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AN ANTHOLOGY OF MOLDAVIAN PAINTING

prolegomena
(1940 - 2015)

he current anthology is intended first and fo-

remost as a selection, something by definition
subjective, of an important section of a century of
painting of the modern and contemporary era. In
fact, Moldavian modernity has become by defa-
ult contemporary with us because its social and
political time period overlapped in terms of timing,
but took place in a rather different manner than this
process was articulated in Western Europe.

We selected a few “case studies” of artists which
represent landmark figures of this process and who
fully illustrate the whole spectrum of issues and
motivation of the artistic act, and especially how
this has evolved after the Second World War in the
cultural space between Prut and Dniester.

This introductory text is not meant to be an exhaus-
tive and detailed analysis but rather to propose a
selection of names considered important for var-
ious generations, as well as a selection of images
to illustrate the evolution of Moldavian painting in
the last seven decades, and it is meant for a wide
international audience.

In a previous book, | mentioned three types of
“cleavages” in the field of artwork from this area:
the definitive cleavage (in 1940), the internal cleav-
age (1960s through 1980s) and the psychological
cleavage (after the 1990s). | provided at the time
short definitions, such as: “Tabula rasa,” "The
Folklore Source: A Trojan Horse,” and “Artwork in
Civilian Ouitfit". It seems cryptic, but these phrases
define well the evolution of this art. In the time that
has passes since these "verdicts” were issued con-
firmed their precision, their compact and encom-
passing meaning.

The Union of Visual Artists of the Soviet Socialist
Republic of Moldavia was founded in 1945, with
18 members and 12 candidates. Among the most
valuable artists of that institutional beginning was
undoubtedly Moisei Gamburd because he was not
a debutant in the arts but brought with him the

experience of a European school which he had to
“adapt” step by step to requests that did not go
together with the freedom of expression and crea-
tion. Other artists uch as Dimitrie Sevastianov, Ada
Zevin, Eugenia Gamburd, Mihail Grecu, Ana Bar-
anovici, Mihail Petric, Esfira Grecu were in the same
situation. These were already mature artists at the
moment of the regime change left of the Prut and
thus had a major issue with their artistic conscience
when they had to adapt to the requests of the new
regime. This album is about how successful they
were, and what they did.

The artists from this album represent the proof and
the testimony of the contact and permanent dia-
logue which embodied by art, irrespectively of ge-
ography, ideology, borders and languages spoken
by those who create it.

Seen from today’s perspective, the epoch of so-
cialism, even though it is a period specific to the
“closed society,” meant a huge turmoil, a continu-
ous creative pulsation but also a permanent for-
mulation (and reformulation) of existential, artistic,
aesthetic and formal issues. Artists such as Andrei
Sérbu, Dimitrie Peicev and Mihai Tarus prepared
the “passage” to the post-modernist unleash, of
escapism and contemporary mythologies, rep-
resented by artists such as Mark Verlan, Roman
Tolici, Anatol Rurac and Alexandru Tinei.

This is an invitation to a succinct trip, where we can
read, understand and perceive mostly by means of
images these phenomena — of a world in perma-
nent shift, unstable, superficial and corrosive for
the foundations of the “roots” but also of local and
particular traditions. Art today asks the questions
with seriousness. In fact it is only the artists that
work to fill it with meaning, and make it exist.
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ANTOLOGIA PICTURII MOLDOVENESTI

prolegomena
(1940 - 2015)

ntologia de fata se doreste o a fi o selectie

desigur subiectiva asupra unei felii importante
dintru-un secol de pictura, din era moderna si con-
temporana. De fapt, modernitatea moldoveneasca
a devenit automat contemporana cu noi, Intrucit
perioada politica si sociala a celei dintii s-a con-
sumat intr-un alt fel, destul de diferit, decit acest
proces s-a articulat in vestul Europei.

Am ales citeva ,cazuri” de artisti care marcheaza
niste borne ale acestui proces, si care arata cu pri-
sosinta intregul spectru de problematici si motivatii
ale actului artistic, mai ales, cum s-au dezvoltat si
evoluat acestea dupa al doilea Razboi Mondial in
spatiul cultural dintre Prut si Nistru.

Intentia acestui text introductiv nu este a unei ana-
lize exhaustive si migaloase, ci propune niste nume
de referinta din diverse generatii, precum si o selec-
tie de imagini care sa ilustreze in chip multumitor,
pentru un public cit mai larg si international, evolutia
picturii moldovenesti din ultimele sapte decenii.

intr-o carte mai veche' vorbeam despre trei tipuri
de ,rupturi” in arta din acest areal artistic: ruptura
definitiva (dupa 1940); ruptura interioara (anii1960-
1980), ruptura psihologica (dupa anii 1990). Aces-
tor tipuri de clasificari le dadeam si scurte definitii,
respectiv: ,Tabula rasa”, , Filonul folcloric, un cal
troian?” si ,Arta-n civil”. Pare criptic, dar aceste
fraze definesc cum nu se poate mai bine evolutia
in timp a acestei arte. lar intervalul temporar care a
trecut de la formularea acestor ,verdicte” confirma
precizia si justetea lor, sensul lor compact si acope-
ritor.

n 1945 se infiinteaza Uniunea Artistilor Plastici din
RSSM, care a inclus 18 membri si 12 candidati?.

lar printre artistii cei mai valorosi ai acelui inceput
institutionalizat a fost, fara indoiala, Moisei Gam-
burd, intrucit acesta nu era deloc un debutant in
ale picturii, ci aducea cu sine experienta unei scoli
europene, pe care a trebuit sa o ,,adapteze”, treptat,

unor cerinte care nu se mai potriveau cu libertatea

de expresie si de creatie. In aceeasi situatie s-au
pomenit si alti artisti, precum: Dimitrie Sevastianov,
Ada Zevin, Eugenia Gamburd, Mihail Grecu, Ana
Baranovici, Mihail Petric, Esfira Grecu s.a. Acestia
erau deja artisti formati la momentul instaurarii regi-
mului comunist in stinga Prutului, si deci au avut o
problema majora cu propria lor constiinta artistica,
in perspectiva adaptarii la cerintele noului regim.
Despre cum si ce le-a reusit — este acest album!

Artistii din acest album sunt dovada si marturia
contactului si dialogului permanent pe care-| are
arta, idiferent de geografie, ideologie, granite si
limbile vorbite de cei care o fac. Epoca socialismu-
lui, desi o perioada specifica a ,societatii inchise”,
vazuta din perspectiva zilelor noastre, ni se arata
ca o era care, din punct de vedere psihologic, a
insemnat o imensa framintare, o continua pulsatie
creatoare, dar si o permanenta formulare (si refor-
mulare) a unor problematici existentiale, plastice,
estetice si formale. Artisti precum Andrei Sarbu, Di-
mitrie Peicev si Mihai Tarus au pregatit ,trecerea” la
dezlantuirile post-modenismului, a escapismului si
mitologiilor ,,contemporane”, reprezentate de artisti
precum: Mark Verlan, Roman Tolici, Anatol Rurac si
Alexandru Tinei.

Va invit in acest periplu succint, in care mai ales
prin imagine vom putea citi, intelege si percepe
aceste fenomene - ale unei lumi in permanenta
schimbare, instabile, superficiale si corozive pen-
tru temeliile ,radacinilor”, dar si a traditiilor locale
si particulare. Arta de astazi isi pune foarte serios
aceste probleme. De fapt, doar artistii care lucrea-
za la umplerea ei de sensuiri, si o fac sa existe.

MOISEI
GAMBURD

=\

1903-1954
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Alaturi de August Baillayre, este considerat un stilp al artelor plastice basarabene din epoca
interbelica. In jurul acestora s-a "coagulat” practic intreaga viata artistica a provinciei. A fa-
cut studii la Bruxelles intre 1925-1928, dar inainte de asta, elev fiind la Scoala de arte plastice
din Chisindu, a participat activ la pregatirea expozitiei basarabenilor de la Bucuresti, in 1922.
A expus ulterior la Saloanele Oficiale, iar in 1934 a deschis la Chisinau prima sa expozitie per-
sonala, si tot acolo, cea din urma, in 1954. In 1940, la sala Fundatiei Dalles, Moisei Gamburd
face o expozitie personala, comentata pe larg in presa vremii, in general —n termeni elogiosi
si apreciativi (George Oprescu, Miron Radu Paraschivescu). Artistul s-a remarcat in epoca prin
precizia si finetea desenului, prin compozitiile sale meticulos chibzuite, prin cromatica calda si
plina de armonie.

Dupa 1940 impreuna sotia sa Eugenia Gamburd (nascuta Goldenberg, artista si ea, acumin
plin proces de redescoperire), se muta la Chisinau, ca urmare a invaziei sovietice din 28 iunie.
Aceasta stramutare a avut toate consecintele faste si nefaste, astfel incit artistul si-a atins cul-
mea gloriei, oferita de sistemul artistic sovietic, dar apogeul acesteia I-a determinat pe Gam-
burd sa-si puna sfirsit zilelor. Inalta sa constiinta, dublata de un caracter ferm, onest, serios

nu a putut merge la nesfirsit cu dedublarea. S-a produs, prin el, o ruptura decisiva, transanta,
violenta, aproape definitiva, lasind in urma sa traditia interbelica, proces oprit inainte ca aceas-
ta sa se fi cristalizat pe de-a intregul, definitiv, raminind intr-un stadiu de formare. Moisei Gam-
burd a intruchipat prin opera sa intreaga dimensiune a infringerii acestui proiect. “"Realismul
socialist” a avut nevoie de altfel de oameni, de “oameni noi”; sotii Gamburd nu apartineau insa
acestei lumi sufocante si hide.
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Portrait of the Pianist Regina Zilber | Portretul pianistei Regina Zilber

1939, QOil on Canvas (59,8x48,6cm). Collection of Miriam
Gamburd, Tel-Aviv.

1939, Ulei, pinza (59,8x48,6cm). Din colectia Miriam Gamburd,
Tel-Aviv.
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Margarita

1948, Oil on
Canvas, 34,5-
26,5 cm.
Collection of
Miriam Gamburd,
Tel-Aviv.

N
Margarita

1948, Ulei, pinza,
34,5-26,5¢cm.
Collection of
Miriam Gamburd,
Tel-Aviv.

In the Meadow (First version) Tn lunc3 (Prima versiune)

1946, Oil on Canvas, 74-61cm. | 1946, Ulei, pinza, 74-61cm. ; r,:j T8 A £ b e Y i
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Portrait of Esther Kurtz

1952-1953, Oil on Canvas, 60-50 cm.
Private collection, Netanya

Portretul Estherei Kurtz

1952-1953, Ulei, pinzd, 60-50 cm.
Colectie privata, Netanya

Portrait of Lubov Jenina

1950, Qil on Canvas, 96-64, 5 cm. Private collection,
Rishon Le-Zion

Portretul Lubov Jenina

1950, Ulei, pinza, 96-64,5 cm. Colectie privata,

Rishon Le-Zion



Girl with Jug | Fata cu ulcior

1946, Oil on Canvas, 60, 5- 57 cm.
Private collection, Rishon Le-Zion

1946, Ulei, pinza, 60, 5- 57 cm.
Colectie privata, Rishon Le-Zion





