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I: This is an interview with Paul Neagu on 7 November 1990.  My first question 

to you, Paul, is this, when and under what circumstances did you meet 
Ricky Demarco? 

 
R: Well, I met Demarco again in Romania.  As it happened, he was coming 

down from Poland and he was in passage through Bucharest.  Apparently, 
he didn't expect to make any official visit.  He just passed through Romania 
for about three days, I think, in 1969…or rather ’68.  I can't remember for 
sure.  I think it was immediately after the tanks and Prague, which was the 
winter of ‘68/’69 to be precise. 

 
 Ricky happened to be visiting some of the official artists of Romania of the 

time, one of them being Ion Bitzan.  And I was by sheer chance in Bitzan’s 
studio when Bitzan said to me, don’t leave because somebody from 
Scotland is coming around and I know you speak some French, maybe you 
could help me.  This is a big dealer from Edinburgh.  This is how I met 
Demarco.   

 
 When he came along, he apparently had an instant interest in my trousers 

because they were very unusual, kind of, dungarees made of white cloth, 
and he became very curious of who was I and what was I doing.  So beside 
questioning Bitzan, official language, he started asking me direct questions.  
And to the annoyance of the official interpreter, he even wanted to see my 
studio that very evening, that being a bit impossible because he wasn’t 
scheduled.  He was plan…he was immediately booked at his insistence to 
see me the following day. 

 
 That’s when Ricky came to see where I was living and…because I was 

working in the same space.  So, it was totally instant and unplanned 
rendezvous.  The result was the Ricky was very taken with the kind of thing 
I was doing.  From there, a whole relationship developed. 

 
I: Would there be any truth in the story that Ricky told me that he helped you 

to defect?   
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R: In a moral fashion, in a moral way, maybe there is…one could see an 

interpretation of that, yes.  Because of the definite support Ricky offered me 
and a number of invitations to come to Edinburgh and do this and do that.  
In other words, he provided me with motivations, yes.  But not physically in 
any way. 

 
I: So, you did come to Edinburgh in 1969.  And you had an exhibition there.  

Can you tell me what the reception was to your work? 
 
R: The reception was wonderful.  I mean, in ’69 I had more than one exhibition.  

I came first to exhibit with a group of four Romanians, which was already in 
the way to Hamburg, the first time getting out of Romania, with abstract kind 
of work.  In other words, not really socialist.  Ricky took the same exhibition 
to Edinburgh, which was the first impact in Scotland.  The same show went 
to Aberdeen et cetera, a tour of Scotland. 

 
 Then I stayed on and I did a number of new works in my non-connective 

way. I was put to work in a workshop, Goldberg, I remember, was the big 
shop in which basement I was allowed to do my palpable object in order to 
prepare for showing again in the festival in the same year.  So, I had I think 
three exhibitions that year, two of Demarco and one somewhere else.  The 
reception being very good because I was so very unusual, particularly in 
the Scottish context.  

 
 I came from Eastern Europe with all kinds of new ideas. I was very young 

myself and full of “avant-gardeistic” wings. I was very, very involved in 
tactile objects, palpable structures, and I kept building…you know, 
desperately I was working very fast and produced quite a lot of work in short 
periods of time.  All I needed was, you know, a little space and junk material.   

 
 With these being very quick to invent and to explore, with a bit of help from 

some Scottish supporters, of course and Ricky’s supervision if you like, in 
fact at the time I was living with Ricky and his family in his flat, I had no 
financial help of any other kind, so again the work being different, I continue 
the same ideas and exploring further the thing about palpable art.  I don’t 
know if you know but in 1969, during that year in Scotland, I published for 
the first time in English, the Manifesto of Palpable Art.  So according to 
those ideas in the manifesto, I’d been, kind of, producing examples of what 
I was meaning.  So, this is, you know, for you, the theory of my difference, 
as it were.    

 
I: How would you describe palpable art? 
 
R: Well palpable art describes itself in the manifesto itself, which is to say that 

other senses could be involved in…if you like in accepting or understanding 
the messages. It wasn’t just visual.  On the contrary, I was playing against 
the eye and its perception. I was…the first place, involving the fingers and 
the tactile sensations.  That’s why it was called ‘palpable’.   
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But further than that, I went within the next year or so, I immediately 
developed the idea of eating art, eating sculpture as it were.  So, I started 
using gingerbread, bread and all kinds of very innovative eatable materials 
in order to make sculptures, in order to eat them physically, literally 
speaking.  So that’s briefly, you know, how palpable art became and art to 
be possessed in all honestly.  Even ingurgitated, you know. So, two years 
later I was doing performance.  According to the new definition, these were 
performances.  And I was inviting people to eat the sculpture and maybe 
afterwards sometimes they were eating it blindfolded.  Sometime 
afterwards I would ask them to draw it, the sensation they had in their 
stomach or to try to describe something they haven’t seen.  But they’ve 
touched and they’ve smelt, they’ve eaten.  And even listened to each other 
stomachs afterwards, you know.   

 
I: Can you tell me, in what ways did…the way…according to you, in what 

ways did your art or Romanian art differ from Scottish or British art at that 
time?  If it’s possible to make such a distinction and a generalisation. 

 
R: If you mean 20 years ago, which is what it was, the differences were quite 

obvious.  But then it’s difficult to say that Romanian art is illustrated by what 
I was doing, even though to some great extent my original ideas were 
inspired by folk art, Romanian folk art and traditional pagan customs of 
villages of Romania and so on.  So, to some extent I was the ambassador 
of Romanian art.  But the art in the cities in Romania wasn’t at all what I 
was doing.  That’s why I had a hard…difficult life in Romania itself, because 
the official art of Romania at the time was really socialist like in Russia. 

 
 What I was doing…as I said, I was young and full of avant-garde thoughts.  

I was already a rebellious character, even from my student days.  First, I 
was trying to do abstract art, I was trying to do, kind of, social critical type 
of art, which wasn’t very Scottish.  It…carry on that comparison.  Neither 
was it very Romanian at the time, but it was Paul Neagu doing the best he 
could do according to ancient Romanian tradition, in spite of the communist 
regime we had. 

 
 What happened was that suddenly in ‘68/’69, we all…I mean, my 

generation in Romania jumped at a moment of freedom, a moment of 
liberalisation by which we thought we’re going to be able to be ourselves.  
So, I wasn’t the only one with avant-garde ideas, but I was one of the 
strongest, I must say.  And quickly within a couple of years I became very 
known in Romania because of the strange things I was doing, and 
provoking others to do.  I had a group of people around me, kept visiting 
me, which were putting their situation in danger because Securitate was 
following them, following me, interviewing us, kind of, suspecting that we’re 
doing illegal and, you know, anti-state, kind of, activities.   

 
 So, within that context, what happened, the Romanians officially in the end 

after Demarco visited Romania, they more or less wanted to get rid of me 
because I was a troublesome character, the way they put it.  This is one of 
the reasons why I got my passport so quickly when I asked to go abroad.  
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Mind you, at the time Romania was taking side with Dubček and they were 
very much anti Russians.  But that was the beginning of Ceaușescu’s reign.  
Two years later the whole thing changed.  By then I already asked for 
asylum in Britain.  So, my situation, it’s…it is, and it isn’t representative of 
Romanian art.  To compare it again in Scotland, I think in Scotland at the 
time you had a very strong group of artists producing tradition, kind of, 
Scottish paintings.  If any modern influences, they were coming from French 
impressionists and there were some abstract painters.  And there were one 
or two young people experimenting with things between painting and 
sculpture, like Fred Stiven, which is basically a poet, like Ainslie Yule who 
was very young at the time, hardly known, working in Aberdeen.  And a few 
others of that kind. 

 
 But they had no game, no galleries, no…much courage.  So, what 

happened, they met me…I used to travel a lot in Scotland in the first year 
from coast to coast and I kept knowing and meeting these people, like 
Sandy Fraser, for instance, a painter in Dundee.  And I remember taking 
messages from one coast to the other, realising that they didn't even know 
each other, those people in Scotland.  So, there was the Romanian 
travelling and zigzagging in Scotland and making contacts for the Scottish 
people’s sake, and then carrying…you know, like…and describing what I 
saw in one studio and one coast to the artist on the other coast. 

 
 So, it was a, kind of…a foreigner who was opening new roads up by the 

way he was activating his own ideas as well as, you know, carrying 
messages around.  And then, you know, being…having a fulcrum in 
Edinburgh, because I would show from that year onwards almost in every 
festival, either performance or an exhibition or an event of some kind. 

 
I: Right.  The qualities which were inherent in Richard Demarco’s first show 

of Romanian artists in 1971, still present in the work of the artist which he 
exhibited most recently, this year, in Edinburgh, I’m thinking of Horia 
Bernea, Geta Brătescu, Ion Georgiou, Vasile Gorduz, Sorin Dumitrescu 
and Napoleon Tiron.  In other words, has Romanian art, as represented by 
these artists, changed in the past 20 years? 

 
R: I would say that if you want to call what was most interesting in the art 20 

years, in the Romanian art 20 years ago, if you want to call them qualities, 
they are no longer the same, simply because a lot of those artists have 
matured.  Their vision is not any longer by any means spectacular as it used 
to be.  Take myself for an example, at that time there were several artists 
in that group in ’71 who were doing more or less what I was doing in the 
sense of being outrageous or being spectacular or trying to do unusual 
things, within the figurative tradition, within the abstract tradition.  For 
instance, take one name, Ion Bitzan.  At the time he was doing very poetical 
abstract collages which were associated to Bissière for instance, the French 
lyrical painter.  Today he’s doing completely different things, even though 
they are linked to what he was doing. 
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 Horia Bernea at the time was doing more or less abstract shapes.  He was 
discovering and developing a vocabulary of mysterious mystical shapes, I 
would say, 20 years ago.  But soon after that, he changed drastically into 
figurative art, even though all the time he was a figurative artist.  As it were, 
when he was 30 or 31, he…the most daring side of his activities was within 
the abstract field.  He is no longer representing that for instance. 

 
 In other words, a number of these artists have changed, I would say 

maturing, going to something more solid and possibly more Romanian than 
at the time.  Some of the artists were…some in ’71 in fact have disappeared 
as artists.  They're simply men and women in their, you know, older stages 
doing only commission work, which is pretty dull. I wouldn’t say a name, but 
Romania is still full of them, people who lost courage, lost ambition of being, 
you know, avant-garde in any sense.  So, they became craftsmen being 
happy simply with making some work which just takes them by and 
producing nothing interesting. 

 
 But then there were younger ones who appeared on the scene since then 

representing Romania, if you like, at a continuous effort to be modern.  One 
of such guys who is…at the time wasn’t very present simply because he 
was still a student is Napoleon Tiron who recently had…represented 
Romania in Venice Biennale with fantastic success.  In other words, today 
he was one of the daring guys.  He’s not exactly young, he’s about the same 
age as me, over 50 in other words.  But his time of developing things, he’s 
somewhat different than the older ones. 

 
 In other words, the quality’s…to go back to what you asked originally, have 

changed. I wouldn’t say that they are not there any longer, they are just 
different emphasis on different places.   

 
I: I want to perhaps move slightly away from art and ask you about your views 

on the political and necessarily the economic situation in Romania and with 
reference to the way it affects the life and work of artists there. 

 
R: I’m not sure I understood.  What do you mean but the poetical?  You mean 

the poets and poetry? 
 
I: Well…sorry, I said ‘political’. 
 
R: Political.  Sorry. 
 
I: Yes. How do you…I mean, other words, how do you feel about the recent 

changes that have taken place in Romania?  And do you think that a lot of 
artists will improve?  Do you think that life will be easier for them or do you 
think that they will continue to struggle as they undoubtedly have over the 
past 20 years or more? 

 
R: No, no, definitely the situation is changed, just as a year ago the revolution 

changed everything.  We still call it the revolution.  Some people are 
reluctant about that word.  Some call it a rebellion or an upheaval.  I 
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personally prefer to call it an appeal rather than revolution.  It was an instant 
spontaneous kind of movement.   

 
 The situation is very changed because the idea of freedom has become a 

reality even though the situation at the moment is very much in transit.  That 
freedom is not a hundred per cent, what they do have, but the idea of 
freedom, it’s much more closer to hand as it were.  It’s closer to being a 
reality. 

 
 For instance, there is freedom to travel, that’s for sure.  Compared to 20 

years ago or even ten years ago, it’s a definite gain.  The artists are a lot 
more involved.  Some of them have dropped their interests in artwork and 
have become very involved in political work, social work as it were, trying 
to education and moralise and do whatever they can to help the system get 
on with its own first problems, which are not artistic or aesthetical but they 
are rather economic and educational, I would say.  For instance, Sorin 
Dumitrescu is one such guy.  Since a year or so, the…since the revolution, 
apparently, he hasn’t done any work but he’s writing a lot of articles in 
different magazines and newspapers.   

 
 He also put his name through to become a government…and MP.  I think 

he hasn’t succeeded in the first election, but he continues to do that kind of 
work.  Between friend we say that Sorin never was a painter, because 
he…when he’s free to do work as a painter, he prefers to be a moralist.  He 
appears in all kinds of public conversation on television in Romania.  He 
writes to a number of newspapers because he’s got a freedom to do so 
now.  Apparently, he teaches as well.  For instance, Napoleon Tiron has 
become the head of sculpture at the Institute of Art in Bucharest.  Vasile 
Gorduz is a full professor.  All those guys didn't have this kind of job.  In 
other words…do you see what I mean by having different functions in the 
Romanian context, which if you ask me my opinion is that in one hand this 
is good and the other hand, it could be bad, because after all they are the 
most talented people we have in Romania.  And this is just a small elite, if I 
could call it that.  There are not that many internationally capable artists in 
Romania.   

 
 So, I hope that this is just a moment, a transition, like I said.  I hope we 

haven’t lost them from good from the studio.  Horia Bernea for instance, 
director of a museum, and the tells me all the time he can’t do any painting.  
He hasn’t done any painting.  Not even a drawing for the last year, because 
he’s been too disrupted by the revolution, by the young people who need 
people like Bernea.  He was the chairman of the Union of Artists for the first 
seven months of the year.  Now he’s director of an ethnographical museum 
in Bucharest in order to put in order a number of collections been disturbed 
by Ceaușescu’s regime.   

 
 Dumitrescu is very involved in all kinds of religious conservation tasks about 

icons, about texts and precious artwork from the past like frescos in 
churches and so on. So, there are a lot of social functions to be fulfilled and 



 

7 
 

apparently there are not sufficient specialists in Romania.  And they have 
got involved in these things.   

 
 In a sense I am lucky to be away from Romania because I could still 

concentrate on my artistic work.  Also, my health situation has pushed me 
in to that direction, whereas I’m getting involved in social work.  I could only 
associate what they are doing in Romania with me talking to you now, 
because since the revolution, I happen to have been more or less flooded 
by people for interviews, for films, for advising, for talking about Romanian 
past, Romanian history, Romanian artists and so on.  But that’s all I did, 
being in England.  

 
 At the same time, I keep hearing calls from Romania, come here, we need 

you here.  We need you to do this and that.  Recently they asked me to 
conceive of a monument for Bucharest.  These things were never possible 
in the past.  Worse than that, my name, since I left Romania was taboo in 
Romania. I couldn’t possibly be even mentioned in a catalogue or anything, 
let alone having an exhibition. 

 
 And now everybody wants to interview me and publish things in Romania, 

you know, commission me to do things, come and have exhibition, all kinds 
of places.  So of course, the situation is drastically changed.  Yet it’s still a 
very hard, difficult moment of transition.  I do hope very much things will 
improve as we talk actually.  Because right now the situation is not that pink.  
Having a lot of social, political and economical trouble, these haven’t been 
sorted out.  So only after that we could discuss the situation within the arts.  
But I’m very optimistic.  Do you want to interrupt?   

 
I: How would you answer the question, why do Romanians need art when 

there is no bread in the shops? 
 
R: There is a saying in the Eastern Bloc countries…I don’t think I could call in 

that still, but what I mean is the ex-Eastern Bloc countries by which…from 
Germany to Czechoslovakia to Poland, including Romania and Russia, 
they seem to have realised that under frustrating regime, the artists always 
had to question themselves and had to be much more selective with their 
ideas, with themselves and no time to be indulgent. 

 
 Somehow under pressure, art was of high quality because of a process of 

introspection and you couldn’t allow yourself to just do what you please.  In 
other words, you had to very…to think very seriously, very deeply of what 
you were putting out there.  Let’s call these a self-censorship.   So, under 
such system…let’s not talk about the communist censorship, of course that 
was there too, but each artist has to proceed through a process of self-
speculation and self-pruning as it were.   

 
 So, I would say the art put out at a time, as I well know, was implanted in a 

more solid, kind of, examination, talking about the individual struggle, the 
individual inspiration as well.  What happens when you have a sudden 
freedom and liberalisation of all these stops, one tends to overdo things 
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without having time to check them.  So I’m trying to say that the more you 
feel frustrated, the more you feel like in prison, the deeper you thought and 
the drama, you are in the end, you know, putting in your work, the messages 
are much more tragic, much more dramatic, therefore deeper clauses at 
the heart of the humanist philosophies. 

 
 And…in other words, the more freedom you have, the more self-indulgent, 

kind of, artwork is going be put out there.  In other words, even without 
bread or without a full stomach, there is a certain type of individual which 
Romania has a few…I’m not saying that everybody is like that, I am saying 
that most intellectuals and people involved in art in the past were that kind 
of person, that kind of poet, who for them art was more important than food, 
to put it very, very briefly.  Even without the breakfast, they would sit down 
and start working.  Now that the breakfast is probably slightly better, the art 
will have to suffer.  This is my very strong opinion actually.  In other words, 
I think that the Romanians have to be warned, be careful what you do with 
your freedom.  And since they don’t know much about how to behave in a 
totally free context, I think this has to side street as you could see from what 
I am saying.  It could be a danger just as much as it could be a liberalisation 
for some.  Is this clear enough or is it pretty confusing?  

 
 
I: My next question, Paul, is…and we’ve touched on this briefly, do you feel 

that people have been jumping on a bandwagon with regard to Eastern 
Europe in general and in Romania in particular, especially where art is 
concerned? 

 
R: By and large I think Romania has been left at the end of the train, if we’re 

talking about bandwagon.  I think Russia in the last three years has been in 
situation, yes, very much so.  Somehow there is a tremendous curiosity and 
sympathy in the West which means Western common market, if you like, to 
commercialise and to bring over Russian entities.  They’re already growing 
in price and most dealers and galleries from Paris to…less New York but 
Europe in any case have been bringing over the Russian artists, Russian 
art installations, everything.  

 
 Then they fought Hungary, Czechoslovakia and so on.  Romania seems to 

be the last one, simply because Romania was always less known.  Only 
these days I keep answering the question of many British, is Romania Slav 
or is Romania Latin?  You know, and they just heard that it might belong to 
a different category of culture than the Russians, Czechs and Bulgarian.  Of 
course, it’s Latin. People don’t know this.  They’re just discovering 
Romania.  In other words, I can’t say that people have jumped on the 
bandwagon in so far as Romania is concerned. 

 
 Slowly, yes.  Talking from a Romanian point of view, I hear from my friends 

in Romania that, yes, there are a lot of foreigners who have been in the 
country asking artists to do shows, to export material.  It’s true.  But I 
think…I can't accuse them too strongly, there is a certain, you know, 
professional curiosity, but beside that there is a commercial interest.  If you 
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want to call that ‘bandwagon’ fine.  I think…again there are good things 
about it and bad ones, you know.  It depends how it’s exploited or is it to be 
exploited or is it to be helped?  That’s the fulcrum of, you know, deciding if 
it’s good or bad.  I think the whole thing is in the process of happening now, 
so I can't have an opinion too clear about that for the moment.  

 
I: Do you think that what Richard Demarco is doing at the moment or is 

proposing to do by going to Romania and travelling round the country 
touring, a theatre production and perhaps examining the possibility of 
setting up a gallery there, do you think that is jumping on a bandwagon? 

 
R: Well not exactly, because it’s Richard Demarco.  Richard Demarco has a 

long-ish history of collaborating with Romania, with Poland, with Hungary 
even.  If there would be a different dealer doing it for the first time, no, I 
would be nearer to saying yes, yes.  But in Demarco’s case, it’s just a 
continuation.  I think Ricky is just as happy as I was when he’s heard about 
the Ceaușescu regime being thrown over as it were.  So, I see that as a 
natural continuation of Demarco’s attitude altogether.  In other words, it’s 
positive. 

 
 Where I think Ricky might go wrong is where he might expect to get 

advantages because Romania needs…if anything needs a lot of help.  If he 
could set up and do things so that the…Romania benefits from it, just like 
a lot of people these days are going to help in orphanages, that would be 
fine.  But as far as I know, Ricky’s situation in Britain, it’s a bit difficult 
financially and administratively.  In other words, I’m not so sure how much 
could he help the Romania context.   

 
 Ricky’s quite known in Romania because of his past activities.  But then I 

must confess a lot of artists I know are going to have a very ambiguous 
knowledge and opinion of Demarco because usually he makes promises, 
a lot more promises that realisations unfortunately, simply because he does 
not have the means.  What fortunately Ricky has is ideas and vision.  I just 
hope that I’m wrong on the second part of my interpretation. 

 
I: In other words, part of what you’re saying is that the Romanians need cash 

and Ricky can’t offer them that. 
 
R: Not just cash.  Cash, yes, as well.  But Romanians need a, kind of, A, B, C 

about how to do a private gallery for instance.  Or how to make artists be 
responsible for what they’re doing in the show rather than being censored 
all the time or having juries on top of artists, you know, or having censorship.  
In other words, they need a complete set of…a complete kit of knowing how 
to be free and how to be themselves.  And I’m sure Ricky could help that 
just by giving lectures in certain places.  But in terms of practical terms, for 
instance Poland is more advanced than Romania because they had 
experience of having a few private galleries, even in the past.  Romania 
had nothing of the kind.  There wasn’t enough initiative for Romania, it was 
very poor.  Art was the last one the government cared for; you know.  So 
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whatever art happened, Romania was a private affair, which was an 
individual burden, wasn’t at all a happy thing to do.   

 
 So, I think there is room for improvement of course in…and it’s not just 

about cash.  But like I wrote recently to a friend in Romania, giving an idea 
to open a private gallery, the answer from that friend was immediately to do 
such a thing I need a lot of money which I don’t have, these answers, this 
idea about how much cash is needed. 

 
 Ricky could help on that side I suppose by given advice.  But I am sure 

Ricky cannot help the idea of, you know, financial support.  He probably 
could help getting sponsors in different places outside Romania, just like 
Romania by and large needs foreign investment in order to push ahead with 
development.   

 
I: Yes, there may be some difficulties in creating galleries and in fact in the 

whole field of private investment in Romania, because as far as I 
understand, the situation at the moment, it’s not even legal for a company 
to…a foreign company to employ people there and pay them in foreign 
currency. 

 
R: Yeah, things haven’t gone that far yet.  Only these days the government 

has given some form of regulation on how privatise certain businesses. I 
think soon enough they are working towards what you just said about 
foreign…foreigners and foreign companies employing Romanians who 
do…I think that’ll come, simply because at the moment there is a lot of street 
struggle, you…manifestation, demonstration, people who go against the 
idea of privatisation because they’re afraid of being unemployed, they’re 
afraid of not having their pension paid et cetera.  So, when they will see 
foreigners employing people for new ideas, I’m sure that would be regarded 
as a positive thing. 

 
 The point is that the constitution is not yet in place.  Therefore, there is no 

regulatory body to organise these things.  That’s why it’s a moment when 
one needs to explain how thing are running, how they could be done.  
Apparently, Italians and French have done their best to do this.  But like I 
said and like you know already, the government is not yet accepting these 
things because they haven’t had time to put the mechanics together.   

 
I: Well my final question is, have you been back to Romania recently or do 

you have plans to go back? 
 
R: No, I couldn’t go back in the last couple of years actually because of my 

medical problems.  I was on dialysis for a year and then I had a transplant 
only a month ago.  The transplant though was from…I had a kidney from 
one of my sisters who had to come from Romania, in other words it’s 
Romania came to me.  Even though I wanted very much to be there, as it 
happened, I had some family problems and I very much needed to be in 
Romania, but I was forbidden to travel.  In other words, because there is 
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success of the transplant, I hope to be able to be in Romania in no longer 
than three months, meaning January/February.  This is my immediate plan.   

 
I: Can I ask you what you propose to do when you’re there?  Will you…? 
 
R: Well I have to revisit my friends to start with.  I have to meet a lot of younger 

people. They expect me to give some lectures because like I said now my 
name is not only welcome, but they want me to do probably too much, you 
know.  My energies are limited.  I have to plan ahead and probably my first 
visit will be quite short, a month or so.   

 
 I want to do a number of things. I have to draw and try to build a monument.  

I was invited by the minister or culture.  As it happened, the minister and 
the deputy minister are old friends of mine.  They told me about this 
monument months ago, even though it hasn’t been passed yet in our official 
channels.  So, you see there are several things I could do. I have to visit 
my family, I have to visit a number of countryside places because I’m 
always keen on seeing the village and remote parts of Romania, rather than 
staying just in the…Bucharest or big towns. 

 
 My family’s in Timișoara, my friends are in Bucharest, which are two 

important places.  In other words…and I also want to help in the sense of 
continuing to make contacts with the West.  In fact for some time, I was 
working on the arrangement of an exhibition of a very small group of three 
artists actually and the peculiar thing about this is that it’s three Romanians, 
but they are not Romanians from Romania, they are Romanians from 
Lesser Romania, some 13 years ago…some 20 years ago.  In other words, 
I want to once more accentuate the fact that Romania is bigger just its 
geographical place.  There is so called diaspora.  A number of very good 
quality artists who do live outside Romania.  These were people I’ve been 
in touch with for many, many years.  They are good friends of mine.  Their 
work is totally unknown.  Unknown in the West just as it is unknown in 
Romania.  So, I have to bring these people back into the public eye, if you 
like.   

 
 So, my project is to put this show together.  In fact, I was supposed to see 

two artists in London in order to try to arrange these.  One lives in America, 
one in Germany and one in England.  This is my very fresh project.  I 
postponed it for some time because of my illness, but now I could get back 
to it, before I arrange any other shows with Romanians from Romania. 

 
I: That sounds like a very positive thing for the future and I think a good note 

on which to end this interview.  And I’d like to thank you, Paul Neagu, for 
sparing the time.  Thank you. 

 
R: My pleasure.  If you could give me a question of that kind, like… 
 
I: Can I ask you, Paul, what would say Romanian and Scottish art share? 
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R: Yes, I talked a lot about what seemed to differentiate in these two lands, 
but there is a strong common denominator which I could say I observed in 
all these many years I’ve been around.  And that is something of the soul.  
It’s to do with the quality of a poetical perception.  It’s to do with possibly a 
Celtic background rather than an Anglo-Saxon one.  In that sense you could 
find even within visual arts…and I mean by that Celtic against Romanian 
folk, or rather putting them side by side, you’ll see a lot of intense curves, a 
lot of dense textures.  You’ll see in the Gaelic poetry and song the same 
depth of feeling which you find in Romanian folk art.  The best Romanian 
modern art possesses the same intensity.  

 
 When I talked earlier about certain mystical character in Romanian 

contemporary art or I mentioned it in linking one or two artists in Romania, 
I could see the same thing in Scottish terms, in the isolation of the individual 
in the way they live in the barren landscape of Scotland, if you like.  But that 
is to do always with that intense private poetical feeling which is…ranges 
from bitter acidity to very light lyrical dreaming, in that I feel always more at 
home in Scotland than I do…than I ever felt in England.  This is from my 
personal feeling, from my personal experience. 

 
I: Can I ask you then why living in England? 
 
R: Because London is…snobbishly enough, London is a cosmopolitan centre.  

In spite of those feelings, in other words I could feel very well inspired in 
Scotland, but in so far as public relations go and so far as galleries, dealers, 
connections with other big cities, I feel much like a European, so I could 
never live in a, kind of, isolated landscape, which to me Scotland is to some 
extent, culturally anyway.   

 
 I tried.  Even my girlfriend lives in Scotland in a very insular situation.  It’s 

not me.  I’m a cosmopolitan.  I like having my next arm in Paris and my, you 
know, right foot in London and if possible, my head in New York.  So even 
though I feel for the Romanian and the Scottish and the Irish, that kind of 
association of feeling and depth, I could only work there.  But when it comes 
to showing and contacting the public, I have to be somewhere else 
unfortunately. 

 
I: Okay.  Thank you.   
 
R: That’s the big museum for it, because this was how he would advocate 

school kids and foreigners coming to understand what communism is about 
in Romania.  So, there was a big showing point, you know.  And now that’s 
given back to exactly what Ceaușescu used to hate so much, the peasant, 
because if there is anything which is pure in Romania, it’s still the 
countryside and the peasants.  Not all of them, but I mean in the most 
remote places you will find the most genuine Romanian people.  Not in the 
city.  Because the city has been spoiled, you know, for too long.  Already 
two generations are removed from the…what used to be, you know, the 
Romanian hundred per cent.  Spoiled by industrialisations, spoiled 
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architecturally, spoiled by indoctrination, spoiled by all kinds of materialistic 
desires. 

 
 Even…so if you’re already looking for a place where you could find 

Romania as it always was at its most traditional, you go to Moldavia and 
you see the churches of Moldavia which are painted outside.  They are 
wonderful art objects, because Moldavian climate is not at all an easy one, 
it’s full of heavy winters.  And in spite of that, those churches are painted 
outside, God knows how they were preserved for three/four centuries – 
some of them 15th century – in the Byzantine tradition and there are several 
of them, you know, along the Moldavian coast as it were, which is the border 
with Russia, in the east of Romania.   

 
 Not only that they are churches beautifully…architecturally and beautifully 

painted, but around them there are monks and monasteries and nunneries 
and also the villages which go with them.  This is where the real Romanians 
have maintained the context which Romania was, you know.  So, the 
communists haven’t much spoiled that as much as it touched, say, all the 
small towns and the big towns and where Ceaușescu really changed 
everything.   

 
 These were kept as showcases for tourists, you know.  I don’t know if you 

have seen any photographs with them, but these are the wonderful things I 
would say you should try to see them, whatever you do in Romania and if 
you spend at least two/three days seeing a few of these monasteries, you’ll 
immediately understand better what the Romanian past was like, and is 
like.  And then talk to Horia about…and see what you can in his museum.  
I have no idea to what organisational stage he is in.  Anyway, he will tell 
you the same things if you go and see him.  And that’s quite easy to find, 
you know.  If you want, I can give you his…when are you going to go to 
Romania? 

 
I: I’m leaving on Saturday morning.   
 
R: Uh-huh.  For a week/two weeks? 
 
I: A month. 
 
R: A month.  Oh, certainly you…I’ll give you Horia’s phone number.  You tell 

him you talked to me about it.  And he’ll probably give you a rendezvous to 
meet him in town at the museum.   

 
I: That’s great. 
 
R: I’ll get this straightaway, so I don’t forget. 
 
I: That’s great.  Okay. 
   
End of transcript   
 


