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V o l t a i r e

A D R I A N  N O T Z
CIPRI AN MURESAN, CHOOSE... /  WÄHLE..., 2005, video.

(PHOTO: CIPRIAN MURESAN)

A lles  b e g in n t  m it  e in e m  A n r u f  a u s  

d e r  B u n d e s h a u p ts ta d t .  D ie  r u m ä n is c h e  

B o ts c h a f t  in  B e rn  k ü n d ig t  d e n  B e su c h  

d e s  r u m ä n is c h e n  B o ts c h a f te r s  u n d  d e s  

r u m ä n is c h e n  K u l tu rm in is te r s  im  C a b a 

r e t  V o lta ire  a n . B e im  B e su c h  d ie s e r  

« o r ie n ta l is c h  a u s s e h e n d e n  D e p u ta t io n

A D R I A N  N O T Z  ist Co-Direktor des 

Cabaret Voltaire und lebt in Zürich.

v o n  zw ei M ä n n le in » 1' s te l l t  s ic h  h e ra u s ,  

d a ss  es d e r  S te l lv e r t r e te r  d e s  B o tsc h a f 

te rs  u n d  d e r  K u l tu r a t ta c h é  d e r  B o t

s c h a f t  s in d ,  d ie  m ir  o f f e n b a r e n ,  d a ss  es 

e in e  r u m ä n is c h e  A v a n tg a rd e  g ib t  u n d  

d a ss  e in ig e  H a u p td a r s te l l e r  d e s  C a b a 

r e t  V o lta ire ,  T r is ta n  T z a ra  u n d  M a rc e l 

J a n c o ,  R u m ä n e n  w a re n . W o ra u f  m ic h  

d e r  r u m ä n is c h e  B o ts c h a f te r  n a c h  

B u k a re s t  s c h ic k t ,  u m  d o r t  d ie  r u m ä n i 

s c h e n  W u rz e ln  d e s  C a b a re t  zu  z ie h e n .  

Ic h  h o f fe  z u d e m , n i c h t  n u r  r u m ä n i 

s c h e  K n o lle n g e w ä c h s e  in  d e n  F e ld e rn  

d e r  a k a d e m is c h e n  L i te r a te n  a u sz u 

g r a b e n ,  s o n d e r n  a u c h  z e itg e n ö s s is c h e  

K ü n s tle r  f ü r  d a s  C a b a re t  V o lta ire  zu  

g e w in n e n .  In  B u k a re s t  z e ig t  m ir  d e r  

P r ä s id e n t  d e s  « In s t i tu t  d e  la  R e c h e rc h e  

d e  l ’A v a n t-g a rd e  R o u m a in e  e t  E u ro 

p é e n n e »  d ie  f r is c h  e n td e c k te n ,  ge-
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h e im e n  S c h ä tz e  d e r  r u m ä n is c h e n  

A v a n tg a rd e . W e g e n  s e in e s  s p ä r l ic h e n  

F ra n z ö s is c h  e r f a h r e  ic h  in  d ie s e r  A u s

g ra b u n g s s tä t te  l e id e r  n i c h t  m e h r  ü b e r  

d ie  S c h ä tz e  a ls  « trè s  im p o r ta n t»  u n d  

« fu o r ta  fu rm o s»  ( r u m ä n is c h  f ü r  « se h r  

s c h ö n » ) .  I n  d e r  g le ic h e n  G ru b e  b e g e g 

n e  ic h  e in e r  K ü n s tle r in ,  d ie  S c h a c h 

f ig u r e n  a u f  e in e  K o p ie  d e r  M o n a  L isa  

k le b t ,  w e lc h e  ic h  a u f  e in e m  J a h r m a r k t  

d e r  E i te lk e i te n  p r ä s e n t i e r e n  k ö n n te ,  

j e d o c h  n i c h t  im  « h o c h g e le h r te n  In s t i 

tu t»  d e s  C a b a r e t  V o l ta i r e .2'

B e i e in e m  z w e ite n  V e rsu c h  n e h m e  

ic h  d ie  N a m e n  C a lin  D a n  u n d  M a te i 

B e je n a ru  u n d  v o r  a lle m  d a s  f r is c h  

e r s c h ie n e n e  B u c h  D a d a  E a s t, T h e  

R o m a n ia n s  o f  C abaret V o lta ire3'  d e s  

s c h w e d isc h e n  G e le h r te n  T o m  S a n d - 

qv ist m it ,  u m  n e u e  R u m ä n e n  f ü r  d a s  

C a b a re t  V o lta ire  zu  f in d e n .  C a lin  D a n  

s e h e  ic h  b e i  e in e r  K o n fe re n z ,  a n  d e r  

a u c h  Io s if  K ira ly  te i ln im m t.  F r ü h e r  

h a b e n  sie  a ls K ü n s t le rd u o  subR EA L m it

DAN PERJOVSCHI, NO SMOKING TANK /  

NICHTRAUCHER-PANZER, 2006. 

(PHOTOS: GREGOR PODNAR GALLERY, 

LUBLIJA N A/BER LIN )

DAN PERJOVSCHI, DADA, 2006.

i h r e n  E x p e r im e n te n  g e g e n  « d ie  A g o 

n ie  u n d  d e n  T o d e s ta u m e l  d e r  Z eit»  

g e k ä m p f t .4' N o c h  b e v o r  ic h  m i t  e in e m  

d e r  b e id e n  s p r e c h e n  k a n n ,  n im m t  

m ic h  M a te i B e je n a r u  n a c h  Ia s i m it ,  w o 

e r  m it  v ie l E h rg e iz  e in e  B ie n n a le  

n a m e n s  P e r i f e r ie  o rg a n is ie r t .  Als 

K ü n s tle r  h a u s i e r t  B e je n a ru  g e g e n w ä r 

tig  m it  e in e r  B e d ie n u n g s a n le i tu n g  fü r  

F lü c h t l in g e  m it  d e n  b e s te n  W e g e n , u m  

v o n  R u m ä n ie n  n a c h  E n g la n d  z u  g e la n 

g e n . D ie se  h a t  e r  a u s  e ig e n e n  E r f a h 

r u n g e n  u n d  B e r ic h te n  v o n  F lü c h t 

l in g e n  z u s a m m e n g e s te l l t .  B e je n a r u ’s 

« F lu c h t a u s  d e r  Z e it» 5' is t  d e r a r t  f o r t 

g e s c h r i t te n ,  d a ss  ic h  ih m  k e in  Asyl in  

d e r  S ch w e iz  g e b e n  k a n n ,  « d e r e n  G ast

f r e u n d s c h a f t  ü b e r  a lle s  z u  s c h ä tz e n  

is t, u n d  im  Ä s th e t is c h e n  k o m m t’s a u f  

d ie  N o rm  a n .» 6'

U b e r  B e je n a ru  g e la n g e  ic h  zu m  

e r s te n  R u m ä n e n  d e s  C a b a r e t  V o lta ire : 

D a n  P e r jo v sc h i. E r  h a t  in  Ia si d e n  

o b e r e n  S to c k  e in e s  tü r k is c h e n  B a d e s  

m it  s e in e m  BIG ROMANIAN GRAFFITI 

g e fü ll t .  D ie  c h a r a k te r i s t is c h e n ,  m it  

w e n ig e n  S t r ic h e n  a u s g e fü h r te n  Z e ic h 

n u n g e n  s in d  e in e  u n m it t e lb a r e  A u s

e in a n d e r s e tz u n g  m it  d e m  O r t .  In  

s ie  v e rw o b e n  s in d  S c h la g z e i le n  u n d  

K la ts c h  a u s  d e n  M e d ie n  u n d  l i t e r a r i 

s c h e  A n s p ie lu n g e n ;  k o m m e n t ie r t  w e r

d e n  p o l i t i s c h e  E re ig n is s e , so z ia le  K o n 

f l ik te  u n d  M a c h tv e rh ä l tn is s e  e b e n s o  

w ie  d e r  K u n s tb e t r ie b  u n d  m a s se n 

m e d ia le  K o n tro l lm e c h a n is m e n .  E in  

R u m ä n e ,  d e n  ic h  u n b e d in g t  im  C a b a 

r e t  V o lta ire  h a b e n  m u ss.

P e r jo v sc h i e r z ä h l t  m ir  im  B e s o n d e 

r e n  v o n  d e r  A rb e i t  m i t  s e in e r  F r a u  L ia  

P e r jo v sc h i,  d ie  d a s  CAA /  CAA ( C e n te r  

o f  A r t  A n a ly sis  /  C o n te m p o r a ry  A r t  

A rc h iv e )  g e g r ü n d e t  h a t .  B e id e  s in d  

v e h e m e n te  G e g n e r  d e s  MNAC (N a t io 

n a lm u s e u m  f ü r  z e i tg e n ö s s is c h e  K u n s t ) , 

w e lc h e s  s ic h  im  V o lk sp a la s t b e f in d e t ,  

d e n  C e a u ç e s c u  w ä h r e n d  s e in e s  

R e g im e s  v o n  d e n  R u m ä n e n  b a u e n  

lie ss . V e re in f a c h t  g e sa g t,  r i c h t e t  s ic h  

i h r  P r o te s t  g e g e n  d ie  n o c h  im m e r  

b e s t e h e n d e n  k o m m u n is t i s c h e n  M a c h t

s t r u k tu r e n ,  w e lc h e  s ic h  in  d e r  E in -

DAN PERJOVSCHI, DICK GUN /  

SCHWANZ-PISTOLE, 2006.
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r i c h tu n g  e in e s  z e i tg e n ö s s is c h e n  M u se 

u m s  in  e in e m  s o lc h e n  G e b ä u d e  m a n i

f e s t ie r e n .

D as CAA v o n  L ia  P e i jo v s c h i  is t  n i c h t  

d e r  O r t  e in e s  A b e n te u r e r s ,  d e n n  « D e r 

A b e n te u r e r  is t  im m e r  D i le t t a n t . . .» ,  

s o n d e r n  d e r  e in e s  N e u g ie r ig e n ,  e in e s  

D a n d y s , d a  « a u c h  e r  d ie  G e fa h r  a u f 

s u c h t ,  a b e r  n i c h t  m it  i h r  d i le t t i e r t .  [ . . . ]  

W as ih n  v o n  e in e m  E r le b n is  z u m  a n d e 

r e n  f ü h r t ,  i s t  n i c h t  s e in e  L a u n e ,  s o n 

d e r n  d ie  K o n s e q u e n z  e in e s  G e d a n k e n s  

u n d  d ie  L o g ik  d e r  g e is t ig e n  T a tsa 

c h e n .» 7* D e r  G e d a n k e ,  d a ss  e in  V ak u 

u m  g e fü l l t  w e r d e n  m u ss , w e lc h e s  in  

S c h u le n  e n ts te h t ,  in  d e n e n  K u n s tg e 

s c h ic h te  b e i  P ic a sso  a u f h ö r t ,  f ü h r t e  

d a z u ,  d a ss  L ia  P e r jo v sc h i w ä h r e n d  

r u n d  f ü n f z e h n  J a h r e n  a lle  M a te r ia l ie n  

z u r  P o s tm o d e r n e  u n d  z e i tg e n ö s s is c h e n  

K u n s t,  d ie  s ie  f i n d e n  k o n n te ,  g e sa m 

m e l t  h a t ,  w ie  E in la d u n g s k a r te n ,  P h o to s  

v o n  M u s e e n ,  E in t r i t t s k a r te n ,  H a n d o u ts  

u n d  K a ta lo g e . U m  d ie s e r  U n m e n g e  a n

g e is t ig e n  T a ts a c h e n  e in e  L o g ik  zu  

v e r le ih e n ,  z e ic h n e t  s ie  M in d m a p s  u n d  

T im e lin e s  a u f ,  d ie  u n t e r  B e g r if fe n  

w ie  « Id e o lo g ie »  o d e r  « P e r fo rm a n c e »  

s te h e n .

D a n  P e r jo v sc h i e r z ä h l t  m ir  a u c h  

v o n  a n d e r e n  ru m ä n is c h e n  K ü n s tle rn ,  

d ie  e r  fü r s  C a b a re t  a n h e u e r n  w ü rd e , 

w ie  M irc e a  C a n to r ,  C ip r ia n  M u re sa n  

u n d  C ris ti P o g a c e a n ,  d ie  a lle  a n  d e r  

K u n s ta k a d e m ie  in  C lu j s t u d i e r t  h a b e n .  

M irc e a  C a n to r  w o lle n  w ir in  P a r is  t r e f 

fe n .

In  C ip r ia n  M u re sa n s  A rb e i t  RHINO

CEROS le s e n  K in d e r  E u g e n  I o n e s c o ’s 

R h in o céro s  s z e n is c h  a u f  R u m ä n is c h ,  

w o d u rc h  d ie  k in d lic h e  L o g ik , d ie  in  

R h in o céro s  d ie  D ia lo g e  b e s t im m t,  w u n 

d e r b a r  in  E r s c h e in u n g  t r i t t .  G le ic h z e i

tig  w ird  d e r  I n h a l t  d u r c h  d ie  f a ls c h e  

B e to n u n g  d e r  S ä tze  -  w eil d ie  K in d e r  

s e h r  o f t  n ic h t  g a n z  v e r s te h e n ,  w as sie  

le s e n , o d e r  s ic h  a u c h  e in f a c h  n i c h t  

d a f ü r  in te r e s s ie r e n  -  te ilw e is e  e n t l e e r t

u n d  b e in a h e  z u  V e rse n  o h n e  W o rte  

d e k o n s t r u ie r t .  G ä n z lic h  o h n e  W o rte  is t 

M u re s a n s  V id e o  C H O O S E ..., w e lc h e s  

s e in e n  S o h n  z e ig t, d e r  v o r  e in e m  G las, 

e in e r  D o se  C o c a -C o la  u n d  e in e r  D o se  

P e p s i-C o la  s itz t. E r  l e e r t  z u e r s t  e in  b iss

c h e n  P e p s i  in s  G las, d a n n  e in  b is s c h e n  

C o la  u n d  t r in k t  s c h lie s s lic h  a lle s  in  

e in e m  S c h lu c k . F e r t ig ,  m it  s c h e lm i

s c h e m  C h a r m e  w e rd e n  g lo b a le  W ir t

s c h a f ts k o n f l ik te  u n d  t e r r i to r i a l  M a rk e 

t in g k ä m p fe  e g a lis ie r t .

C r is ti  P o g a c e a n ’s w o h l b e k a n n te s te  

A rb e i t  is t d e r  T e p p ic h  TH E ABDUC

TIO N  FROM SERAGLIO. D e r  T ite l  b e 

z ie h t  s ic h  d i r e k t  a u f  M o z a rts  O p e r  D ie  

E n t fü h r u n g  a u s  d em  Sera il. D e r  i n d u s 

t r ie l l  g e k n ü p f te  T e p p ic h  is t  v o n  e in e r  

Q u a l i tä t ,  w ie  m a n  sie  a u f  v ie le n  M ä rk 

te n  f in d e t ,  u n d  z e ig t  v ie r  r u m ä n is c h e  

J o u r n a l i s t e n ,  d ie  im  I r a k  e n t f ü h r t  

w u rd e n .  Ä h n l ic h  e in e r  S e ife n o p e r ,  w a r 

d ie s e  E n t f ü h r u n g  v o n  e in e m  in  S y rie n  

l e b e n d e n  r u m ä n is c h e n  G e s c h ä f ts m a n n
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inszeniert worden, angeblich um Geld 
zu waschen. Pogacean greift dies bril
lant auf und transportiert die Gescheh
nisse in eine Welt aus T ausendunde iner  

N acht. Eine Arbeit von ebenso starker 
symbolischer Kraft ist das Medaillon 
BREAKING HEARTS, das anstelle zweier 
Herzhälften, von denen man eine der 
Geliebten geben kann, die territoria
len Umrisse von Rumänien und der 
Republik Moldavien zeigt. Die Tren
nung der beiden Staaten wird von 
Pogacean zur Sehnsucht zweier Gelieb
ter «versüsst».

An der Eröffnung der zweiten 
Bucharest Biennale entdecke ich eine 
Arbeit von Sebastian Moldovan, die 
direkt an die historischen Wurzeln 
der Rumänen des Cabaret Voltaire 
anknüpft. THE PARIS besteht aus einer 
Strassentafel, auf der der Name «Paris»

durchgestrichen ist, ein Hinweis, dass 
Paris verlassen wird oder hier nicht 
m ehr Paris ist. Moldovan platzierte die 
Tafel an verschiedenen O rten in Buka
rest, die in den 10er und 20er Jahren 
Bukarest als das «kleine Paris des Bal
kans» zelebrierten. Diese Orte haben 
ihren Glanz verloren, sind nur noch 
eine ferne, melancholische Erinne
rung an eine glorreiche Zeit.

Vom «kleinen Paris» zum Original, 
wo ich im Café des Palais de Tokyo Mir- 
cea Cantor und Dan Peijovschi treffe. 
Cantor gibt sich sehr skeptisch beim 
Vorschlag, ihn als Rumänen ins Caba
ret Voltaire einzuladen. Er verab
scheue diese nationalistisch etikettier
ten Projekte zutiefst. Trotzdem erzählt 
er mir von einer Videoarbeit, TRIBUTE 

(Huldigung) von 2004, einer Annähe
rung an einen Eiffelturm von 50 m

Höhe, der sich in Slobozia ausserhalb 
Bukarests befindet. Der Mini-Eiffel
turm wurde von Ilie Alexandru, einem 
rumänischen Geschäftsmann, errich
tet, der auch die Southfork Ranch aus 
der bekannten Fernsehserie «Dallas» 
nachbauen liess. Cantor partizipiert 
schliesslich mit dem Poster eines 
Davidsterns aus Doppelkopfzündhöl
zern am Cabaret Voltaire.

Wir sprechen in Paris auch über 
Arbeiten, die sich direkt mit dem Kom
munismus beschäftigten, wie Harun 
Farocki und Andrej Ujica’s VIDEO

GRAMME EINER REVOLUTION (1989), 
das tief bewegend die Rolle des Fernse
hens während der Revolution und des 
Sturzes Ceauçescus’ analysiert.

Viel spielerischer und experim en
teller wagte sich Ion Grigorescu noch 
während des Regimes 1978 an Ceauçes-
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cu heran und filmte einen DIALOG MIT 
DEM KAMERADEN CEAUÇESCU. In die
sem Film spielt Grigorescu gleichzeitig 
sich selbst und Ceauçescu und spricht 
m it ihm über den Kommunismus. Die 
Positionen gehen dabei hin und her 
und manchmal scheint der Künstler 
der vehementere, kritischere und radi
kalere Kommunist als Ceauçescu. Auf 
diese Eigenart angesprochen, erzählt 
m ir Grigorescu später in Bukarest, dass 
es ein Gespräch zwischen Amateuren 
des Kommunismus gewesen sei. Der 
Film ist jedoch ohne Ton und der Text, 
den sie sprechen, läuft unlesbar über 
den Bildschirm.

Das G rande F inale  dieser Suche nach 
den Rumänen des Cabaret Voltaire 
habe ich schliesslich in Venedig erfah
ren, wo Mihnea Mircan im rum äni
schen Pavillon un ter dem Titel «Low 
Budget Monuments» die Frage stellt, 
ob Monumente, losgelöst von Glorifi
kation, Gedenken und losgelöst von 
rhetorischen Überladungen, welche 
die Historie belasten, noch immer 
M onumente sind. Die Künstler Victor 
Man, Cristi Pogacean und das Künst
lerpaar Mona Vatamanu und Florin 
Tudor beschäftigen sich mit verschie
denen Lesarten von Monumentalität. 
Vatamanu und Tudor analysieren die 
Geschichte und das Gedächtnis von 
Orten, Plätzen und Gebäuden in  situ. 

Im Pavillon zeigen sie die Arbeit VACA-

MIRCEA CANTOR, poster with double-head 

matches /  Plakat mit Doppelkopf Zündhölzern. 

(PHOTO: M A R TIN  STOLLENWERK)

RESTI. Das Vacaresti-Kloster, erbaut im 
18. Jahrhundert, wurde wie viele ande
re religiöse Gebäude 1985 von den 
Kommunisten zerstört. In der Video
perform ance sieht man, wie Tudor mit 
Schnur und Pflöcken im gefrorenen 
Brachland um hergeht und in einer 
beschwörenden Weise versucht, den 
Grundriss des Klosters als ephemeres 
Mahnmal wiederherzustellen.

Ich sage, um einen vorläufigen 
Schluss zu finden: Das Ziehen der Wur
zeln in den Feldern der akademischen 
Literaten der rumänischen Avantgarde 
führte zu sehr fruchtbaren Einblicken in 
die zeitgenössische rumänische Kunst.

D as Cabaret Voltaire w urde am  5. Februar 

1 9 1 6  a n  der Spiegelgasse 1 in  Zürich  von  

H u g o  B a ll begründet. E s ist der Geburtsort 

vo n  D ada . D ie D adaisten  waren bis am  14. 

J u li  1 9 1 6  in  Zürich, d anach  w urde D a d a  

global. A m  1. Oktober 2 0 0 4  wurde das 

Cabaret Voltaire als zeitgenössischer K u ltu r 

ort wiedereröffnet. D ie A u ss te llu n g  «Dada  

E a st ? The R o m a n ia n s  o f  Cabaret Voltaire»

fa n d  vom  21. September 2 0 0 6 -2 4 .  Februar 

2 0 0 7  im  Cabaret Voltaire sta tt. A m  29. Sep

tember 2 0 0 7  w ird sie in  der Färgfabriken  

in  Stockholm  u n d  am  1. F ebruar 2 0 0 8  in  

der N ationa lga lerie  Zacheta in  W arschau  

eröffnet.

1) H ugo Ball beschreibt in Flucht aus der 
Zeit die Ankunft von Tristan Tzara, Marcel 

Janco und G eorges Janco am 5. Februar 
1916, siehe Dada Zürich, Reclam, D itzin
gen , S. 7.
2) Richard H uelsenbecks Beschreibung  
des Cabaret Voltaire in seiner «Erklä
rung», vorgetragen im Cabaret Voltaire im 
Frühjahr 1916, siehe Dada Zürich, Reclam, 
D itzingen, S. 29.
3) Tom Sandqvist, Dada East, The Roma
nians of Cabaret Voltaire (Cambridge: MIT 
Press, 2006).
4) H ugo Ball, F lucht aus der Zeit, in: 
Karl Riha, Waltraud W ende-H ohenberger  
(H g .), Dada Zürich, Reclam, D itzingen, 
S. 17.
5) H ugo Ball, Flucht aus der Zeit, erstmals 
1925 erschienen.
6) Aus dem  «Eröffnungsmanifest» des ers
ten Dada-Abends, Zürich, 14. Juli 1916, in: 
Dada Zürich, Reclam, D itzingen, S. 30.
7) H ugo Ball, Die Flucht aus der Zeit, Lim- 
mat, Zürich 1992, S. 48.
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T h e
R o m a n i a n s  
i n  C a b a r e t  
V o l t a i r e

A D R I A N  N O T Z

It all begins with a call from a capital. 
The Romanian embassy in Bern 
announces that the Romanian ambas
sador and the Romanian minister of 
culture will attend a perform ance of 
Cabaret Voltaire. The “oriental-looking 
deputation of [two] little m en”1* turns 
out to be the ambassador’s deputy and 
the cultural attaché of the embassy. 
They inform me that there is a Roma
nian avant-garde and Romanians were 
among the leading characters of Caba
ret Voltaire, namely Tristan Tzara and 
Marcel Janco. W hereupon the Roman
ian ambassador sends me to Bucharest 
to pull up the Romanian roots of the 
Cabaret. Not only do I hope to dig up 
Romanian tubers in the fields of liter
ary academia but also to find contem
porary artists for Cabaret Voltaire. In 
Bucharest, the president of the “Insti
tu t de la Recherche de l’Avantgarde 
Roumaine et Européenne” shows me

A D R I A N  N O T Z  is co-director o f  Caba

ret Voltaire and lives in Zürich.

the recently discovered secret treasures 
of his country’s avant-garde. Unfortu
nately, his knowledge of French being 
rather limited, I learned only that the 
finds from the diggings are très im por

ta n t  and fu o r ta  fu rm o s  (Romanian for 
‘very beautiful’). In the same site I 
encounter an artist gluing chess figures 
on a copy of the Mona Lisa, which I 
could present at a Vanity Fair but not at 
the “extremely intellectual institute” of 
Cabaret Voltaire.2*

«

On my second attem pt to find new 
Romanians for Cabaret Voltaire, I 
come equipped with the names of 
Calin Dan, Matei Bejenaru, and above 
all the brand-new publication D ada  

East, The R o m a n ia n s  o f  Cabaret Voltaire 3* 
by the Swedish scholar Tom Sandqvist. 
I see Calin Dan at a conference in 
which Iosif Kiraly is also participating. 
When they conducted experiments as 
the artist duo subREAL, they used to 
fight “against the agony and the death 
throes of this age.”4* Before I can even 
speak to them, Matei Bejenaru spirits 
me away to Iasi, where he is organizing 
an ambitious biennial that goes by the 
name of Periferie. Bejenaru’s latest art 
project consists of instructions for 
refugees that provide the best escape 
routes from Romania to England. 
Bejenaru’s “Flight out of Time”5* is 
so advanced that I cannot offer him 
asylum in Switzerland, “whose hospital
ity deserves unqualified appreciation, 
and where, aesthetically speaking, all 
depends on the norm .”6*
Through Bejenaru, I encounter the 
first Romanian of Cabaret Voltaire: 
Dan Perjovschi. He has covered the 
second floor of the Turkish bath in Iasi 
with his BIG ROMANIAN GRAFFITI. The 
drawings, typically executed with ju st a

PA R K ETT 80  2 0 0 7 1 9 4

few lines, are a direct reaction to the 
location. Headlines and gossip from 
the press are interwoven with literary 
allusions; their subject m atter ranges 
from political events, social conflict 
and power politics to the art trade and 
the control mechanisms of the mass 
media. This Romanian is a must for 
Cabaret Voltaire.

Perjovschi tells me a great deal 
about the work of his wife Lia Per
jovschi, founder of the CAA /  CAA 

(Center of Art Analysis /  Contempo
rary Art Archive). They both vehe
mently oppose the MNAC (National 
Museum of Contemporary Art), which 
is located in the People’s Palace that 
Ceauçescu had built by the Romanians 
when he was in power. In simplified 
terms, their protest is directed against 
Communist power structures that are 
still operative and made manifest in 
the decision to install a museum of

contemporary art in such a building.
Lia Perjovschi’s CAA has no room 

for adventurers because “[t]he adven
turer is always a dilettante.” Instead it is 
the home of “the inquisitive man, the 
dandy. He too seeks out danger, but he 
does not dabble in it. ..  He is led from 
one experience to another not by his 
mood, but by the consistency of ideas 
and the logic of intellectual facts.”7* 
The desire to fill the vacuum created in 
schools where art history ends with 
Picasso motivated Lia Perjovschi to 
spend some 15 years collecting all the 
materials she could find on postmod
ern and contemporary art, including 
invitations, photographs of museums, 
admission tickets, handouts, and cata
logues. To inform her vast hoards of 
intellectual facts with some kind of log
ic, she draws mindmaps and timelines 
classified by such concepts as “ideolo
gy” and “perform ance.”

Dan Perjovschi tells me about other 
Romanian artists who might also be 
recruited for the Cabaret, like Mircea 
Cantor, Ciprian Muresan and Cristi 
Pogacean, all form er students of the 
art academy in Cluj. We plan to meet 
Mircea Cantor in Paris.

In Ciprian M uresan’s work, RHI

NOCEROS, Romanian children read 
and act out Eugen Ionesco’s Rhinocéros, 

thereby beautifully underscoring the 
childish logic that governs the dia
logues in Ionesco’s story. At times the 
emphasis is slightly off because the 
children may not understand what they 
are reading or are, quite simply, not 
interested, so that the content goes 
awry and is essentially deconstructed, 
becoming verses without words. In his 
video C H O O SE..., Muresan goes a step 
further and does without words alto
gether. The video shows his son sitting 
in front of a glass and a can each
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CIPRIAN MURESAN, RHINOCEROS, 

2006, video.

(PHOTO: M A R TIN  STOLLENWERK)

of Coca-Cola and Pepsi-Cola. First he 
pours a little bit of Pepsi into the glass, 
then a little bit of Coke, and then he 
drinks it all in one swallow. T hat’s it. 
With whimsical charm and a single 
swallow, the artist has resolved the 
entire panoply of global economic con
flict and territorial competition.

Cristi Pogacean is probably best 
known for his carpet THE ABDUCTION 

FROM SERAGLIO, a title taken from 
Mozart’s opera. The quality of the

industrially knotted carpet is like all of 
those on sale in local markets and 
it portrays four Romanian journalists 
who were kidnapped in Iraq. With 
soap- opera aplomb, a Romanian busi
nessman living in Syria staged the kid
napping, purportedly to launder mon
ey. Pogacean makes brilliant use of the 
saga, placing the events in the setting 
of The A ra b ia n  N ights. O f equally 
impressive symbolic impact is the 
medallion BREAKING HEARTS: instead 
of a heart in two halves, one of which is 
m eant to be given to a beloved, the two 
parts of the medallion show the con
tours of Romania and the Republic of 
Moldavia. Pogacean invests the separa
tion of the two states with the saccha
rine yearning of two lovers.

At the opening of the second 
Bucharest Biennial, I discover a work 
by Sebastian Moldovan, which is direct
ly related to the historical roots of the 
Romanians in Cabaret Voltaire. THE 
PARIS consists of a street sign, with a 
diagonal line crossing out the word 
“Paris,” indicating that the city has 
been left behind or is no longer there. 
Moldovan installed the sign in various 
places in Bucharest, known in the 
1910s and 1920s as the “little Paris of 
the Balkans.” The glamour of these 
places has faded and they are now little 
more than triste rem inders of a distant, 
once glorious past.

Having traveled from “little Paris” 
to its namesake, I m eet Mircea Cantor 
and Dan Perjovschi at the café in the 
Palais de Tokyo. Cantor reacts with 
considerable skepticism to the idea of 
being invited to Cabaret Voltaire as a 
Romanian. He detests projects with a 
nationalist label and proceeds to tell 
me about a video work, TRIBUTE
(2004), which portrays an Eiffel Tower 
in Slobozia outside of Bucharest. The 
mini Eiffel Tower, 165 feet tall, was 
erected by Ilie Alexandra, a Romanian 
businessman, who also had a replica 
built of Southfork Ranch from the D al

las TV series. Cantor finally decides to 
contribute a poster to Cabaret Voltaire, 
showing a Star of David made of dou
ble-tipped matches.

In Paris we talk about works that 
dealt directly with Communism, like 
Harun Farocki and Andrej Ujica’s 
VIDEOGRAMME EINER REVOLUTION 

(1989, Videograms of a Revolution), a 
profoundly moving analysis of the role 
played by television during the revolu
tion and subsequent fall of Ceauçescu. 
Ion Grigorescu takes a much more 
playful and experimental approach in 
his DIALOG MIT DEM KAMERADEN
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CEAUÇESCU, f i lm e d  in  197 8  w h e n  

C e a u ç e s c u  w as s till  in  p o w e r. G r ig o re s -  

c u ’s f i lm e d  d ia lo g u e  o n  C o m m u n is m  

sh o w s th e  a r t i s t  p la y in g  b o th  h im s e l f  

a n d  th e  R o m a n ia n  le a d e r ,  C e a u ç e s c u . 

As th e y  ta k e  d i f f e r e n t  s ta n d s ,  b a t t in g  

th e i r  id e a s  b a c k  a n d  f o r th ,  G r ig o re s c u  

a p p e a r s  a t  t im e s  to  b e  a n  e v e n  m o r e  

im p a s s io n e d ,  c r i t ic a l  a n d  r a d ic a l  C o m 

m u n is t  t h a n  C e a u ç e s c u .  L a te r ,  w h e n  

I a sk e d  h im  a b o u t  i t  in  B u c h a re s t ,  

G r ig o re s c u  te lls  m e  th a t  i t  w as a 

c o n v e r s a t io n  b e tw e e n  C o m m u n is t  a m a 

te u r s .  H o w ev e r, th e  f ilm  h a s  n o  

s o u n d t r a c k  a n d  th e  w o rd s  o f  th e  p ro -  

t-a g o n is ts , s c ro l l in g  a c ro ss  th e  s c r e e n ,  

a r e  i l le g ib le . •

T h e  G ra n d e  F in a le  o f  m y  s e a rc h  fo r  

th e  R o m a n ia n s  in  C a b a r e t  V o lta ire  is 

m o u n te d  in  th e  R o m a n ia n  p a v il io n

in  V e n ic e , w h e re  M ih n e a  M irc a n  h a s  

in s ta l le d  h is  “L o w  B u d g e t  M o n u m e n ts ” 

in  o r d e r  to  f in d  o u t  i f  m o n u m e n ts  

a r e  s till  m o n u m e n ts  w h e n  th e y  a re  

d e p r iv e d  o f  th e  g lo r if ic a t io n ,  m e m o r ia l  

p o m p ,  a n d  r h e to r ic a l  h y p e rb o le  t h a t  

b u r d e n  h is to ry . T h e  a r tis ts  V ic to r  M a n , 

C ris ti  P o g a c e a n ,  a n d  M o n a  V ata- 

m a n u / F l o r i n  T u d o r  a lso  i n q u i r e  in to  

v a r io u s  in te r p r e t a t i o n s  o f  m o n u m e n -  

ta lity . V a ta m a n u  a n d  T u d o r  a n a ly z e  

th e  h is to ry  a n d  th e  m e m o ry  o f  p la c e s , 

s q u a re s ,  a n d  b u i ld in g s  i n  s i tu .  T h e i r  

w o rk  VACARESTI is o n  v iew  in  th e  p av il

io n .  T h e  V a c a re s t i  M o n a s te ry , b u i l t  in  

t h e  1 8 th  c e n tu ry ,  is o n e  o f  th e  m a n y  

r e l ig io u s  b u i ld in g s  t h a t  w e re  d e s tro y e d  

by  th e  C o m m u n is ts  in  1 985 . I n  th e  

v id e o  p e r fo r m a n c e ,  w e a r e  s t r u c k  by 

th e  u rg e n c y  o f  T u d o r ’s e f fo r ts ,  as h e

t r u d g e s  t h r o u g h  a r id ,  f r o z e n  te r r a in  

w ith  r o p e  a n d  s ta k e s , t ry in g  to  m a p  o u t  

th e  g r o u n d  p la n  o f  th e  m o n a s te ry  as a n  

e p h e m e r a l  m o n u m e n t .

M y c o n c lu s io n ,  f o r  th e  m o m e n t ,  is 

t h a t  p u l l in g  u p  th e  ro o ts  o f  th e  R o m a 

n ia n  a v a n t-g a rd e  in  th e  f ie ld s  o f  l i te r a ry  

a c a d e m ia  h a s  le d  to  e x tr e m e ly  f ru i t f u l  

in s ig h ts  in to  c o n te m p o ra r y  R o m a n ia n  

a r t .

(T r a n s la tio n :  C a th er in e  Schelbert)

T h e  C abaret V olta ire w a s f o u n d e d  by H u g o  

B a ll  o n  5  F eb ru a ry  1 9 1 6 , o n  Spiegelgasse  1 

i n  Z ü r ich . T h is  is the  b ir th p la ce  o f  D a d a . 

T h e  D a d a is ts  were i n  Z ü r ic h  u n t i l  14  

J u ly  1 9 1 6 , a fte r  w h ic h  D a d a  w e n t g loba l. 

O n  1 O ctober 2 0 0 4 , C abaret V olta ire w a s  

reopened a s  a  v e n u e  f o r  co n tem p o ra ry  c u l

ture . T h e  e x h ib itio n  “D a d a  E a s t?  T h e  

R o m a n ia n s  o f  C abare t V o lta ire” ra n  fr o m  

2 1  Sep tem ber 2 0 0 6  to 2 4  F ebruary  2 0 0 7  a t  

C abaret Voltaire. O n  2 9  Sep tem ber 2 0 0 7 ,  

the  e x h ib itio n  w il l  open  in  the  F ä rg fa b rike n  

in  S to ckh o lm  a n d  on  1 F eb ru a ry  2 0 0 8  in  

th e  Z a ch e ta  N a t io n a l  G allery  in  W arsaw .

1) H u g o  Ball describes th e  a rriva l o f  Tris
tan  T zara, M arcel Ja n c o , an d  G e o rg esJa n - 
co on  5 F eb ru a ry  1916 in  H ugo B all, Flight 
O ut O f Time. A  D ada  D iary, trans i, by A nne 
R aim es (B erkeley  a n d  Los A ngeles, C ali
fo rn ia : U niversity  o f  C a lifo rn ia  Press,
1996), p. 50.
2) R ich a rd  H u e lse n b e c k ’s d e sc rip tio n  o f 
C ab are t V oltaire  in his “E rk lä ru n g ,” p re 
se n te d  a t  C a b a re t V oltaire  in  sp rin g  1916. 
See Karl R iha, W altraud  W ende-H ohen- 
be rg er, eds., D ada Z ürich  (D itzingen : 
R eclam , 1992), p. 29.
3) Tom  Sandqvist, D ada East, The R om a
n ia n s  o f  Cabaret Voltaire (C am bridge: MIT 
Press, 2006).
4) H ugo  Ball (see n o te  1), p. 66.
5) See n o te  1.
6) F rom  th e  “E rö ffn u n g sm an ifes t,” the  
m an ifesto  th a t  la u n c h e d  th e  firs t D ada 
even ing  in  Z ürich , 14 Ju ly  1916 in Dada  
Z ürich  (see n o te  2 ), p. 30.
7) H u g o  Ball (see n o te  1), p. 30.

D A N  PERJOVSCH1, exh ib ition  view  “D essin F o n d u ”, Cabaret Voltaire, 2 0 0 6  /  

A u sste llu n g sa n sich t. (PHOTO: M A R TIN  STOLLENWERK)
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