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Dumitru Gorzo: Santier

By Chs rl

Dumitru Gorzo’s (b. 1975) Santier refutes all notions of

settlement. The viewer enters /SAC’s Malmaison Bucharest Santier

/SAC @
Malmaison
April 22-August

space and confronts a wall of red: a mural spanning the full
width and height of the main gallery, built from twelve
large painted panels pressed flush against the gray walls.

1,2026
The ground is undiluted, saturated crimson, and across it Bucharest,
Gorzo has distributed figures in varying states of Romania

resolution. Some are densely configured, thick with paint.

Others are barely there: charcoal outlines of forms that

emerge from the red or retreat back into it. Each image operates based on its
own internal rules and degree of finish, and together they make not a unified
composition but a site, exactly and literally a santier.



Bucharest, Romania. Courtesy /SAC @ Malmaison.



The space reinforces this. Malmaison exhibits its own construction history:
exposed timber joists overhead, industria

strip lighting running across the
ceiling, a tile floor gridded by dark grout lines. Among the large, unframed
works on paper lining both side walls, Red rider (all works 2026) is the most
dissolved, with deep crimson figures barely holding their form against a stained
ground. In Port Ensor, two orange-red lobed forms flank a central dark face,
radiating black armature and carrying the carnivalesque charge of the work’s
namesake, James Ensor. Nearby, ZTogether we're more powerful features a
horned dark figure holding a smaller bird-like form against a blue and brown
ground, while Endless head depicts a dark mask face surrounded by white
zigzag lines. In Stained glass, meanwhile, a head submerged in deep blue is
wrapped in serpentine forms with devotional associations. 7wo fishermen, with
crowned figures on brown and blue with white drips throughout, completes the
group. In these works, the body functions as a pressure point over portraiture.
Like Willem de Kooning, Gorzo treats the figure as a site of force; like Philip
Guston, he reaches for the grotesque as a vehicle for psychological charge. But
where de Kooning dissolved the figure into gesture and Guston rebuilt it as
cartoon, Gorzo’s forms hover in a more unstable register: present enough to

unsettle, incomplete enough to resist being read.

Standing among the works on
paper is Revamped monuments, a
sculptural installation of iron
crosses painted in vibrant,
clashing colors. The crosses retain
the unmistakable form of the
Romanian roadside cenotaph,
placed informally at sites of
accidental death, rarely
authorized yet rarely removed.
They are vernacular funerary
objects used by ordinary people
that authorities have tacitly
tolerated. Gorzo has not
replicated that form but
transformed it, loading it with
color and surface treatment that

challenges its untouchable status.

The crosses occupy the same

space as the paintings, refusing to Installation view: Dumitru Gorzo: Santier, /SAC @
Malmaison, 2026, Bucharest, Romania. Courtesy /SAC

be separated from the works’ ,
@ Malmaison.

broader argument about what
persists, unfinished and

unauthorized, in Romanian public life.



In the white-walled rooms,
larger canvases occupy more
considered distances. A totem-
like painting with deep maroon
spheres bearing slit eyes above a
band of yellow zigzag bolts on
blue is among the more resolved
works in the show, and that
resolution costs it something.
This is where the exhibition
occasionally risks tipping into
the romance of process. The
best pull back from that edge
because the instability in them is
genuinely structural, not
stylistic.

The two text pieces are the exhibition’s most pointed gestures. One announces
in hand-painted capitals: “IN VIITOR NU EXISTA ROMANI” (/12 the future,
there are no Romanians). A provocation and elegy simultaneously, it refuses
simple categorization. The other declares that the power of curatorial text lies in
saying known things in an incomprehensible language. Both share their electric
blue with the mark-making throughout, which ties the critique formally to the
practice. The blue is the color of the thing questioning itself.

Santier succeeds because it transforms instability into method. Gorzo’s great
strength is his refusal to resolve, and with that, the text painting needling
curatorial language is not separate from the visceral bodies on the red mural.
Both resist the explained and the finished.

Charles Moore is an art historian and writer based in New York and author of
the book The Black Market: A Guide to Art Collecting. He currently is a first-
year doctoral student at Columbia University Teachers College, researching
the life and career of abstract painter Ed Clark.




