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RAZVAN ANTON

INTERVIEW BY: CALIN VASILESCU

Calin Vasilescu: You belong to a community of artists dedicated to painting. Nevertheless, you
persist in drawing. Apparently, The Paintbrush Factory did not persuade you that Painting is the
crowned muse amongst the rest. What are your reasons behind this stubbornness?

Razvan Anton: Drawing keeps me at a safe distance from the aesthetic approach. And drawing is
for me a form of mapping and cleansing. The illusive side of painting never really attracted me.
The speed in which | think is also the speed in which | draw. The act of drawing corresponds to
the filling of shapes like a map. The exploration of the terrain is the process. Sometimes | work

hovering like a drone and sometimes | just walk.

CV: You were involved in publishing visual materials for quite a few years when, all of a sudden,
you went straight to London, to do a Masters in Drawing at Camberwell College of Arts. Once
you got there you immediately launched into a serious output of works, like they were all upon

your heart. Was it truly necessary to leave Romania in order to make this breakthrough?

RA: | really think | had to. | had gotten to a point where | couldn’t see the point of art, drawing
or of any personal visual practice. In the circumstances here which lacked any real cultural
debate, | had no reason to stay here any longer. The debates | withessed in England and the
experience of critical theory gave me both the instruments and knowledge to continue.

CV: Throughout your years of studying you developed a strong practice in photography. You are
a proficient photographer. However, you did not pursue a photography program in London. What
relationship exists between photography and drawing in your practice?

RA: | believe this relationship is still unclear. Still, photography is the one that brings me in touch
with the world. It's a more direct form of interaction. And still I'm using photography as a practice
attached to drawing. It's not autonomous yet. Or | just don't see myself as an author in
photography. I'd rather arrange it, order it or systemize it.

CV: You had the opportunity to see so many contemporary artist exhibitions abroad. Which artists
would you consider to be relevant for your own practice as well as for the Romanian
contemporary artists” condition?

RA: Yes, William Kentridge. Why? Because he’s an artist who had the courage to go back to the
cultural and historic time of South Africa. He assumed a marginal position, both in practice and
context. His subject didn't really overlap the ones of the Western world. His withdrawal was
natural in spite of eluding public validation. Kentridge proposes an honest and direct approach
towards history and cultural space. Historic and personal memory intertwine naturally. When he
was describing Africa he was drawing just an outline. In the public conscience the African
continent is only a shape and he was there to fill it. The artist who works with cultural territories is
mapping, comparing and selecting the discovered elements. In drawing, this process becomes
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both documentative and reflexive material. | also see Kentridge’s return as a need to contribute
to the debate of his own community. He managed to avoid predictable conclusions right from the
start. The political issues didn't become an illustrated picture, but a deep and thorough research
which has by now become a point of reference outside his own world too.

CV: Strictly related to Kentridge’s case as well as the Romanian artists’ case, do you feel that
there is a collateral path for peripheral cultures to be heard, other than the path trodden by
those that have the power to impose their own agendas?

RA: The ‘center versus periphery’ rhetoric is mostly an historic complex. | don't really believe it's
relevant. The problems of the contemporary world are very much the problems of the public
space. They belong to the common ground of interaction, communication and public positioning.
When various forms of culture get trapped by market instruments, the effect of artistic production
is considerably reduced and the artist becomes more and more isolated. | don't want to take the
aesthetic path of defining contemporary art. | don't believe that's the way. In a recent
conversation with a German student, she asked about the punk movement in Romania. So | told
her we didn't have one and that the public image of the 80’s is completely different here. When |
reached England | felt cast away. | discovered that the problems of the contemporary world are
universal only if you use a cultural and historic system of reference.

CV: In this case which would be in your opinion on the criteria through which the artist gets his
legitimation and becomes representative? Is there a model?

RA: The artist is an active individual in the public debate. He can act as barometer or reactive
element and the selection is made naturally through community, public space and critical frame.
After that | don't believe in universal criteria.

CV: Your exhibition Mnemonics underlines a methodical process through which your practice
achieves the necessary level of diversity and novelty. The more you follow through a set up
protocol, the more challenging and essential mutations occur. How did you develop this method
and your confidence in it?

RA: Drawing is mapping. The result is a map. The method includes taking things seriously with a
lot of irony. The serious topic of memory needs a good doze of lemon to neutralize its PH. From
the charcoal drawings to colored markers | cross the field between pictorialism and iconicity. The
same shapes and forms are drawn and drawn again till they reach a state of cleansing. The heart

is the container of affection but it's also a machine.

CV: Where did this interest for Memory as the overwhelming theme of contemporaneity come
from?

RA: I've been interested in this topic since the building drawings. | believe the time away from
Romania brought me closer to this issue. And | also believe that now, more than before the
subject of recent history has been debated from a clearer and more objective perspective. Finally
we can address the issue of memory, both from a critical and personal perspective.

CV: What is the next step? Are you continuing this asymptotic project uninterrupted, or do you
have in mind an intermezzo involving other themes and visual directions?



EASTWARDS
PROSPECTUS

+40 311 016 942
50 PLANTELOR STREET, BUCHAREST
CONTACT@EASTWARDSPROSPECTUS.COM

RA: I'm currently working on an archival project trying to digitize and organize the Minerva
photographic collection. The project, coordinated by Miklosi Denes, tries to archive this collection
of newspaper pictures from the 70’s and 80’s which belonged to Igazsag and Faclia publications,

and make them available to researchers from all interested areas of the public space. We have
already started to use this material in our own visual research.

CV: Is it possible, in your opinion, to keep civic debates and artistic debates separate?

RA: Art is about public debate. Whatever remains are just the traces of this process, whether it's a
form of negotiation or positioning. The document is what remains. Still, documents can be quite
beautiful.

CV: In a very interesting symmetry, after three years at least of studying, being a practicing artist
and working in London, out of the blue, you came back home to Cluj. What made you make this
drastic move again?

RA: At one point | realized my topics were in Romania. The big issues of the contemporary world
didn't really belong to me. The debates that interested me were back home. The topic of memory
has become pivotal for the recent generations. Cluj was the right place for debate. Historical,
critical or personal memory were brought with sincerity in the public eye by this new generation
of artists. | considered this to be the right place to look for interlocutors. In Cluj the public is not
a passive spectator but an active interlocutor.



