theodor W. Adorno’s reflection, which associates
the museum with a space of the “burial” of art, in the sense

that the artwork is separated from social life and transformed
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into an object of abstract contemplation.’® This observation
inaugurates a line of thought in which the museum appears
as a dispositif of fixation and distancing, capable of
preserving the work while simultaneously extracting it from
the circuit of lived experience.

Along this line, Tony Bennett proposes a
reinterpretation of the museum in terms of a technology of
cultural governance, integrated into the broader ensemble of
disciplinary institutions of modernity. The museum is a
mechanism through which vision is organized, and the
visitor's behaviour is shaped according to implicit norms of
contemplation and cultural consumption; it is not merely a
space of display. It functions as an apparatus for disciplining
perception, in which aesthetic experience is regulated and
standardized.

This disciplinary dimension has direct implications for
the status of the artwork. Through its integration into an
institutional system of classification and display, the work is
detached from its original context and re-embedded within a
regime of controlled visibility. What is lost is not only the
original function, but also the artwork’s capacity to produce
immediate, institutionally unfiltered experiences.

The critique becomes even more radical in Douglas

Crimp, who interprets the museum as a space in a state of

109 Theodor W. Adorno, ,Valéry Proust Museum”, in Prisms, Cambridge,
MA, MIT Press, 1981, pp. 175-176.
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structural crisis. In his seminal essay On the Museum’s
Ruins, Crimp suggests that the modern museum is
confronted with its own limits, becoming incapable of
sustaining a coherent narrative of art.'% The “ruins of the
museum” designate an epistemological crisis, not merely a
physical or institutional decline, in which the legitimacy of the
museum as an instance of artistic validation is called into
question.

From this perspective, the museum appears as a space
of aesthetic neutralization: it no longer functions as a
guarantor of value, but absorbs artworks into a system that
diminishes their critical potential. Through display, the work is
integrated into a circuit of visibility that renders it accessible
while simultaneously separating it from the social and
political tensions that produced its meaning. This idea of
neutralization can be related to broader transformations in
contemporary visual culture, in which the museum becomes
part of a symbolic economy dominated by reproduction,
circulation, and consumption. Art risks being reduced to the
status of image, to a cultural consumable object, losing its
critical and reflexive dimension.

However, this “death of art” must be understood as a
transformation of its conditions of existence, not as an actual

disappearance. The museum reconfigures art rather than

110 Tony Bennett, The Birth of the Museum: History, Theory, Politics,
London, Routledge, 1995, pp. 87-92.
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annulling it, within a regime in which distance, contemplation,
and institutionalization become defining conditions of
aesthetic experience.

The critical genealogy of the museum thus reveals a
fundamental tension between conservation and
neutralization, between the preservation of the work and the
limitation of its potential for action. The museum therefore
appears as a paradoxical space in which art is
simultaneously saved and “frozen”,valorized and distanced,

present and, in a certain sense, posthumous.

Contemporary Configurations: The Museum as an
Architectural Experience of Memory
The problematic of the museum as a mausoleum acquires
heightened critical relevance in the context of contemporary
architecture, where memory is conceived as a direct, bodily,
and affective spatial experience, and no longer exclusively as
an object of preservation. Within this paradigm, the museum
transcends its condition as a storage site for objects and
becomes a constructed medium of remembrance, in which
architecture itself becomes the primary support of meaning.
This thus reflects a profound transformation in the
relationship between space, memory, and perception. If the
classical museum organized memory through accumulation
and classification, the contemporary museum produces it

through experience, immersion, and discontinuity. Memory is
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no longer merely displayed; it is lived, internalized, and
reconstructed through the visitor's trajectory. Architecture
therefore becomes a phenomenological dispositif, capable of
activating memory through affect, spatial tension, and
perceptual ambiguity, rather than through direct
representation.

A paradigmatic example of this orientation is the Jewish
Museum in Berlin, designed by Daniel Libeskind, where
architecture functions as a language of historical trauma and
of the discontinuity of memory. """ The project departs
radically from the narrative museum model, proposing a
fragmented spatial experience in which the geometry of the
building becomes the expression of a fractured history.

The zigzag configuration of the volume, lacking any
evident formal continuity, visually translates the historical
rupture produced by the Holocaust, while the underground
access route introduces an initiatory dimension of descent
into memory. The visitor does not access the exhibition
directly but is led through a system of axes that structure the
experience in existential terms: the axis of continuity, the axis
of exile, and the axis of the Holocaust. This spatial
organization transforms circulation into an interpretative act,
in which movement becomes the equivalent of an affective

reading of history.

1 Daniel Libeskind, Jewish Museum Berlin: Between the Lines, Berlin,
Prestel, 1999, pp. 25-31.
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A central element of the project is constituted by the so-
called voids- vertical voids that traverse the building and
remain inaccessible. These spaces do not house objects and
are not functionally integrated; they operate as markers of
absence, materializing the impossibility of representing a
radical historical trauma. Architecture is no longer a support
for memory; it becomes itself a form of significant absence.

The Holocaust Tower radicalizes this experience
through an extreme strategy of reduction: a closed, dimly lit
volume in which proportions, temperature, and acoustics
produce a state of discomfort and isolation. Architecture
operates here through deprivation, generating an experience
that does not transmit information but provokes a direct
confrontation with the limits of representation.'?

In another direction, the Memorial to the Murdered Jews
of Europe, designed by Peter Eisenman, extends this logic to
the urban scale, transforming the city into a field of diffuse
memory. '3 Unlike the traditional museum, this project
eliminates the object and explicit narrative, proposing a form
of museification without collection.

The field of stelae, composed of repetitive concrete
blocks arranged on a undulating terrain, produces a bodily
experience of disorientation and instability. The absence of a

clear point of reference, the variation in height of the

"2 James E. Young, The Texture of Memory: Holocaust Memorials and
Meaning, New Haven, Yale University Press, 1993, pp. 120—-126.
113 James E. Young, The Texture of Memory, pp. 200-208.
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elements, and the lack of a predefined route transform the
visitor into an active agent of the experience, compelled to
construct their own path. Memory emerges from the direct
interaction between body and space; it is no longer
transmitted.

This strategy implies a fundamental shift: from the
representation of memory to its production through affect and
perception. Space becomes an urban mausoleum through its
capacity to generate an experience of absence and loss,
rather than through the presence of relics. The visitor does
not merely contemplate memory but traverses it, becoming
part of a performative process of remembrance.

In contrast to these approaches marked by
fragmentation and discontinuity, the Louvre Museum
illustrates a different typology: the museum as mausoleum of
the artistic canon, in which memory is organized into a
coherent and stabilized narrative.'4

The architecture of the museum, the result of a stratified
historical accumulation, is characterized by axiality,
symmetry, and monumentality, elements that contribute to
the construction of a ceremonial-type experience. The
visitor's path is rigorously choreographed, and artworks are
integrated into a system of chronological and stylistic

classification that confers upon art history a form of linear

114 Andrew McClellan, Inventing the Louvre: Art, Politics, and the Origins
of the Modern Museum, Cambridge, Cambridge University Press, 1994,
pp. 89-96.
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continuity. The museum functions as a space for the
legitimization of value, in which art is fixed within a regime of
symbolic permanence. Unlike contemporary museums
oriented toward experience, the Louvre proposes a distanced
relationship with the artistic object, based on contemplation
and reverence. This distance contributes to the sacralization
of the artwork, transforming it into an intangible presence
protected by the institution.

The analysis of these configurations highlights the
existence of two major paradigms of the contemporary
museum: one oriented toward experience, fragmentation,
and affect, in which architecture becomes a medium of
memory, and another oriented toward order, stability, and
canonization, in which the museum functions as a
mausoleum of artistic value. Between these two models
unfolds the fundamental tension of the contemporary
museum, situated between archiving and experience,

between preservation and activation.

The Museum in the Urban Landscape: Memory Networks
The integration of museums into the contemporary urban
fabric generates complex spatial configurations in which
memory is no longer confined to a single building, but
distributed across a network of interconnected memorial
spaces. In this context, the city ceases to function as a

passive backdrop and becomes an active topography of
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memory, structured through symbolic relations, trajectories,
and nodes of meaning.

This dynamic can be understood through Pierre Nora’s
concept of “sites of memory”,which designates points where
collective memory crystallizes and becomes institutionalized
in material or symbolic forms. ' Museums, alongside
monuments and memorials, function as such sites, where the
past is both fixed and reactivated through cultural practices.

However, rather than relying on isolated and stable
points, the contemporary city operates through a reticular
logic of memory, where meaning emerges through
relationships between spaces. The museum is no longer a
self-contained center, but part of an urban ecology of
memory shaped by interaction among diverse memorial
forms.

This perspective aligns with Jan Assmann’s theory of
cultural memory, which emphasizes the role of institutions
and material supports in stabilizing and transmitting collective
memory ', In the urban context, these supports form a
dynamic system, in which museums, archives, and
monuments contribute to a stratified mnemonic landscape.

From an architectural standpoint, this network is

expressed through strategies of spatial integration: the

115 Pierre Nora, Les lieux de mémoire, vol. |, Paris, Gallimard, 1984, pp.
1-7.

16 Jan Assmann, Cultural Memory and Early Civilization, Cambridge,
Cambridge University Press, 2011, pp. 109-115.
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placement of museums near historical sites, their connection
through thematic routes, and their inclusion within broader
cultural ensembles. These elements configure a memory
circuit, inviting the visitor to experience the city as a spatial
narrative. Kevin Lynch’s analysis of urban imageability
highlights the importance of landmarks, paths, and nodes in
shaping perception "7 . Within this framework, museums
function as symbolic landmarks that orient urban experience
around history and identity. They may thus be reinterpreted
as urbanized mausoleums, integrated into a broader network
of meaning rather than existing as isolated structures.

This integration does not cancel its dimension of
separation and sacrality; on the contrary, it reconfigures it.
The museum remains a space governed by specific rules of
access and perception, yet its sacrality becomes distributed
through its relationship with the city. This tension between
integration and separation is central to its role: the museum
contributes to collective identity while maintaining the
distance necessary to confer memory its exceptional status.

This tension between integration and separation is
essential for understanding the role of the museum in the
contemporary city. On the one hand, the museum contributes
to the construction of collective identity, providing a

framework for representing and interpreting the past. On the

117 Kevin Lynch, The Image of the City, Cambridge, MA, MIT Press, 1960,
pp. 46-53.
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other hand, it maintains a symbolic distance from everyday
life, necessary to confer upon memory a status of
exceptionality. The museum is an urban operator of identity;
it is not only a space of memory but also an institution
capable of articulating the relationship between past and
present in a coherent and meaningful way. Through its
positioning within the urban network, it participates in
defining a landscape in which memory is not merely
preserved but continuously activated.

The contemporary city can thus be understood as an
extended architecture of memory, in which museums
function as key nodes within a network that preserves,

mediates, and continuously reactivates the past.

Conclusions: The Museum as an Epistemic and
Phenomenological Mausoleum

The analysis of the museum in relation to the mausoleum
paradigm reveals a complex conceptual structure in which
conservation, memory, and representation are inseparable
from processes of transformation, mediation, and symbolic
reconfiguration. The museum does not appear as a simple
storage space for the past; rather, it emerges as an
epistemological and phenomenological apparatus in which
objects, space, and the viewer are integrated into a system

for the production of cultural meaning.
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First of all, the analogy between museum and
mausoleum highlights the constitutive dimension of
posthumousness inherent to the museum institution. Objects
are extracted from the circuit of social life and reintegrated
into a stabilized regime of visibility, in which they function as
secularized relics. This transformation implies a fundamental
tension between preservation and loss: the object is
materially saved, yet separated from its original context and
initial functionality. In this sense, Theodor W. Adorno’s
observation of the museum as the “crypt” of art remains
essential for understanding this ambivalence.!8

Secondly, through the lens of Michel Foucault’s concept
of heterotopia, the museum can be interpreted as a space of
accumulation and suspension of temporality, in which the
past is reorganized into an artificial simultaneity. ''® This
spatialization of time transforms the museum into an active
archive, in which memory is both stabilized and reconfigured
according to institutional and cultural logics.

From the perspective of the museum object, the
contributions of Krzysztof Pomian and Walter Benjamin
highlight an essential mutation: the transition from object as
instrument to object as sign. The object becomes a

semiofore, a bearer of meaning that exceeds its immediate

118 Theodor W. Adorno, ,Valéry Proust Museum”, in Prisms, Cambridge,
MA, MIT Press, 1981, pp. 175-176.

119 Michel Foucault, ,Of Other Spaces”, in Diacritics, vol. 16, nr. 1, 1986,
pp. 24-27.
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materiality, while simultaneously losing its original “aura”
through reproduction and recontextualization. '2° This dual
condition'?' confirms that the museum operates not only as a
space of conservation, but also as an apparatus of semiotic
translation.

Institutional critique, articulated by Tony Bennett and
Douglas Crimp, introduces a crucial dimension to this
analysis, emphasizing the museum’s role as both a
mechanism of discipline and, simultaneously, a site of
epistemological crisis. '?> The museum organizes visibility
and legitimizes value, but it can also neutralize the critical
potential of art by integrating it into an exhibition system that
distances it from the conditions of its production.?3

This tension becomes particularly evident in
contemporary architecture, where the museum s
reconfigured as a spatial experience of memory. Projects
such as those by Daniel Libeskind or Peter Eisenman
demonstrate that memory can be activated not only through

objects, but also through space, light, and movement. 124

120 Krzysztof Pomian, Collectors and Curiosities, Cambridge, Polity Press,
1990, pp. 34-41.

121 Walter Benjamin, ,The Work of Art in the Age of Mechanical
Reproduction”, in llluminations, New York, Schocken Books, 1968, pp.
221-226.

122 Tony Bennett, The Birth of the Museum, London, Routledge, 1995, pp.
87-92.

123 Douglas Crimp, ,On the Museum’s Ruins”, in October, nr. 13, 1980, pp.
43-51.

124 James E. Young, The Texture of Memory, New Haven, Yale University
Press, 1993, pp. 120-126.
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Architecture becomes an affective medium capable of

producing experiences of absence, trauma, and discontinuity.

P
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Fig. 1. Generalfeldmarschall Gerd von Rundstedt is seen with a plaster
model of the Venus de Milo while visiting the Louvre with the curator

Alfred Merlin on 7 October 1940.
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At the same time, the persistence of models such as
the Louvre Museum indicates that the museum continues to
function as a mausoleum of the artistic canon, in which
memory is stabilized and organized into a coherent
narrative. 25 This coexistence of paradigms—one oriented
toward experience and the other toward canonization—
reflects the complexity of the contemporary museum
condition.

The expansion of the museum into the urban space,
analyzed through the concepts of Pierre Nora and Jan
Assmann, highlights the transformation of the city into a
distributed memory network, in which museums function as
symbolic nodes. The museum is no longer isolated but
integrated into an urban ecology of memory, actively
participating in the construction of collective identity.

Therefore, the contemporary museum must be
understood as a profoundly ambivalent institution, situated at
the intersection of conservation and transformation, between
archiving and experience, between stabilization and critique.
The analogy with the mausoleum plays a key role in
revealing this ambivalence: the museum preserves, but at
the same time fixes and distances, transforming the past into
a stable yet inevitably mediated presence.

125 Andrew McClellan, Inventing the Louvre, Cambridge, Cambridge
University Press, 1994, pp. 89-96.

137



The museum can thus be defined as an epistemic and
phenomenological mausoleum, in which cultural memory is
simultaneously preserved, reinterpreted, and lived. This
definition does not imply reducing the museum to a funerary
function; rather, it emphasizes its capacity to transform
absence into symbolic presence, to organize time into space,
and to produce experiences through which the past remains

active in contemporary consciousness.
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Abstract

Since visual art has been digitalised, it has moved to a completely
different dimension with advanced computer technology and
artificial intelligence technology. Artificial intelligence and
metaverse technology has become a part of our lives as well as
one of today’s most popular topics. It is a fact that the Metaverse,
developed as an alternative to the Internet, and artificial
intelligence, which reveals human potential, has completely
changed the new media art culture. While virtual reality is
preparing to become our new reality, artworks produced in the
metaverse have created an evolution in digital art. In many parts of
the world, scientists have started to train machines and artificial
intelligence so that the artificially intelligent machines and robots
we use in our homes and workplaces can produce real works of art.
They developed computers that produce works of art by
developing various methods and techniques. Today, the virtual
universe and artificial intelligence push the limits of our imagination.
Virtual culture and artificial intelligence cause people to question
their reality and their role in society. While the virtual world defines

new living conditions and art, people’s social, cultural and
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economic relations have also changed. While companies invested
heavily in these technologies, artificial intelligence produced its first
works and artworks were exhibited in the meta-universe. Do the
virtual world and artificial intelligence contribute to art and society
in a cultural, educational and economic context? Where do artists
see themselves in this world of technology? In our research,

answers to these questions will be sought.

Keywords: virtual design, metaverse, artificial intelligence, culture

Introduction

Throughout history, science and art have been progressing
cumulatively by adding new ones. Today, as the virtual
universe has become our new reality, the reality of art has
also changed. Since the invention of digital screens, we have
been able to reflect every discipline of art on the screen and
intervene in it. With the training of artificial intelligence, the
fact that machines can also produce works of art has
emerged. While machines act as tools like brushes, we
continue to make them independent. Today, an extremely
close relationship has been established between the viewer

and the work of art through artist-computer collaboration.
Problem Definition

e What opportunities have computers provided for

contemporary art and the artist?
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e Can trained machines and robots produce real works
of art and how independent are they?

e What possibilities does the virtual universe offer to the
artist and society?

e Are works created in the digital environment really
safe? Are copyrights protected?

e How do the works created in the virtual universe reach

and affect the audience?

Research Method

In this research, literature review was conducted and various
sources were used. Theoretical information and case studies
were associated with my own thesis research topic “The
Effect of Metaverse Technology on Game Design and Its
Contribution to Graphic Arts” and various analyses were

made.

Computer Art and Creativity

Art emerges as the meaning of a creative thought, the
pioneer of a thinking, designing and producing human being.
The concept of creativity has a complex structure in itself. It
includes abstract meanings such as ‘aesthetics’, ‘inspiration’,
‘foresight’, ‘curiosity’. Knowledge and experience are also
necessary to produce creative products. When this
knowledge and experience are combined with various

experiences and insights, new products emerge. Creativity is
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intuitive and aimed at solving a problem. Creativity in art
means the use of all mental processes in this analysing
process. Creativity should be considered as both a process
and a product, since what is created is expressed in abstract
concepts even if it is concrete. Design is a result of the
creative process. When producing a solution to a problem,
hypotheses are developed and synthesised as a result of
plans, programmes and analyses.

When computers first came out, of course, it was not
thought that they could be so creative and serve art, but
developments show that today, thanks to computers,
different fields such as digital art and artificial intelligence art
have been born. Computers, which have revolutionised art,
produce many more works of art such as painting, sound,
film, animation, game, website, performance and installation.
Thanks to digital developments, computers combine many
art techniques and disciplines in new media works.

According to Britannica, ‘computer art’ is the processing
of computer-generated images (paintings, designs,
landscapes, portraits, etc.) as part of a purposeful creative
process. Specialised software is used in conjunction with
interactive devices such as digital cameras, optical scanners,
pens and electronic tablets. Widely developed between 1950
and the 1980s, computer art was originally produced by

engineers and scientists at universities.
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Fig. 1. Jean Tinguely, Méta-Matic No. 10, 1959.126

There are two different methods in computer art: One is
that the computer creates a work of art by controlling it
through software transferred to the computer. The second is
the creation of a work of art as a result of manual intervention
by the artist using the computer as a tool. Here the computer
acts as an intermediary between the artist and the viewer.

126 Centre for Fine Arts (n.d.). Artsy Net,
https://www.artsy.net/artwork/jean-tinguely-meta-matic-no-10
(03.02.2025).
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Jean Tinguely was one of the first established visual
artists to use robotic machines to produce drawings in his
‘Métamatic’ series (1955-59)'%’. The sculptures of the Meta-
matic series, which he held a major exhibition in Paris in
1959, attracted much attention. These meta-art-creating
machines automatically create endless sequences of
drawings. Depending on how the machine is set up and used,
the drawings change. In 1960, the artist exhibited these
machines and his drawings and organised his first solo

exhibition in New York.

E: e -
Fig. 2. The painting made by Meta-Matic No. 12128

"

127 Early Computer Art (n.d.). Artsy Net, https://www.artsy.net/gene/early-
computer-art (08.02.2025).

128 The Mechanics of Expression (n.d.). Radicalart. automatic
expressionism (03.02.2025).
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Fig. 3. Ben F. Laposky, Elektronik Abstractions, 1952.12°

In the 1950s, the first use of screens to display graphics
was to visualise mathematical models. The first artworks
were produced with analogue computers and the graphics
were recorded on analogue filmstrips. The first example is
Electronic Abstractions, a series of computer-generated
graphics produced by the American Ben F. Laposky in 1952,
which is considered one of the first pieces of computer art. 30

‘Electronic Abstractions are abstract art forms traced by
complex electrical waves on the screen of a cathode ray
oscilloscope. They are generated and shaped by electronic
circuits and visualised by the glowing beam of the electronic

129 Ben F. Laposky, “Electronic Abstractions-A New Approach to Design”,
1953, Published by Ben F. Laposky, USA, p. 10.

130 Caio Barrocal, “Computer Art - The Art Machine and The 20th
Century”, Medium, https://medium.com/@caiobarrocal/computer-art-
357490e6b478 (02.02.2025).
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picture tube... They are compositions of electric vibrations in
light that are as pleasing to the eye as compositions of sound
vibrations in music are pleasing to the ear. These beautiful
visual rhythms and harmonies of electronic abstract art can
be recorded through photography.'3’

Although the artist himself does not refer to it as
computer art, these works are visualisations created by
controlling electronic devices without manual intervention.

Desmond Paul Henry (1921-2004) is another important
person who created new media visualisations by a machine
with the computer technology of the 1960s. A lecturer in the
Department of Philosophy at the University of Manchester,
Henry invented machine-generated effects similar to
Microsoft’s graphic abstracts. These drawings made by
computers and drawing machines enabled Henry to improve
his machine in the 1970s. He then produced his fourth and
fifth drawing machines in 1984 and 2002 respectively.
However, the machines he invented later were based on a
mechanical pendulum design, not on bomb image

computers.'32

131 Ben F. Laposky, “Electronic Abstractions-A New Approach to Design”,
1953, Published by Ben F. Laposky, USA.

132 Elaine O'Hanrahan, “Drawing Machines: The Machine", 2005,
Unpublished MPhil. Thesis. John Moores University, England (1960-
1968).
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In his machines, creative and aesthetic effects are

created with small adjustments to the initial effects. In
Henry’s works, it is clear that the machine adjusted with the
pendulum method creates different aesthetic works.
American computer scientist Edmund Berkeley
published a title called ‘Computer Art’ in the magazine
‘Computers and Automation’. On the cover of the magazine,
which he first published in 1963, he published a 1962

painting by Ephraim Arazi (Israeli technology pioneer and

138 “Desmond Paul Henry” (n.d.). Wikipedia,
https://en.wikipedia.org/wiki/Desmond_Paul_Henry#/media/File:Desmond
_Paul_Henry_with_Drawing_Machine_1.jpg (07.02.2025).
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businessman). This picture, which he described as computer
art, led to the launch of the first Computer Art Competition in
1963. This competition contributed to the development of
computer art and inspired artists and IT professionals until
1973.

Fig. 5. Paul Henry, Drawing by Machine, 1962.134

Since the 1960s, artists have been investigating how
computers can independently produce art. The birth of digital
art also dates back to the discovery of the computer. The
computer art that emerged in the 1960s constitutes digital or

algorithmic art.

134 Originals from the Desmond Paul Henry Archive.
https://desmondhenry.com/gallery/ (06.02.2025).
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When Frieder Nake opened a computer art exhibition in
Stuttgart in 1965, he received criticism about whether the
works produced by the programme that produced geometric
shapes were real art. The same debate is similar to whether
artificial intelligence produces real works of art. It is a fact
that digital art is today theoretically and practically accepted

in faculties, art and science circles.

Fig. 6. Cover of Computers and Automation magazine, 1969."3%

135 Edmund C. Berkeley, “Computers and Automation”, Launched The
Computer Art Contest, New York, 1969.
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Digital Art and Coding

Digital art describes the efficient use of technology in creative
thinking and art production. Found in a wide variety of media,
digital art can be produced with a variety of techniques and
ranges from computer, robotic, kinetic and net art to post-
internet, virtual reality and augmented reality art.

Digital art can be produced entirely by the computer,
such as fractals and algorithmic art, or it can be taken from
other sources such as a scanned photograph, an image
drawn using a mouse or graphics tablet, and vector graphics
software.'3® Moving art into the digital world has led to the
development of computer operating systems, software and
vector programmes, and consequently tablets and
smartphones.

The development of digital art with code-based software
required working in laboratories in collaboration with
mathematicians and programmers. Some artists, such as the
Hungarian-born Vera Molnar (1924-2023), created the first
code-based drawing programmes. They presented the first
examples of today’s computational art in computer labs in
order to create creative applications. In the 1940-50s, non-
representational paintings were created and called
‘algorithmic or generative art’. In 1968, Vera Molnar used a

computer to create her first algorithmic drawings, achieving

136 Christiane Paul, “Digital Art”, Thames & Hudson: London. 2006, p.71.

151



complex geometric lines at a time when screens were not yet
installed on computers (Fig. 7).
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Fig. 7. Vera Molnar, 74,066/13.30.37, Computer drawing 26x26 cm.
1974.137
Digital art describes the efficient use of technology in
creative thinking and art production. Found in a wide variety

of media, digital art can be produced with a variety of

187 Thaddaeus Ropac http://ropac.net/artists/231-vera-
molnar/works/12819-vera-molnar-molndrian-74-066-13.30.37-1974/
(02.02.2025).
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techniques and ranges from computer, robotic, kinetic and

net art to post-internet, virtual reality and augmented reality

art.
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Fig. 8. Harold Cohen, Simulation drawing on computer, 1974, ABD.'38

Cohen, who developed a small drawing robot that he
called a ‘turtle’ (Fig. 9), obtained drawings on papers that he
placed on the ground and then coloured them by hand (Fig.
8). AARON, a robotic machine, could initially draw black lines
as a programming system, but Cohen trained it to paint in
colour in later years. Designers who developed 3D modelling
on computers to create animation, games, movies, and

music titles produced animated digital works. British

138 “Digital Art and Design”. Victoria and Albert Museum,
https://www.vam.ac.uk/collections/digital-art-design (07.02.2025).
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computer artist William Latham (b. 1961) produced 3D
computer models of organic life forms using genetic
algorithm-based techniques to transform basic forms into
artistic creations (Fig. 10)."%° In the late 1980s and 1990s,
computer scientists and designers began to transform two-
dimensional digital forms into three-dimensional animated

objects and developed algorithms.

Fig. 9. Turtle robot painting in the ‘Drawings’ exhibition, 1979.140

139 J.J. Charlesworth, “Can Al Produce Images, But Can It Create Art for
Itself?” CNN. https://edition.cnn.com/style/article/artificial-intelligence-ai-
art/index.html (05.03.2025).

140 Chris Garcia, “Harold Cohen and AARON, A 40-Year Collaboration”.
https://computerhistory.org/blog/harold-cohen-and-aaron-a-40-year-
collaboration/ (18.06.2021).
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Fig. 10. William Latham, 3D Organic Form, Gazelli Art House 4!

Artificial Intelligence and Machine Learning

Artificial Intelligence (Al) is a system in which a computer-
controlled robot imitates human-specific intelligent behaviors.
It is a machine learning that can demonstrate the perception,
production, thinking and problem-solving abilities of human

intelligence. In 1943, during the Second World War,

141 William Latham, Gazelli Art House
https://gazelliarthouse.com/news/1313-cafa-william-latham/ (08.02.2025).
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reference was made to computers and artificial intelligence
produced by electromechanical devices. Engineers who
developed machine intelligence and the world of informatics
have done many studies to develop artificial intelligence
algorithms.

In today’s Industrial Revolution, a relationship has been
established between machines and humans with the Internet
of Things (loT). It is expected that new data built on old
information will be processed into these machines and
produce creative results and possibilities. It has been
revealed that machines can create a work of art with the
combination of computer science and artificial intelligence.
With the ‘computational creativity’ that has been put forward,
computers have been enabled to develop creative software.
It has also become possible to produce works of art such as
painting, music and poetry with the creative software
produced. At the same time, artists can create new and
original works by using these software as a tool.

“‘Machine learning is a data analysis method that
automates analytical model creation. It is a field of artificial
intelligence based on the idea that systems can learn data,
identify patterns, and make decisions with minimal human

intervention™'42, In artificial intelligence technology, the more

142 Davenport, T.H. “Machine Learning”, Analyst The Wall Street Journal.
https://www.sas.com/en_us/insights/analytics/machine-learning.html
(04.05.2025).
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advanced version of machine learning, image and voice
recognition, and data editing instead of making predictions,
recognizing, and identifying systems with the ‘deep learning’
technique. This system offers more personal services such
as touch, face scanning, and gesture recognition. This
system has become an important part of today’s game
designs and digital profile creation. The computers and
various machines of our age have been made more
functional by connecting to the internet.

While the internet provides us with data, artificial
intelligence processes it. If we look at the point that digital art
has reached today, the idea that artificial intelligence can
also produce works of art has emerged and machines have
been trained in this direction.

The Art-net website, one of the important names in the
art market, announced that a Parisian collector purchased a
work with artificial intelligence in 2018. It reported that this
work was created by a computer program by Obvious, a
French creative collective. This portrait of the fictional
Belamy family was created as artificial art with a series of
algorithms. The portrait series offered for sale has become a
promising example of the economic aspect of artificial
intelligence art.
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Flg 11. Fam G max D Ex [lo.g D(x))] +Ez[log (1-D (G (z)))] Edmond
de Belamy portresi, 2018.143

The first portrait study signed by artificial intelligence

(Fig. 11) was created by a computer without any human

intervention using an artificial intelligence system called

Generative Adversarial Net-works (GAN). The Belamy

143 Christie's Images Ltd. https:/news.artnet.com/market/first-ever-
artificial-intelligence-portrait-painting-sells-at-christies-1379902
(09.02.2025).
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portraits here were created by imitating paintings from the
14th to the 18th centuries.#4

Professor Ahmed Elgammal from Rutgers University in
New Jersey conducted a similar study on the Belamy family
using data obtained from 14th century paintings. Elgammal,
who investigates the representations of moving objects, says
that the results of the virtual intelligence are mostly abstract
images. Elgammal trained his algorithm by feeding it more
than 80,000 digitized images of Western paintings from the
15th to the 20th centuries. According to him, the machine
developed an aesthetic understanding. The algorithms it
developed produce art without human intervention. 4%

The first art exhibition produced by an Al algorithm,
called Art in the Age of Al (AICAN), was opened in the USA.
Using psychology-based and deep learning techniques,
AICAN creates artistic images (Fig. 12). The AICAN
algorithm seeks an answer to the question, “What if we teach
a machine how to recognize art and art styles and then
program it to create new images that do not follow
established styles?” Elgammal said the following about the

algorithm he created: “When | create the frame, | see myself

144 Eileen Kinsella, “First Al-Generated Portrait Sold at Auction Lowers
Expectations”. Artnet. https://news.artnet.com/market/first-ever-artificial-
intelligence-portrait-painting-sells-at-christies-1379902 (07.02.2025).

145 Rene Chun, “It Becomes Difficult to Tell Whether a Painting Was
Made by a Computer or a Human”. ArtsyNet.
https://www.artsy.net/article/artsy-editorial-hard-painting-made-computer-
human (05.03.2025).
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as an artist. The machine itself explored the possibilities and
gave me the answer. Thus, the machine is part of the
creative process”.'#6 If these works that are aesthetically
appealing to humans are produced by unmanned machines,

it is a fact that artificial intelligence makes art.

Fig. 12. Fam AICAN Collection, Creative Adversarial Networks
Generating art by Learning about Art and Deviating from Style Norms,
2017.147

146 "Unhuman: Art in the Age of Al (2017)", Rutgers University.
https://sites.google.com/site/digihumanlab/products-services
(01.02.2025).

“ Rutgers University (201 8)
https://sites.google.com/site/digihumanlab/research (06.02.2025).
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Elgammal conducted a Turing test to compare
computer-generated images with human-generated images.
Subjects could not distinguish between Al-generated works
and human-generated works. In fact, they found Al art more
aesthetically appealing.

It is clear that AICAN, which uses psychology-based
and deep learning techniques, creates artistic images. Its
algorithm answers the question: “What if we could teach a
machine how to recognize art and art style, and then
program it to create new images that do not follow the
established styles?"148

Mario Klingemann, an Al pioneer who works with GANSs,
says that this model can create images that define the
emerging and new type of Al, and that it is really just a tool.
“Even if you do not have a deeper understanding of how they
work and how you can control them, they create instant
gratification.’#® Klingemann said in his talk. If we look at the
evolutionary process of creativity and art, we see a
development from cave paintings to the Renaissance, from
realistic art to abstract art. It is possible to see an abstract

progress in the works produced by the first computer art and

148 "Unhuman: Art in the Age of Al (2017)", Rutgers University.
https://sites.google.com/site/digihumanlab/products-services
(01.02.2025).

149 Tim Schneider, Naomi Rea (2018). Has Aftificial Intelligence Given Us
the Next Great Art Movement? Experts Say Slow Down, the ‘Field Is in Its
Infancy’. Art News. https://news.artnet.com/art-world/ai-art-comes-to-
market-is-it-worth-the-hype-1352011 (06.02.2025).
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artificial intelligence. This also contributes to new media art.

It is aimed to produce effective works of art by adding more

complex codes to Al algorithms.

Fig. 13. Robot Painter Al-DA, Portrait series."%°

The first painter robot Al-DA, whose construction was
completed in 2019, opened an exhibition in England in 2021
with the portraits it drew. The painter robot, which was
produced through an agreement between gallery owner
Aidan Meller and a robotics company called Cornish, was
developed at Oxford University. Al-DA draws portraits using
graphic algorithms for drawing and painting, and can also
draw by hand what it sees with its artificial eyes (Fig. 13). Al-
DA synthesizes the algorithms given to it with deep learning

and can produce works that are unlike any other. “Al-DA is

150 Gemma Peplow, ,Al robot AI-DA is about to make history giving
evidence to a House of Lords inquiry”, News  Sky,
https://news.sky.com/story/ai-robot-ai-da-is-about-to-make-history-giving-
evidence-to-a-house-of-lords-inquiry-12717525 (10.02.2025).
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creative according to the criteria set by Professor Margaret
Boden, which is that the works must be new, surprising and
have cultural value.™’

In the world of science and technology, the idea that
machines and algorithms affect our behavior and that our
actions are not ours alone has emerged. The decisions and
suggestions of algorithms are respected by their creators.
Machines and humans collaborate to produce works of art;
this also helps us question ourselves and our place in society
about our own worlds intertwined with technology. Atrtificial
intelligence is a structure that creates new possibilities by
taking inspiration from human creativity. The world of
technology supports independent creativity and the
separation of artificial intelligence from humans. So how

does this work in the virtual universe?

Metaverse and Virtual Reality

By teaching algorithms big data, it is expected to absorb
them and create new possibilities. Robots and artificial
intelligence can visualize data and dimensionality. The
Metaverse is a continuous and interactive online community
that combines digital simulation with the real world. It is built
on the combination of Virtual Reality (VR) and Augmented
Reality (AR) technology that enables the interaction of

151 “Ai-Da Is It Art” Al-Da Robot. https://www.ai-darobot.com/
(07.03.2025).
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objects and people with the digital world. “Therefore, the
Metaverse is a system of interdependent, durable, multi-user
platforms that host social, networked, immersive
environments. It enables users to communicate and interact
with digital artifacts in real time in a fluid, bodily way”%2.

We have a mechanism that perceives the world and
objects in 3D. Thanks to the Metaverse, we can see rapidly
manipulated images of high dimensionality. We can move,
touch objects and produce various works of art in the virtual
universe that allows space to be imagined and transformed
into visual clarity. The Metaverse has also enabled the
creation of virtual exhibitions and museums, bringing visitors
together with works of art even when they are at home.

The Metaverse has particularly influenced the world of
game design and has enabled developments in this area.
Designers and programmers can create three-dimensional
characters and visualize spaces and objects realistically
through virtual reality. Players and users can increase their
artistic development by creating their own avatars.
Performance artists also contribute to the development of
new media by creating new games and choreographies with

their virtual bodies in the virtual universe.

152 Mohammed Aljanabi and Mohammed Sahar Yousif, "Metaverse: Open
Possibilities”, Iraqi Journal for Computer Science and Mathematics: Vol.
4: |ss. 3, 2023. DOI: 10.52866/ijcsm.
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158 Sarah Jansen, Coin Telegraph. https://cointelegraph.com/news/nft-
museum-positioned-as-largest-digital-art-display-in-the-metaverse
(07.02.2025).

154 Caitlin Barker, “Into The Metaverse”. Semi Permanent,
https://www.semipermanent.com/stories/into-the-metaverse (06.02.2025).
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In the Metaverse, artists/designers have the freedom to
design beyond the boundaries of the physical world and
create new visual possibilities. It is possible to offer users
completely fantastic and effective landscapes, surreal
environments and futuristic cities. Thus, new economic doors
have been opened for artists. Artists can exhibit their works
in NFT (Non-Fungible Token) museums and galleries and
come together with art collectors

The impact of designs in the Metaverse is not only
aesthetic, but also important for shaping user experiences,
conveying information, and creating brand identities.'® For
this reason, it has also significantly influenced the world of
graphic design. Designers push their imagination to create
visually stunning and interactive virtual environments that
enhance user experience, and to provide branding and

marketing.

Metaverse Art

The technology called Augmented Reality (AR) is the
enrichment, modification and augmentation of real world
objects, people or environments with computer-generated
images, sounds and graphic data. In Virtual Reality (VR), real
and imaginary products are combined. The person interacts

with an artificial three-dimensional visual or other sensory

155 Heba Ibrahim, “The impact of metaverse design on user experience,
information conveyance, and brand identity”. Journal of Design and
Digital Media, 4(1), 2023, p. 40.
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environment. In this technology, which uses computer
modeling and simulation, the user wearing a helmet watches
animated images of the simulated environment.

The most appealing aspect of metaverse art is that it
allows artists to experiment with new environments and
techniques. Virtual reality technology is a great tool for
creating immersive installations that transport viewers to
other worlds. Augmented reality is also used to create
interactive sculptures and installations that respond to the
viewer's movements and gestures. Metaverse artists can
reach a wider audience. Traditional galleries and museums
are limited by their physical locations and space, but in the
metaverse, there are no space limitations and can be
Accesat from anywhere in the world. Visitors to a rendered
3D artwork can be rotated or zoomed in and out, and they
can examine its details. They can slice a sculpture, enter it,
and change its color. This eliminates the distance and
limitations between the artwork and the viewer.

The metaverse gives artists the opportunity to
transcend their own boundaries because it offers intelligent
tools — brushes that paint in three dimensions, on generator-
based artificial intelligence — that not only inspire the artist
but also do some of the craftwork. It is easy to design objects

in the virtual world that could never be created in the physical
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world. The artist can visualize, creates his own imaginary

world and invites the viewer in.1%6

Fig. 16: Miberra Biilbul, Augmented reality application, Russia.'®”

Morgan Moghaddan, an artist who immigrated to New
York and is a professor of Digital Art at LIU Brooklyn, makes
illustrated animation, crypto and NFT art, and exhibits her
works in many countries with augmented reality. The artist’s
works, which | took part in a group exhibition in Istanbul in

2018, attract great attention. In an interview in 2024, she

156 Alicja Kepinska, Radostaw Wisniewski, “Metaverse And lIts Creative
Potential For Visual Arts”, Acta Universitatis Lodziensis Folia Sociologica
2023. DOI:10.18778/0208-600X.85.04.

157 Miiberra Bulbll collection, 2018.
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introduces herself as follows: “I| am a digital artist and
animator who works primarily with 3D Computer Graphics
(3D CGQG) for screen-based animation and animated paintings,
Chronometric Sculpture, NFTs, Net Art, AR, VR, physical
prints, physical sculptures, physical and virtual installations,
and physical-digital mixed media. Since the 1980s, | have
had a pioneering practice that includes many different
exhibited fine art collections wusing computer-based
technologies and mostly 3D CG since the late 1980s.” As in
her work system, the digital art trend of the 80s has created
an evolutionary trend with the development of new media
and the virtual world today. Crypto art is not only done in
terms of branding and marketing, but also protects the
copyrights of artists in the virtual universe. In the 2010s, with
the development of blockchain technology, it has gained
widespread acceptance and rapid and huge popularity by
providing a basic technology where everyone can transact
with a decentralized understanding; buy, sell or save for
digital artworks.58

The process where crypto money began to be earned
includes NFT technology, which also allows artworks to be

bought and sold. With this technology, a blockchain has been

158 Melanie Ehrenkranz, “How Blockchain Technology Reached Christie's
And Changed The Art World Along The Way”, Web Archive.
https://web.archive.org/web/20201027195423/https://www.nbcnews.com/
tech/tech-news/how-blockchain-technology-reached-christie-s-changed-
art-world-along-n1244951 (07.02.2025).
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created, and every artwork or artistic creation has been
connected to each other. “They are digital assets based on
cryptography that guarantee that a work of art is unique and
unrepeatable, at the same time confirming the ownership of

the work, securing every transaction made with the work in

question and following up when necessary”1%9,

Fig. 17. Morgan Moghaddam, Our Lips Our Sealed. 60

Virtual Culture
Especially after the Covid-19 pandemic, the virtual world has
entered our real lives more and changed our individual

experiences and social interactions. This is a situation that

159 “NTF'ler, Dijital Sanat ve Meta Evren”, Telefonica.
https://www.telefonica.com/en/communication-room/blog/nft-digital-art-
metaverse/ (08.02.2025).

160 Kate Armstrong, ,Interview with Marjan Moghaddam”. 2025.
https://aifutures.substack.com/p/interview-with-marjan-moghaddam
(12.02.2025).
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has emerged to facilitate social interactions and to promote
the psychological well-being of people in social contexts.
“The use of immersive virtual environments in psychology
has proven to be quite beneficial, especially in terms of social
interaction”%.

Metaverse, which creates an online community, has
enabled users to communicate and interact with others in
real time. In the metaverse, there is a three-dimensional
virtual but realistic world where social, educational,
employment and economic activities are possible, as in
reality. It also allows all kinds of activities carried out here to
be integrated into real life.

Studies have shown that virtual reality can increase
social behavior and create empathy among users.
Simulations provide the highest level of realism to affect
users’ visual, auditory, tactile, and even olfactory and
gustatory senses. Virtual reality animations also serve as an
artistic response to cultural heritage destruction, and as an
important tool for many nations and cultures to survive and
ensure cultural transmission to new generations. Such
animations will stand before us as symbolic representations
of a society’s existence. Digital travellers will be able to visit
various ancient cities and cultural heritages, such as Hegra,

161 Jim Blascovich, et al. “lmmersive Virtual Environment Technology as a
Methodological Tool for Social Psychology”, Psychological Inquiry.
Lawrence Erlbaum Associates, Inc. USA, 2002.
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a UNESCO World Heritage Site, in the metadata universe as

if they were there.

Fig. 18. Ancient city on Metaverse, Saudi Arabia, Hegra. %2

VR has enabled artists, architects, musicians and
creators to showcase their work in completely new ways.
Meetings, concerts and various events that defy distance
have increased both the continuity of artists’ production and
the social interaction of audiences/participants.VR also
appears as a very effective tool in the world of education.
Simulated environments and applications provide a more
educational and safe education opportunity. Games in the
metaverse offer opportunities to develop children’s
imagination and affect their language development. At the
same time, it has psychological and cultural effects such as

making foreign friends, cultural transfer and socialization.

162 ] ovin Suudi, “AlUla Is Now On The Metaverse” Lovin.
http://lovin.co/riyadh/en/latest/alula-is-now-on-the-metaverse/
(15.02.2025).
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Educators can regularly use virtual reality games to attract
the attention of the class and encourage easy peer
competition. Visiting virtual museums in the classroom
environment provides a better understanding of works of art
and can reduce some risks and costs. Visiting different cities
and experiencing many cultures at the same time is one of
the best advantages of the virtual universe. Navigating in
space with the Helmet vehicle and moving objects with
equipped data gloves provide a tremendous experience.

It is necessary to pay attention to important elements
such as ethics and data privacy, as well as the aspects
where it is useful. Addressing social challenges such as
identity concerns, social isolation, and inequality is crucial to
creating a safer and more engaging digital community.
“Strengthening social ties, encouraging innovation, and
fostering a sense of global community, responsible
development, and prioritizing ethical issues are areas where
the Metaverse has the potential to shine” 193 . Ethical
dilemmas such as children’s rights and privacy should be
revealed and worked on. Blockchain and crypto signatures
have been developed to protect and secure works of art, but
guidelines should be issued for their auditing and
accountability.

163 Gi Sang Yoo, Kwang Chun, "A Study On The Development Of A
Game-Type Language Education Service Platform Based On Metaverse”,
Journal of Digital Contents Society, vol. 22, no. 9, 2021, pp. 1377-1386.
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Conclusion
Computers were initially electronic devices used to perform
arithmetic and mathematical calculations. Since digital
screens were added to this machine, they have affected the
cinema sector and various fields, as well as radically
changing the purposes of using computers. Monitors for
visual arts opened the door to new art and started the digital
art revolution. With digital art, different techniques and
disciplines came together and software programs were
developed for every purpose. There was a great economic
revolution in this sector, and scientists, mathematicians,
software developers and artists knew how to benefit from it.
Since computers used to be impersonal and were
examined in university laboratories, scientists were
interested in digital data. The awareness that calculation and
geometry were important in art directed artists and designers
to it. The first digital works were made by computer
programmers and software developers, but when computers
started to become personal, artists embraced this trend. In
order to create a digital work with computational creativity,
the computer was used as a tool and at the same time, it was
necessary to have artistic knowledge and aesthetic
perspective. The aesthetic images made with the pendulum
method were coincidental. Artists intervened more in this and
directed the machines. Machines could respond to

commands, so they could be trained. Artificial intelligence
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was the result of deeply training machines and made things
easier for us in every aspect of our lives. If it works so well in
health, education, and the service sector and can offer new
suggestions to humans, then artificial intelligence could also
make art. Art is an aesthetic creation that emerges as a
result of knowledge and experience. At that time, artificial
intelligence was taught art history and thousands of works of
art were introduced. The artificial intelligence, which
analyzed everything it learned, synthesized them and
created new possibilities. These new visuals that emerged
really had aesthetic value. Therefore, artificial intelligence
could really produce works of art. In addition, artificial
intelligence technology played a role in style transformation
and creative inspiration and influenced artists.

In order to use this technology effectively, designers
must first understand existing Al tools and software to
determine which tools are right for their needs. This may
include image creation, image editing, image recognition and
analysis, etc. Designers can use these tools to get inspiration
or create visual elements. Although scientists and technology
developers are trying to transform Al into a structure that
produces, designs, and inspires as an entity independent of
humans, machine-human interaction and collaboration
should be important.

The digital world has opened new doors for us and we

found ourselves in a virtual universe. With the discovery of
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the internet, machines connected to it drew us into this world.
Thanks to sensors, working vehicles, household appliances,
and programs could respond to our movements and gestures.
The internet created a social environment for us and we held
our meetings, business meetings, and events in a virtual
environment. As a reflection of the real world, our economic,
cultural, and social needs and characteristics existed and
took shape there. The virtual universe responded to our
needs for entertainment, employment, education, and
socialization. We saw how three-dimensional space could
look and that we could move and produce art there. Game
design and avatar technology have improved, virtual
museums and ancient cities have been visited. The
economic relationships of artists and designers who reflect
reality into the virtual universe with three-dimensional
modeling techniques have also changed, and works can be
bought and sold with crypto.

Global virtual culture has become a common culture
where almost all cultures and societies meet. The new
generation has become a part of this culture and a member
of this society. Some underdeveloped countries that do not
have this technology and young people who do not have
equal education will not have the same opportunities and will
feel excluded. No matter how much we are captivated by the
magic of the virtual world, we must continue to work that will

touch real life in order not to forget humanity. Steps should
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be taken in this direction so that we do not forget being
ourselves and the cultural characteristics of our ancestors,
and people should not completely surrender themselves to a
machine. When our avatars do not fully reflect us, there will
be a difference between the ideal self and the real self and
this will create identity confusion. Although the virtual
universe takes us beyond our dreams, our physical, mental

and spiritual activities have slowed down.
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