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Abstract. This paper addresses the problem of critical 
discourse taking as a reference framework the intricate 
and paradoxical relationships a specific type of critical 
art engages with both aesthetics and politics. According 
to philosopher Jacques Rancière, critical art contains a 
tension between two opposed directions: between the 
logic of art becoming life at the price of its self elimination 
and the logic of art’s getting involved in politics on the 
express condition of not having anything to do with it (2009, 
46). I will take in discussion a particular case, that of Dan 
Perjovschi, an artist whose artistic discourse, I claim, is 
able to balance if not overcome the tensions mentioned 
by Rancière. My main argument is that his art is atypical 
as it is able to reject the models offered by critical art 
establishment (typified by these tensions) by merging 
the logic of art becoming life and the logic of art’s getting 
involved in politics, while keeping it away from politics, but 
remaining essentially within the aesthetic field. Equally 
atypical are his artistic means, an assorted combination 
of drawing, performance, mass-media, intervention in-situ, 
political commentary and, most importantly, humor. This 

type of strategy, I will argue, testifies a different poetics 
and politics of critical art, that is, a different model of 
interpretation and practical approach of art making. 

Keywords: Critical art, drawing, performance, 
aesthetics, political art, mass media

Expanding the medium

There are only a few artists today who, 
while working mainly with drawing, can 
hope to achieve—and actually obtain—
international recognition and institutio-
nal credit. This is perhaps due to the be-
lief that drawing is too a low-tech if not 
“rudimentary” technique to be able to 
convey an appropriate message for our 
high-tech and speed-obsessed society. 
Dan Perjovschi’s drawing provides an 
excellent counter-argument in resisting 
such clichés: Perjovschi is an artist who 
proves not only that drawing is a conve-
nient way to make art today, but also that 
it is an effective means to create a convin-
cing political and critical discourse. His 
art remains, as I will explain below, aty-
pical within the context of what is called 
critical art—a whole range of art practices 
which take a critical view of society and of 
the established political values and which 
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seek to create situations rather that artis-
tic products, at the expense of any aesthe-
tic preoccupation. Critical art is often re-
ferred to as socially engaged, or “relatio-
nal,” with a famous formula coined by the 
French theorist Nicolas Bourriaud (1998).1 

For such artistic practices, intersubjectivi-
ty, public encounter and social bound are, 
according to Bourriaud, the essential fea-
tures. In her article published in Artforum 
(February 2006), entitled “The Social 
Turn: Collaboration and its Discontents,” 
British theorist Claire Bishop argues that 
the creativity behind relational or social-
ly engaged art “rehumanizes” a “numb 
and fragmented” society. However, she 
emphasizes, socially engaged art has fal-
len prey to egocentrism and circumscri-
bed critical examinations. The discourse, 
she argues, has focused mainly on the ar-
tist’s process and intentions, or the pro-
ject’s socially ameliorative effects, to the 
neglect of the work’s aesthetic impact.

However, this is not the case with 
Perjovschi’s artistic practice which es-
capes from the critical/social/relational 
art’s inconveniencies. Partly responsible 
for efficiently avoiding the typical mo-
dels of critical art is precisely his abili-
ty to merge the logic of art becoming life 
and the logic of art’s getting involved in 
politics, while keeping it away from po-
litics, but essentially within the aesthe-
tic field—and here I understand “aesthe-
tic,” following Rancière (2004, 10), as “a 
specific regime for identifying and re-
flecting on the arts: a mode of articu-
lation between ways of doing and ma-
king, their corresponding forms of visibi-

lity, and possible ways of thinking about 
their relationships.” Poetics, as I unders-
tand it here, is precisely this aesthetic di-
mension of the work, a specific percep-
tual property of the artistic discourse and 
its visual regime and a way to unders-
tand how meanings are generated by the 
artwork and how and why they are ac-
cepted as meaningful and artistically re-
levant by the viewer (Macey 2000, 301). 
Politics, on the other hand, is seen here 
not in its common sense, as a struggle for 
power and the environment in which that 
struggle takes place. Politics is conside-
red here, taking Ranciere’s account as a 
guideline, as “the configuration of a spe-
cific space, the framing of a particular 
sphere of experience, of objects posited 
as common and as pertaining to a com-
mon decision, of subjects recognized as 
capable of designating these objects and 
putting forward arguments about them” 
(2009, 24). Perjovschi’s art is positioned 
at the intersection between the two, the 
production and the reception of his work 
being made along a few major lines: po-
litical discourse (old and new, local and 
global – his main subject of reference), 
mass-media (taken as a means and as an 
information source), culture at large and 
art in particular (conceived as a subject 
and an object and as a conceptual fra-
mework), site-specificity (his interven-
tions are adapted to both the physical as-
pect of a place and to its historical, cultu-
ral, political metadata), ephemerality (of 
both the performative gesture and the 
objectual outcome—or rather its absence 
thereof) institutions (challenged and criti-
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cized from within their own premises) All 
these, while he enjoys recognition from 
equally galleries, critics, and audience. 

But what makes Perjovschi’s drawing 
so alluring to the public, and so appeal-
ing to prominent institutions? First of all, 
in regard to its formal aspect, Perjovschi’s 
art represent an incisive refusal of the tra-
ditional drawing format, encapsulated in 
the small surfaces and clear borders of 
the “tableau”, as Roland Barthes (1986) 
has named the paradigm of artistic rep-
resentation.2 Perjovschi’s drawings reject 
the frame—the constraining delimitation 
that indicates what should be considered 
“art” in relation to the external, “non-ar-
tistic” world. Instead, his drawings ex-
tend over the entire room: his ambition is 
to accumulate images, to amass hundreds 
of figures either in organized, grid-like 
configurations, or in free compositions 
drawn on the entire wall surface, floor, or 
even the whole room. By literally expand-
ing the intervention to include the whole 
gallery space, his art can be deemed as 
“drawing in the expanded field,” to para-
phrase the famous term coined by art the-
orist Rosalind Krauss, “sculpture in the 
expanded field” (1979/1985). For Krauss, 
the term refers to that artistic practice 
that “is not defined in relation to a giv-
en medium—sculpture—but rather in re-
lation to the logical operations on a set of 
cultural terms for which any medium—
photography, books, lines on walls, mir-
rors or sculpture itself—might be used.” 
(1985, 288). Correspondingly, Perjovschi’s 
art demonstrates that the act of drawing 
can be an unconstrained visual environ-
ment, an uninhibited intervention that re-

fuses limitations in terms of surface, ma-
terial used, concepts involved or social 
relationships produced. Thus, operating 
stretches and expansions of the reference 
field means also the expansion of the me-
dium in which the artist works. Drawing 
becomes more than an illustration: it be-
comes, as we will shortly see, the locus 
of a performative action, of a social dia-
logue, and institutional critique. 

Accumulation and expansion were 
always Perjovschi’s preferred artistic so-
lutions, even before the employment of 
the “expanded-field” drawing method 
directly on the walls. Early in his career, 
Perjovschi used for his drawings small 
pieces of paper, bundled and arranged in 
vast series. He exhibited them in the same 
“cumulative” fashion, but in large mo-
dules attached to the wall, comprised of 
flipbooks, by means of which the viewer 
could interactively flip through the pages. 
When reinstalled, the modules will look 
different each time, as they are placed 
in a different order on the gallery walls 
(see, for example, his Wonderful World, 
1994-1997, a work which is now part of 
the collection of New York’s Museum of 
Modern Art - MoMA).

But the process of accumulation and 
expansion involves also its reverse: the 
“de-accumulation” of the meticulous-
ly executed graphics—most of his inter-
ventions are conceived from the outset as 
temporary, “erasable” pieces. In a radical 
gesture, the artist himself erases or covers 
with paint his work with a rigorous scru-
pulosity, over a few days period.3 The al-
lusion is not so much to Rauschenberg’s 
iconoclastic erasure of a De Kooning 
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drawing (Erased de Kooning Drawing, 
1953), but rather to the thorny problem 
of the permanence of art, and of the mu-
seum’s role as the depository of “peren-
nial oeuvres,” as well as to the frugality 
of media images. Such a gesture has su-
rely important aesthetic and political im-
plications to which I will return in the fol-
lowing sections.

Drawing a fine line between media
and politics. Literally!

Perjovschi developed over the years a 
particular and easy recognizable style. His 
image is based on a powerful and expres-
sive drawing that relies on the synthetic, 
almost simplistic visual treatment of the 
subject matter. The compositions are po-
pulated with frugally-constructed figures 
in simple, rapid lines of neo-expressio-
nist provenance that are placed in sug-
gestive, sarcastic and provocative “situa-
tions.” Text plays a major role within the 
image field: concise and sharply formula-
ted, using punning wordplays, touching 

mostly upon contemporary political, so-
cial and cultural themes, words invest the 
images with further connotations and em-
power their message. The walls invaded 
by artist’s drawings become a sort of alter-
native mass media spaces where political 
commentary negotiate relations between 
official news and their ironic interpreta-
tions or blunt critique. Think for example 
of the scenes drawn at his intervention at 
MoMA.4 One of the images shows two al-
most similar tanks with barrels pointing 
in the same direction but placed at diffe-
rent levels and accompanied by the cap-
tion “Change of politics in Iraq”; or, a 
masked man who compliments a burka-
clad woman with the phrase: “You look 
wonderful today”; or a rectangle crowned 
by the word “Museum”, which has, writ-
ten in a small fold on one of its corners, 
the words: “Project room”. Take also as an 
example his interventions at Tate Modern 
London in 20065, where one could saw a 
happy character with the hands up, above 
whom the word FREE has the R slashed, 

Fig. 1: Dan Perjovschi, East-West, “The Room Drawing”, 
detail from the installation at Tate Modern London, 2006. 
Courtesy of the Tate Modern and the artist (2013).

Fig. 2: Dan Perjovschi, F(R)EE, “The Room Drawing”, 
detail from the installation at Tate Modern London, 2006. 
Courtesy of the Tate Modern and the artist (2013).
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as to become “FEE”; or the scene with the 
two characters that represent the East and 
the West, respectively (as indicated by 
the written words above) trying to shake 
hands through a middle line, but with no 
success, as their hands are displaced along 
the dividing line. 

Among his more recent interventions 
is that entitled Good News, Bad News, No 
News at Kaufamann Repetto Gallery in 
Milano (2012), where the artist covered 
the walls of the gallery with newspapers 
onto which he intervened with marker-
pencil drawings directly on the pages. He 
creates a complex dialogue with the texts 
and images depicting everyday events, in 
a sort of “critical palimpsest” that leaves 
place for multiple readings. Interfering 
and engaging a polemic with the mes-
sages transmitted by the newspapers, the 
artist became equally a (false) news ma-
ker and a side commentator. 

Fig. 3: Dan Perjovschi, Good News, Bad News, No 
News, Kaufamann Repetto Gallery in Milano (2012). 
Courtesy of the Kaufamann Repetto Gallery and the 
artist (2013).

This latter example is particularly si-
gnificant as it shows another important 
dimension of Perjovschi’s critical artis-

tic strategy, more exactly, his interest in 
working with and within mass media, a 
constant in his activity for more than two 
decades. Indeed, Perjovschi has a long ex-
perience as an illustrator and journal edi-
tor for the Romanian magazine Revista 
22, one of the leading platforms for pro-
moting democratic and socially-aware 
values since the very beginnings of the 
post-communist era. It is at the Revista 22 
where a major part of Perjovschi’s criti-
cally engaged artistic production is mani-
fested, and where a great part of his criti-
cal “voice” was tuned. Such a productive 
collaboration confirms two important as-
pects related to our subject matter: one is 
that an artist can indeed be an active, au-
thoritative and enduring player within 
the mass media and political framework 
(while remaining outside of the political 
game) and, second, that mass media can 
be a lucrative “ecosystem” and an effec-
tive means to address the artist’s views 
on a wide range of topics, from politics 
and social habits, to the economic and art 
systems (while preserving the aesthetic 
values of the art making). 

This type of engagement with the wi-
der society through art has a history, of 
course, one that can shed a relevant light 
on Perjovschi’s own approach. Drawing 
as a critical tool reaches back to Antiquity 
(if it is to mention only the Pompeian graf-
fiti that mocks contemporary figures), 
and to the Renaissance times (see for 
example Leonardo da Vinci or Annibale 
Carraci’s incongruous and therefore sa-
tirical sketches of various characters of 
the epoch). But the artist most known 
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for using drawing as an effective poli-
tical tool—in the form of what we re-
fer to today as caricature—is the nine-
teenth century’s Honoré Daumier, more 
exactly for his satirical renderings of the 
contemporary political figures and the be-
havior of his countrymen. Something of 
this “caricatural” dimension is present 
in Perjovschi’s drawings as well and it is 
visible in his—typically for the genre—
synthetic treatment of forms, the sugges-
tive, short, and politically-infused mes-
sage. Some critics address precisely this 
aspect when commenting on his work, 
considering his drawings simple carica-
tures. Nevertheless, this is a reductive 
view, since Perjovschi’s drawings can-
not be simply subsumed under this ru-
bric. The fact that he draws frugally-de-
fined figures, placed in relation with texts 
that make ironic political commentaries 
on the present-day situations, and the fact 
that many times he provides his discourse 
via mass media are not enough reasons to 
qualify (or to denounce) Perjovschi’s art 
as simply caricature. There is much more 
involved in his art than in a mere carica-
ture or illustration. Concept, artistic au-
thority, history, critical stance and politi-
cal awareness, not to mention the special 
relationship with mass media, are all ele-
ments that exempt Perjovschi’s work from 
the incidence of caricature as a strictly-de-
fined term. However, his drawings are not 
purely “high-art”, as opposed to the pre-
supposed “low-culture” of the caricature. 
Perjovschi’s approach undermines artistic 
hierarchies, responding equally to “high 
art” standards and “low art” expectations. 

Nonetheless, by saying this is not meant 
to relativize the differences. Despite the 
efforts made by postmodernist theorists 
to explain that there is no distinction 
between art making and popular culture, 
something still remains there to remind 
that the differences between them are still 
present and worthy of consideration. It is 
from this perspective that I understand 
Perjovschi’s production not as a low-end 
illustration, but as a high-profile, yet not 
elitist, art; as an accomplished artistic dis-
course (both visually and conceptually), 
as a politically conscious statement and 
not as a popular story, as a catch-to-all 
commercial product. 

Other related genres that (un)con-
sciously left their mark on Perjovschi’s 
style are stencil and graffiti art. However, 
it is not exactly the technique or visual ap-
pearance of these artistic means that are 
akin with Perjovschi’s art, but rather the 
preference for mural application and ra-
pid execution, and, of course, the enclosed 
social or political undertone. Yet another 
family of resemblances can be traced to 
the children’s “illicit” drawings on walls, 
with which Perjovschi shares not only the 
gesture of taking physical possession of 
the wall, but also the—somehow—chil-
dish aspect of the drawing itself. But 
while stencil and graffiti artists operate 
illegally, and children’s drawings on 
walls are generally discouraged by those 
in charge, Perjovschi’s wall drawing has 
been praised and promoted, and has 
already been institutionalized: despite its 
endemic critical dimension, it became a 
mainstream act, applauded by visitors, 



44 Horea AVRAM

approved by critics and endorsed by mu-
seums.

Fig. 4: Dan Perjovschi, What Happened to 
US? Museum of Modern Art, New York, 2007. 
Courtesy of the MoMA and the artist (2013).

“The body is cheap and radical”

There is another major aspect that indi-
vidualizes Perjovschi’s artistic approach, 
one that brings yet a further (aesthetic 
and political) dimension to the idea of 
the drawing in the “expanded field”: its 
performative dimension. Aiming to attest 
also the act of art making, Perjovschi re-
sorted, in the late eighties, to a performa-
tive mode of work, one that could pro-
vide evidence both of the “written” trace 
of the artwork and of the direct but ephe-
meral gesture of its creation. It was in 
that epoch when, devoid of most artistic 
means, Perjovschi realized that “the body 
is cheap and radical” (Mocanu, 2012). 
Making drawing a performative act in it-
self, Perjovschi tackles the very concept 
of drawing. In fact “to draw” in English, 
in most instances, retains some of the 

shades of its original meaning, that is, to 
pull, to move forward, and it usually de-
notes action as being gradual, continuous, 
or leisurely (“draw”). The Latin word for 
drawing, designare [de-signare, to mark, to 
trace] also retains the sense of action, of 
the ongoing process (Harper, 2001).

Significant for his commitment to 
drawing-as-action, Perjovschi presented, 
in the late nineties, at the Periferic perfor-
mance festival in Iaşi, Romania, a per-
formance that restaged one of the then 
typical tests for admission to the Arts 
University: an academic painting of a 
still life. This three-hours public perfor-
mance, apart from having autobiographi-
cal undertones (the artist had graduated 
from that university in Iaşi), was an act 
of confrontation and criticism directed to-
wards academy, high art and traditional 
genres. But above all, it emphasized that 
the process of making art (of painting or 
drawing) was equally if not more impor-
tant for him as the product itself. I inter-
pret the performance in Iaşi as a sort of 
manifesto that synthesized a whole artis-
tic strategy with which the artist identi-
fies himself over the years.6 

Of course, Marcel Duchamp’s valo-
rization of artistic gesture and Jackson 
Pollock’s “action-painting”, to name 
only a few, can be cited as prestigious 
antecedents for such an attitude. But, al-
though Perjovschi works along the same 
lines in his performative drawings, he 
tries to build up on these foundations. 

If early in his career, the artist used 
his home apartment for his performances 
(organized together with his wife, the 
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artist Lia Perjovschi)7 he later took one 
step further. At the beginning of the ni-
neties he moved the place of the perfor-
mance (i.e. of the act of drawing) from 
the studio to the gallery, from a private 
place to a public space, from reclusi-
veness to contingent openness. A move 
assumed both aesthetically and political-
ly by the artist. That is, both in the sense 
of creating a specific poetics of iden-
tifying art with life (while keeping poli-
tics as a constant commitment) and in the 
sense of assuming politics as an impli-
cit discourse (while maintaining aesthe-
tics as an inherent dimension of his art 
making). Unlike other artists that take 
aesthetics as a means in itself, one descri-
bed by Rancière as “a Romantic confoun-
ding of pure thought, sensible affects and 
artistic practices” (2009, 3), Perjovschi ra-
ther opts for an aesthetics that can be des-
cribed as “forms of visibility that disclose 
artistic practices, the place they occupy, 
what they ‘do’ or ‘make’ from the stand-
point of what is common to the commu-
nity” (Rancière 2004, 13). Moreover, un-
like other critical artists that take political 
commitment as a discourse “extraneous 
to art, intent on instrumentalizing art 
for external political interests and aims” 
(Groys, 16), Perjovschi works with poli-
tics as a way to “reconfigure the distri-
bution of the sensible which defines the 
common of a community, to introduce 
into it new subjects and objects, to ren-
der visible what had not been,”, and all 
these, while rendering it aesthetically si-
gnificant (Rancière 2009, 25). Indeed, as 
Rancière shows, art and politics do not 
constitute two separate realities: they are 

two forms of distribution of the sensible 
(2009, 25-26). Rancière’s observation that 
“politics plays itself out in the theatrical 
paradigm as the relationship between the 
stage and the audience, as meaning pro-
duced by the actor’s body, as games of 
proximity and distance” (2004, 17), has 
a particular relevance here. Perjovschi’s 
performative actions are theatrical in es-
sence (he acts in front of an audience, for 
a limited period of time, following a cer-
tain “scenario”), but they are equally poli-
tical (in the sense Rancière uses the term), 
as they “redistribute the sensible,” that is, 
create specific spaces of experience, esta-
blishes commonalities and put forward 
arguments about them. 

Assuming an ephemeral dimension 
to his work—and here I am referring to 
both performative actions and tempora-
ry drawings—is to assume, or rather af-
firm, a special relationship with the ins-
titution. Artist’s statement, “I make ephe-
meral works with permanent markers” 
(Marcoci 2007) should be understood as 
a challenge addressed especially to the 
museum, the art institution par excel-
lence. It is important to note at this point 
that many of his ephemeral interven-
tions were hosted by famous museums: 
Kiasma Museum of Contemporary Art, 
Helsinki in 2013, Museé Cantonal des 
Beaux-Arts, Lausanne in 2011, Total 
Museum of Contemporary Art, Seoul 
in 2011, Spencer Museum of Art, The 
University of Kansas, Lawrence in 2010, 
MoMa New York in 2007, Tate Modern, 
London, in 2006, Moderna Museet in 
Stockholm in 2006, Van Abbemuseum in 
Eindhoven, Netherlands in 2006, Ludwig 
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Museum, Cologne in 2005 etc. Performing 
the drawing in front of the public and 
then erasing his work, Perjovschi in-
cites the (self) critique of the institution. 
Nevertheless, this is a conscious accep-
tance of the provocation from the part of 
the museum. Inviting an artist to work 
in this ephemeral manner in its own pre-
mises, the museum assumedly under-
mines its own role: it partially became 
an environment dedicated to temporary 
“live” events and transience, and not—as 
museum’s very definition would entail—
a space of permanence and preservation. 
Perjovschi knows how to provoke such 
definitions, to overturn and redefine his 
role as a (living) artist, and, in the pro-
cess, to challenge the most typical role of 
the institution: performing a direct action 
in front of the audience, the artist ques-
tions the very nature of the museum as 
the showcase of an artist who is necessa-
rily elsewhere, if not, as yet, quite dead. 

Given the ephemeral nature of most 
of his work, it is clear that greater atten-
tion needs to be paid to how to preserve 
these interventions. Like the historical 
moments of the performance art—essen-
tially anti-objectual and based on imme-
diate and momentary experience on the 
spot—Perjovschi’s works are assured a 
second life through various preservation 
means such as video recordings, photos 
and written chronicles. These means—
which are actually mass-media’s ones—
add another important layer of signifi-
cances to his work, in tune, I would say, 
with Perjovschi’s own close relationship 
with the media. Not only that Perjovschi’s 

subject matters are inspired by mass-me-
dia—a transient domain par excellence—
but they are created through an epheme-
ral gesture. By preserving them through 
photography and video, like any other 
performance, is to return them to the me-
dia condition, and consequently, to re-
transmit them, to re-mediate them, to em-
phasize both their momentary relevance, 
and at the same time their enduring si-
gnificance.

Fig. 5: Dan Perjovschi, What Happened to 
US? Museum of Modern Art, New York, 2007. 
Courtesy of the MoMA and the artist (2013).

The social turn revisited

To fully understand the ephemeral 
and performative nature of Perjovschi’s 
art as well as its aesthetic and political im-
plications, we need to position his endea-
vor within the larger context of contem-
porary critical art. The recent artistic en-
vironment knows a certain surge of (cri-
tical) collaborative practices, collective 
involvement and direct relational action 
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with the “ordinary” public. In such cir-
cumstances, the public realm became 
not so much a formal or a phenomeno-
logical framework for artistic action, but 
rather the catalyst and the medium of 
the artistic practice; site-specificity tur-
ned into social-specificity (Kwon, 2002). 
Although varying greatly in terms of ob-
jectives and output all these “relational” 
projects are linked by a belief in the em-
powering creativity of collective action 
and shared ideas. They are the expres-
sion of what Claire Bishop calls “the so-
cial turn” (2002). But the most proble-
matic aspect of these social practices, as 
Bishop’s criticism makes clear, is not so 
much their loose collective involvement 
and their fragile critical relational acti-
vism as their abandonment of the aesthe-
tics in favor of the plain ethics. A pheno-
menon that goes hand in hand, I would 
note, with the neglect, if not quite rejec-
tion of any traces of humor or good fee-
ling. The list of works provided and com-
mented by Bishop in her article are quite 
significant in that sense.8 

What makes Perjovschi’s art an atypi-
cal case within this context is that while 
he remains in great part anchored in what 
was called relational or critical art, he ma-
nages to keep alive equally the aesthetic 
and the political (read ethical) dimen-
sions of his actions or productions, while 
infusing a healthy dose of humor and iro-
ny. What he understood (and what many 
other artists of the “social turn” failed to 
grasp) is that irony and good feeling are 
not signs of critical weakness, but rather 
efficient means to pass the message. Like 
many other Eastern European artists en-

gaged in politically oriented discourses 
(such as Nedko Solakov, Roman Ondák, 
IRWIN, Oleg Kulik, Komar and Melamid, 
to name only a few), Perjovschi prefers 
using irony and humor instead of a pre-
tentious or overly ideological tone. Being 
political means not necessarily to be ideo-
logical or vindictive. It is in this sense that 
he (and the artists of his kind) maintains a 
balance between getting involved in poli-
tics and avoiding having anything to do 
with it (Rancière 2009, 46). However, no-
thing futile lies behind this kind of atti-
tude, nor is it the product of an “incor-
rect” ideological orientation. It is only 
a “different” way to construct the criti-
cal discourse: sarcasm, mockery and hu-
mor—once vital strategies for survival in 
an absurd communist society—are belie-
ved to be more efficient for obtaining the 
desired effect. Speaking about the tactics 
used to counter the madness of political 
austerity and censorship of the commu-
nist regime, Perjovschi admits that: “For 
me, [humor] was like a national sport 
at a certain moment—you don’t have 
any kind of civic courage, but you have 
a lot of jokes. People in my country re-
lied on jokes, and somehow, to mock the 
leadership became a kind of intimate re-
sistance.” (Hanru, 2010) This method of 
consciousness survival, generalized at the 
level of the whole society at that time, has 
been transmuted for him into a method of 
critical art based on simplicity and can-
dor. Yet, humorous and acid. Once with 
the regime change and the democracy 
and capitalism taking over the collective 
consciousness, his tone and strategy have 
changed accordingly: from criticizing to-
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talitarianism to admonishing neo-libe-
ral societies. From escaping the world to 
being “in.” But still, with insightfulness 
and irony. “I try to make criticisms that 
people can understand. I don’t want to 
be cynical; it is very easy nowadays to be 
very cynical and cruel.” (Hanru, 2010). 

Cynical or hilarious as they might ap-
pear, Perjovschi’s drawings are actually 
very serious: they speak—in an interna-
tional language, that of the image, and 
that of humor—about important pro-
blems in the contemporary world: about 
(post)-communist traumas, the European 
Union, the USA, capitalism, market, 
culture, the global crisis, East and West, 
China, Iraq, war, money, religion, and the 
role of the artist within society. Like in the 
mass media, he seizes the moment and 
then delivers it in a short, synthesized for-
mula. Certainly, most of his interventions 
are site specific, formally adapted to the 
physical features of the respective galle-
ry or museum where they are displayed, 
but in terms of content, his drawings are 
also event-specific, since their message is 
attuned to the hottest subjects of the day. 
Drawings’ capacity to cover the surfaces 
is doubled also by their ability to cover in a 
mass-media sense: to report, to broadcast, 
or disseminate an event. Like a mass-me-
dia report, his exhibitions set themselves 
up as subjective platforms for delivering 
a message, for engaging in critiques and 

provoking debates. Consequently, his in-
terventions are able to transform an alle-
gedly neutral, non-participatory transi-
tional space of a museum or gallery into 
a “public sphere,” a place in which, as 
Jürgen Habermas has stated, “something 
approaching public opinion can be for-
med” (1974, 49). Indeed, every time that 
Perjovschi draws on the walls or floors of 
a public gallery, that place is transformed 
from a non-discursive place that allows—
like in the case of most museums—mini-
mal interactions among people, into a po-
litically infused “agora” where private in-
dividuals gather to form a public body.

But, as Habermas remarks, it is in the 
nature of public spheres to enjoy a short 
life, and the public encounters provoked 
by Perjovschi at various museums or gal-
leries are no exception. This fact is assu-
med both by the artist and the hosting 
institutions. Nevertheless, this ephemera-
lity is actually what prompts and actual-
ly legitimates Perjovschi’s actions; there 
is simply no place and no desire for de-
finitive statements or permanent deeds. 
What is important, though, is that there 
are always fresh subjects, there is always 
something new on Perjovschi’s agenda 
(or rather sketch-book), just as there are 
at any time empty walls or pages to be co-
vered with drawings and institutions ea-
ger to host his interventions.

Endnotes
1. Other terms used with reference to these 

art practices are: community-based art, exper-
imental communities, dialogic art, littoral art, 
participatory, interventionist, research-based 
and collaborative art.

2. As Barthes explains, “the tableau (picto-
rial, theatrical, literary) is a pure cut-out seg-
ment with clearly defined edges, irreversible 
and incorruptible; everything that surrounds 
it is banished into nothingness, remains un-
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named, while everything that it admits within 
its field is promoted into essence, into light, 
into view.” (Barthes, 173).

3. For a complete list of “erased” exhibitions 
see Dan Perjovschi, Temporary Yours 1995-
2012, Cluj-Napoca: Idea, 2012.

4. Dan Perjovschi was invited to draw a 
whole wall at the Museum of Modern Art in 
New York (MoMA) during a period of sev-
eral weeks, in front of the public. Between 
April 19th and May 2nd 2007, the artist drew 
directly on the wall at MOMA, as part of the 
Projects section: “Project 85: Dan Perjovschi, 
What Happened to US?” The result was a large 
surface packed with figures and short texts, 
put together in a loose, yet impressive com-
position, in The Donald B. and Catherine C. 
Marron Atrium. The drawings remained on 
the walls until August 27th 2007, when they 
have been erased.

5. Dan Perjovschi: The Room Drawing 2006, 
Tate Modern, 25 March – 23 June 2006.

6. Another performance by Dan Perjovschi 
should be mentioned here for its important 
significance in understanding how the art-
ist works with the body in a politically and 
aesthetic radical manner. In 1993, during the 
first edition of the Performance Festival Zona 
Europa de Est in Timișoara, Perjovschi got a 
tattoo of the word “Romania” on his left arm. 
The moment was an anti-performance gesture 
with durable bodily effects and with deep po-
litical and artistic significances. It was a way 
to “take into possession” his own country, 
something that the artist was part of, but, alas, 
something that he was not entitled to possess 
entirely. After ten years, in 2003, in a differ-
ent context (the exhibition In der Schluchten 
des Balkans curated by René Block), Perjovschi 
decided to remove his tattoo. What took a few 
moments during the inscription, demanded 
many weeks for erasure; what was quite fun 
during the making of the tattoo turned into a 
painful procedure for its removal; what was 
initially free, was later paid a charge of 2000 
Euros. However, despite the efforts to erase it, 

the gesture remains—together with its scars—
as to testify about the commitment of the art-
ist to a certain set of political and aesthetic val-
ues that make life an accomplice to the artistic 
process. (See Perjovschi, 2004).

7. His “Red Apple” drawing-performance 
from 1988 remains a good example in this 
sense: he wrapped the interior of his home in 
white paper and then covered all the avail-
able surfaces with drawings—a reclusive but 
intense gesture meant to construct a small 
universe of freedom and expression in a gray, 
oppressive society.

8. Superflex’s Internet TV station for el-
derly residents of a Liverpool housing project 
(Tenantspin, 1999); Annika Eriksson’s invit-
ing groups and individuals to communicate 
their ideas and skills at the Frieze Art Fair (Do 
you want an audience? 2003); Jeremy Deller’s 
Social Parade for more than twenty social or-
ganizations in San Sebastián (2004); Lincoln 
Tobier’s training local residents in Aubervil-
liers, northeast Paris, to produce half-hour ra-
dio programs (Radio Ld’A, 2002); Atelier Van 
Lieshout’s A-Portable floating abortion clinic 
(2001); Jeanne van Heeswĳk’s project to turn a 
condemned shopping mall into a cultural cen-
ter for the residents of Vlaardingen, Rotterdam 
(De Strip, 2001–2004); Lucy Orta’s workshops 
in Johannesburg (and elsewhere) to teach 
unemployed people new fashion skills and 
discuss collective solidarity (Nexus Architec-
ture, 1995–); Temporary Services’ improvised 
neighborhood environment in an empty lot 
in Echo Park, Los Angeles (Construction Site, 
2005); Pawel Althamer’s sending a group of 
“difficult” teenagers from Warsaw’s working-
class Bródno district (including his two sons) 
to hang out at his retrospective in Maastricht 
(Bad Kids, 2004); Jens Haaning’s producing a 
calendar that features black-and-white photo-
graphic portraits of refugees in Finland await-
ing the outcome of their asylum applications 
(The Refugee Calendar, 2002). (Bishop 2006, 
178).
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