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Umjetnost i drustveni
pokreti - kak’ stvar
s tim stoji?

ANA KUTLESA,
IVANA HANACEK,

VESNA VUKOVIC

Art and social
movements - where
are we at with that?



Umijetni¢ko je polje 1990-ih godina dozivjelo pravi boom drustveno angaziranih

praksi koje su se razgranale u ¢itav niz podzanrova: intervencionisticka,

participativna, politicCka umjetnost, umjetnost zajednice, socijalna praksa... ;
Teorijska refleksija ovog obrata u umjetnic¢koj proizvodnji uslijedila je prili€no brzo, ¥
ve¢ 1998. godine izlazi knjiga francuskog kriti€ara i kustosa Nicolasa Bourriauda

pod naslovom ,Relacijska estetika”, Sto je ujedno i njegov krovni termin kojim

kategorizira nabujale postatelijerske prakse od 1990-ih. Problem s Bourriaudovom

analizom lezi u tome da takav razvoj u umjetnosti promatra isklju¢ivo formalno,

ne uzimajuéi u obzir ni historijat formata ni suvremene drustveno-politicke

okolnosti, pa i sam tvrdi kako njegova relacijska estetika ,,ne predstavlja teoriju '--
umjetnosti, ve¢ teoriju forme”. 1z brojnih rasprava s Bourriaudom valja izdvojiti 3
onu povjesni¢arke umjetnosti i kriti¢arke Claire Bishop koja je rezultirala i knjigom
»Artificial Hells. Participatory Arts and the Politics of Spectatorship” 2012.
godine, u kojoj se zalaze za artikulaciju participacije u umjetnosti kao politizirane
radne procedure, a ne samo estetske forme. No ono §to (nam) je posebno

vazno kod doprinosa Claire Bishop jest €injenica da u analizu tzv. ,,drustvenog _
obrata” u umjetnosti vra¢a njezin drustveno-politi¢ki kontekst (raspad Isto¢nog .

In the 1990s, socially engaged practices experienced a boom in the field of art,
diversifying into a range of subgenres: interventionist, participatory, political art and
community-based art, social art practice... to name a few. The theoretical reflection
on this turn in art production came rather quickly. As early as 1998, the French critic
and curator Nicolas Bourriaud published a book “Relational Aesthetics,” which is
also the umbrella term under which he categorizes the unbridled post-studio art
practice since the beginning of the 1990s. The problem of Bourriaud’s analysis is
that his approach is purely formal, without taking into account the history of the
form or the contemporary socio-political circumstances. As he, himself, stated,

his relational aesthetics “does not represent a theory of art, but a theory of form.”
Amongst numerous debates led with Bourriaud, we should mention the one in
which the art historian and critic Claire Bishop led the charge and on the basis of
which she published a book “Artificial Hells. Participatory Arts and the Politics of
Spectatorship” in 2012. It is in this book where she advocates for the articulation

of the participation in art as an actively politicized procedure, and not just as an
aesthetic form. However, what we consider to be the most important contribution of
Bishop’s work is the fact that she reintroduced the socio-political context back into




bloka i demontaza drzave blagostanja), a proliferaciju ove forme promatra na
pozadini historijske avangarde i neoavangarde. Ovakva historijska specifikacija
otvara prostor za detekciju razli¢itosti uloga i odnosa koje je umjetni¢ka

praksa uspostavljala s drustvom i politi€kim pokretima ili via§éu u odredenom
historijskom trenutku (u njezinoj su analizi participativne prakse od 1990-ih snazno
potaknute kulturnom politikom New Laboura od 1997. godine).

Postavljajuéi si neka osnovna pitanja, kao $to su: kako to da drustveno angazirana
umjetnost cvjeta u doba kad je drustveni projekt dozivio propast, ili: kako to

da umjetnicke prakse sve viSe preuzimaju politiCku agendu, ili: kakav je odnos
izmedu socijalnih praksi i propadanja drustvene infrastrukture, uvidamo nuznost
inzistiranja na historijskoj specifi¢nosti suvremenih drustveno angaziranih praksi,
kao jedinom ispravnom polazi$tu za njihovu analizu i valorizaciju.

Drustveno angazirane umjetnicke prakse iz proslosti, a na €iju se tradiciju
nastavljaju suvremene socijalne prakse, bile su snazno povezane s realnim
politickim snagama (Komunisti¢ka partija, lijeve partije, sindikati). Ako se danas
odmaknemo samo malo izvan zasti¢enih zidova galerija i muzeja, korak dalje

the so-called “social turn” in art (the dissolution of the Eastern Bloc, the dismantling
of the welfare state) and analysed the proliferation of this form against the historical
backdrop of the avant-garde and neo-avant-garde. Such historic specification
enables the recognition of different roles and relationships which the art practice
established with the society and political movements or governments at a particular
moment in history (according to her analysis, the participatory practices in the 1990s
were strongly influenced by the New Labour’s cultural policy, introduced in 1997).

By posing some basic questions, such as: how come socially engaged art flourished
during the downfall of the social project?; or: why are art practices increasingly
assuming political agendas?; or: what is the relationship between social practices
and the deterioration of the social infrastructure?; we came to hold the necessity of
insisting on the historical specificities of contemporary socially engaged art practices
as the only valid starting point for their analysis and valorization.

Socially engaged art practices in the past — on whose tradition contemporary social
practices build upon - were strongly associated with real political powers (the
Communist Party, the left-wing parties, labour unions). If we were to take a step




od svecanih otvaranja bijenalnih manifestacija i mimo prebrzih zaklju¢aka

o0 umjetnicima kao progresivnim ¢imbenicima drustvenih promjena, naci

¢emo se u poprilicno pustom politicCkom krajoliku: iza viSe liberalnih ili vise
konzervativnih svjetonazorskih opcija stoji ujednaéena liberalna ekonomska
politika koju kroje svjetski centri modéi prema interesima kapitala. Koncepti
pravedne preraspodjele, solidarnosti, jednakosti, zajedni¢kog dobra itd., koji
glasno odzvanjaju umjetni¢kim svijetom, povezani su prije svega s lijevom
politi€ckom opcijom, koja je danas rasuta u €itav niz mikroformacija, dok
snazne, nadnacionalne radni¢ke, socijalisticke, komunisti¢ke partije nema, kao

ni progresivnih sindikalnih udruzenja. Postojece su lijeve politiCke formacije '--
slabe, nevidljive i lokalno ograni¢ene. Ukratko: lijeva opcija je u politicCkom polju v
nepostojeéa. Sto u okolnostima globalne ekonomske krize, krize demokracije i ool

izostanka centraliziranog druStvenog pokreta s konzistentnom i jasnom politickom
artikulacijom uopée znaci angazirani umjetnik-individualac koji operira u elithom
polju kulturne proizvodnje usmjerene na privilegirane, visoko obrazovane

élanove drustva, jedno je od kljuénih pitanja Zivota umjetnosti koji drzite u ruci.
Kako bismo uopée mogli misliti prevladavanje ovakve ograni¢ene pozicije, .
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outside of the protected museum walls and gala openings, a step beyond hasty
conclusions about the artists being progressive elements of social change, we
would find ourselves in a rather desolate political landscape: behind more liberal
or more conservative world-views, lie uniform liberal economic policies tailored by
the world’s power-centres in order to serve the interests of capital. The concepts
of fair redistribution, solidarity, equality, commons, etc., which resonate powerfully
within the art world, are primarily related to the left political option, which is
dispersed into a series of micro-formations, while powerful, supranational labour,
socialist or communist parties, as well as progressive labour unions, are nowhere
to be found. The existing left-wing political formations are weak, invisible and
highly localized. In short: the left option is non-existent within the field of politics.
Taking into account the circumstances created by the global economic crisis,

the crisis of democracy and the absence of a centralized social movement with

a consistent and explicit political tendency, what is the significance of a socially
engaged artist-individual who operates within the elite field of cultural production,
focusing on privileged, highly educated members of the society? This is one of the
key questions of Life of Art that you have before you. In order to be able to even




potrebno je sagledati je analiti¢ki, svjesni da odgovor treba traziti u suvremenim
proizvodnim odnosima, ali i na pozadini historijske perspektive.

U Zelji da rasvijetlimo problematiku navedenih pitanja i skiciramo neke od
odgovora, broj smo koncipirale u dvije cjeline. Prvu ¢ine tekstovi teoreticara

i znanstvenika, a u drugoj se nalaze perspektive i promisljanja proizvodaca

(i umjetnika i kustosa) drustveno angaziranih umjetnic¢kih projekata, kako u
formatu razgovora, tako i vizualnim jezikom, kroz crteze. Most izmedu prvog i
drugog dijela €ine povijesni izvori, odabrani manifesti umjetni¢kih udruzenja iz
razdoblja prije Drugog svjetskog rata, kad je pozicija drustveno angaziranog
umjetnika bila u mnogim aspektima drugadija. Jaka Komunisti¢ka partija medu
svojim je aktivnim ¢lanstvom brojila i umjetnike €iji je angazman unutar drustva
prije svega bio dio Sireg, organiziranog centraliziranog pokreta.

Temu umjetnosti i drustvenih pokreta otvaramo tekstom Lidije Krienzer-Radojevi¢
koji dekonstruira zabludu o politickom i dru§tvenom angazmanu umjetnika kao

slobodnom izboru koji se odvija u pretpostavljeno autonomnom polju umjetnosti.
Na primjeru postsocijalisti€kih transformacija slovenskih kulturnih institucija

think about overcoming such a restricted position, what we need is to analytically examine
it, keeping in mind that the answer should be sought in the contemporary relations of
production and without losing sight of the historical perspective.

We have divided this Life of Art issue into two parts hoping to shed some light on the
problems contained within the abovementioned questions and to provide an outline

for some of the available answers. The first part consists of articles written by theorists
and scholars, while the second part contains the perspectives and deliberations of

the producers of the socially engaged art projects (artists and curators), in the form of
interviews, as well as visual contributions (i.e. drawings). The historical sources - selected
manifestos of art associations before the Second World War, when the position of a
socially engaged artist was different in many aspects - act as a bridge between the first
and the second part. Then strong Communist Party counted a number of artists amongst
its active membership whose engagement within the society was primarily a part of a
broader, organized and centralized movement.

The exploration of the topic on art and social movements begins with Lidija Krienzer-
Radojevié¢’s text in which she deconstructs the misconception about the political




Krienzer-Radojevi¢ razlaze kako je svaka ,slobodna” odluka pojedinca uvjetovana
Sirim drustvenim kontekstom koji namecu drustvene institucije i njihova pravila.

U vrijeme neoliberalne transformacije kulturnog polja, na podlozi njezina
rastakanje drzave blagostanja, upravo je uloga institucija da nametnu kulturne
industrije kao dominantan model umjetnicke i kulturne proizvodnje.

Mario Kikas u svojem tekstu razmatra odnos umjetnosti i populizma, pri ¢emu

je posljednji dosada tumacen jednodimenzionalno, gotovo moralizatorski, kroz
njegovo oznacavanje kao negativne politi€ke tendencije. Kika$ elaborira lijeve
misli o narodu i interpretacije tog pojma u sklopu lijevih umjetnic¢kih praksi u
vrijeme ekonomske krize, Narodnog fronta i Drugog svjetskog rata. Odgovor na
pitanje koja je uloga umjetnosti u adresiranju politiCke poruke Kikas trazi prolazeci
kroz niz primjera iz knjizevne teorije, teatrologije, povijesti i povijesti umjetnosti,

a pritom posebnu paznju posveduje povijesti partizanskog kazalista, koja u
domacoj teatrologiji nikad nije bila primjereno obradena.

Slijedi problematski tekst Jelene Petrovi¢ koji ukazuje na zaokrete u polju
umjetnosti od 1990-tih, pritom posebno naglasava ,,nevolje” s festivalizacijom
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and social engagement of an artist as being a free choice which manifests

within the supposedly autonomous field of art. On the example of post-socialist
transformations of the Slovenian cultural institutions, Krienzer-Radojevi¢ elucidates
on how every “free” individual decision is conditioned by a broader social context
imposed by social institutions and their rules. During the time of the neoliberal
transformation of the cultural field, with the underlying dissolution of the welfare
state, it is the role of institutions to impose cultural industries as the dominant model
of art and cultural production.

In his text, Mario Kikas explores the relationship between art and populism, in which
the latter has been interpreted one-dimensionally and in a rather moralizing manner
by being designated as a negative political tendency. Kikas elaborates on the left-
wing intellectual approach to the people and the interpretation of this concept within
the left-wing art practices in the time of an economic crisis, the Popular Front and
the Second World War. Kikas$ seeks to answer the question on the role of art in
addressing the political agenda by going through a number of examples taken from
literary theory, theatre studies, history and art history, with a special focus on the




feminizma te angazirane umjetnicke prakse promatra iz feministicke perspektive.
Autorica uvodi politiku afekta kao mogucu strategiju za medusobno povezivanje i
djelovanje (novih) revolucionarnih umjetni¢kih praksi.

Pozicije proizvodaca angazirane umjetnosti u drugom dijelu predstavljamo u formi
rasprave, kroz intervjue. S Jonasom Staalom, jednim od rijetkih umjetnika koji je
svoju praksu povezao s postoje¢im emancipacijskim borbama i razvija je u bliskoj
suradniji s politickim grupama koje se diljem svijeta bore protiv razli¢itih oblika
represije, imperijalizma i kolonijalizma, razgovarali smo o kontradikcijama prevodenja
i funkcioniranja takvog projekta u depolitiziranom svijetu suvremene umjetnosti.

Slijedi vizualni prilog be¢ke umjetnice i aktivistice Petje Dimitrove. U formatu crteza
urgentno pitanje izbjeglicke krize Petja Dimitrova obraduje u prepoznatljivom
vizualnom jeziku progresivnih politiCkih pokreta i recentnih protestnih gibanja.

Za kraj donosimo razgovor o be¢kom festivalu Wienwoche s njegovim donedavnim
kustosom Canom Giilciiom. Rije¢ je o manifestaciji koju je osnovala stranka Zelenih,
a pod ¢ijim kiSobranom svoje aktivnosti proizvodi niz samoorganiziranih umjetnika

local history of the partisan theatre which has never received an appropriate
level of attention within the framework of local theatre studies.

The following text is Jelena Petrovié¢’s article which examines the shifts

within the field of art from the 1990s onwards, with a special emphasis on the
“troubles” with the festivalization of feminism and engaged art practices viewed
from a feminist perspective. The text puts forward the politics of affect as a
possible strategy for the networking and joint action of (new) revolutionary art
practices.

In the second part, we introduce the producers of engaged art through
discussions and interviews. We talked with Jonas Staal - one of few artists
whose practice is tied to the existing emancipatory struggles and developed
in close cooperation with political groups which fight against various forms
of repression, imperialism and colonialism around the world - about the
contradictions of implementation and functioning of such a project within the
depoliticized contemporary art world.




i politickih grupa, $to otvara niz pitanja o moguénostima politickog djelovanja u
festivalskim okvirima i metodama aproprijacije.

Okupljajuéi ove analize i priloge zeljele smo pridonijeti sagledavanju pozicije

i uloge umjetnosti u okvirima uvodno opisane situacije. Nadamo se da ¢e biti
poticaj za raspravu koja se tek mora dogoditi i koja ¢e u govor o (drustveno
angaziranoj) umjetnosti nanovo uvesti klju¢nu lekciju koju izvodimo iz povijesti
radikalne umjetnosti: nijedna umjetni¢ka gesta — sama po sebi - ne moze biti
intrinzi¢no radikalna.
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What follows next is Petja Dimitrova’s visual contribution. In a form of a drawing,
Petja Dimitrova examines the urgent issue of a refugee crisis through the
distinctive visual language of progressive political movements and recent protests.

This Life of Art issue ends with an interview with Can Giilci, the former curator of
the Wienwoche Festival in Vienna. Established by the Green Party, this event acts
as a frame for the activities of various self-organized artists and political groups,
which raises a number of questions about the possibilities of a political action
within the framework of a festival and about the methods of appropriation.

By collecting these analyses and contributions we wanted to advance the
deliberations on the position and the role of art under the abovementioned
circumstances. We hope this will provide an incentive for the discussion waiting
to happen and reintroduce into the discourse on (socially engaged) art the key
lesson derived from the history of radical art: No artistic gesture - in itself - can be
intrinsically radical.

Croatian to English translation: Dunja Opati¢
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SAZETAK: lako se politicki ili drustveni angazman individualnog
umjetnika obi¢no smatra pitanjem osobnog (i slobodnog) izbora, taj je
izbor uvjetovan $irim drustvenim kontekstom koji izgraduju odredene
institucije i pravila. Iz te su perspektive institucionalne promjene
iznimno vazne za politic¢ki i drustveni angazman umjetnika. Analiza

u ovome ¢lanku fokusira se na klju¢ne institucionalne promjene koje
su se dogodile na kulturnom polju u Sloveniji od pocetka 1990-ih
godina. Sirenje kapitalistickih odnosa u Sloveniji, kao dio veceg
procesa globalnoga kapitalistickog prestrukturiranja od kraja 1980-ih
godina, pokrenulo je institucionalnu promjenu koja je promijenila
ulogu kulturne sfere i njezinih drustveno-politickih utjecaja. Razvoj
kapitalistickih odnosa u kulturi sve do nedavno objavljenoga
Nacionalnog programa za kulturu koji kulturu definira kao proizvod
kulturnih ili kreativnih industrija moze se podijeliti na dva razdoblja.
Tijekom devedesetih godina prosloga stolje¢a glavni drustveni
rezultati institucionalnog preformiranja odnosili su se na uvodenje
trzisno-poduzetnickog modela, dok su institucionalne promjene iz
2000-ih godina omogucile postsocijalistickoj Sloveniji integraciju u
globalnu kapitalisticku regulaciju u sferi kulture.

KLJUCNE RIJECH: institucionalna promjena, kapitalisticki odnosi,
kulturna proizvodnja, drzava, trzite.
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ABSTRACT: Although political or social engagement of an individual
artist is normally considered as a matter of personal (and free) choice,
his or her decision is conditioned by a wider social context created by
institutions and rules. From this perspective the institutional changes
are of particular importance if one is to consider the question of
political or social engagement of an artist. The analysis in the article
focuses on the major institutional changes in the field of culture in
Slovenia since the beginning of the 1990s. The expansion of capitalist
relations in Slovenia, which was part of the broader process of

global capitalist restructuring since the end of the 1980s, initiated

the institutional change that altered the role of the cultural sphere
and its socio-political effects. Up to the recent National Culture
Programme that defines the future culture in Slovenia as the product
of the cultural or creative industry, the development of capitalist
relations in the field of culture could be divided in two periods.The
main social effect of the institutional reframing in the 1990s has been
the introduction of the market entrepreneurial model, whereas the
institutional changes in the 2000s enabled post-socialist Slovenia to
integrate into the global capitalist regulation of the cultural sphere.

KEYWORDS: institutional change, capitalist relations, cultural
production, state, market.

CASOPIS ZA SUVREMENA LIKOVNA ZBIVANJA

Uloga umjetnosti u emancipacijskim drustvenim pokretima,
politi¢ki ili drustveni angazman umijetnika, kao i njihov utjecaj u
danasnjim kapitalisti¢kim drustvima postaju sve vaznija tema
suvremene kriticke teorije umjetnosti®. Tom se pitanju pridaje
osobita paznja i u postsocijalisti¢koj Sloveniji*, ponajprije

zbog njezina specifi€noga drustvenog i povijesnog naslijeda®
koje je u mnogim aspektima proturje¢no suvremenom razvoju
kulturne proizvodnje. Prema novome Nacionalnom programu za
kulturu® 2014. — 2017. (s podnaslovom Put prema novom modelu
kulturne politike) kultura je zamisljena kao produkt kulturnih

ili kreativnih industrija. Ovim se strateskim dokumentom
predlaZe preispitivanje/preslagivanje u smjeru ,razvoja kulturnih
trzista“ i ,vladinih inicijativa za stvaranje kulturnih i kreativnih
industrija“, ¢ime bi se garantiralo ,optimalno funkcioniranje
cijeloga kulturnog sustava“’. Razvoj kulturnih ili kreativnih
industrija zahtijeva snazno razvijene i drustveno integrirane
trziSne odnose, koji ¢ine osnovu ucinkovitoga kulturnog trzista

i ostvarivanja novéanog prihoda od kulturne potrosnje. Pritom
je takoder nuzna komodifikacija, odnosno pretvaranje faktora
proizvodnje (radne snage u kulturi, kulturne infrastrukture

itd.) i proizvoda (kulturnih/umjetni¢kih dobara) u robu za

trzite. No ponajprije je nuzna zajedni¢ka percepcija kulture
kao ekonomske aktivnosti. -+~ U posljednja tri desetlje¢a
kulturna je proizvodnja pro$la proces radikalne reorganizacije.

The role of art in social emancipatory movements, the political
or social engagement of an artist, as well as its social effect
in today’s capitalist societies are becoming an important
topic in the contemporary critical art theory?. This issue has
received particular attention also in post-socialist Slovenia®,
mostly because of its specific socio-historical legacy?® that

in many directions stands in opposition to the contemporary
development of cultural production. According to the new
National Culture Programme® 2014-2017, subtitled Towards

a New Model of Cultural Policy, the future culture in Slovenia
should be the product of the cultural or creative industry.
This strategic document proposes an overhaul in the direction
of “developing cultural markets” and “governmental initiatives
for creating cultural and creative industries,” which should
warrant “the optimum functioning of the whole system of
culture.”” The development of cultural or creative industry
requires highly developed and socially integrated market
relations, which are the base for an effective cultural market
and a monetized cultural consumption. It also demands the
commodification of the factors of production (cultural labour
force, cultural infrastructure etc.) and products (cultural/art-
objects). But above all it requires the common perception

of culture as an economic activity. -+~ The field of cultural
production has been radically reorganised in the last three
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Ekspanzija kapitalisti¢kih odnosa u Sloveniji, kao dio Sireg
procesa globalnoga kapitalistiCkog prestrukturiranja od kraja
1980-ih godina, pokrenula je institucionalnu promjenu koja je
transformirala ulogu kulturne sfere i njezin drustveni i politicki
utjecaj. Institucionalnom reorganizacijom kulture ostvaren je
znacajan utjecaj na proizvodnju i redistribuciju kulturnih dobara,
kao i na oblikovanje politickog interesa kulturnih proizvodaca.
Nakon duge javne rasprave, Nacionalni program za kulturu
podrzali su i predstavnici kulturnih radnika. lako se politicki ili
drustveni angazman individualnog umjetnika obi¢no smatra

RAZVOJ KULTURNIH ILI KREATIVNIH
INDUSTRIJA ZAHTIJEVA SNAZNO
RAZVIJENE | DRUSTVENO INTEGRIRANE
TRZISNE ODNOSE, KOJI CINE
OSNOVU UCINKOVITOGA KULTURNOG
TRZISTA. PRITOM JE TAKOPER
NUZNA KOMODIFIKACIJA, ODNOSNO
PRETVARANJE FAKTORA PROIZVODNJE
| PROIZVODA U ROBU ZA TRZISTE. NO
PONAJPRIJE JE NUZNA ZAJEDNICKA
PERCEPCIJA KULTURE KAO
EKONOMSKE AKTIVNOSTI.

R - R PR EREPPPPPPRRPRRY I. ......................................................

THE DEVELOPMENT OF CULTURAL OR
CREATIVE INDUSTRY REQUIRES HIGHLY
DEVELOPED AND SOCIALLY INTEGRATED
MARKET RELATIONS, WHICH ARE THE BASE
FOR AN EFFECTIVE CULTURAL MARKET AND
A MONETIZED CULTURAL CONSUMPTION.
IT ALSO DEMANDS THE COMMODIFICATION
OF THE FACTORS OF PRODUCTION AND
PRODUCTS. BUT ABOVE ALL IT REQUIRES
THE COMMON PERCEPTION OF CULTURE AS
AN ECONOMIC ACTIVITY.

decades. The expansion of capitalist relations in Slovenia that
was part of the broader process of global capitalist restructuring
since the end of the 1980s, initiated the institutional change
that altered the role of the cultural sphere and its socio-
political effects. The institutional reorganisation of culture had
a significant impact on the production and the redistribution

of cultural goods, as well as an influence on the formation of
the political interest of cultural producers. After a long public
debate, the National Culture Program was approved also by the
representatives of cultural workers. Although political or social
engagement of an individual artist is normally considered as

a matter of personal (and free) choice, his or her decision is
conditioned by a wider social context created by institutions

pitanjem osobnog (i slobodnog) izbora, taj je izbor uvjetovan
Sirim drustvenim kontekstom koji izgraduju odredene institucije
i pravila. 1z te su perspektive institucionalne promjene iznimno
vazne za politiCki i drustveni angazman umjetnika. Stoga se
ova analiza fokusira na klju¢ne institucionalne promjene koje su
se dogodile na kulturnom polju u Sloveniji od po€etka 1990-ih
godina.

Institucionalna promjena u globalnom kapitalizmu
Poimanje kulture u socijalistiCkoj Sloveniji nije se povezivalo

s ekonomskim razmisljanjima, stoga je bio potreban dug
proces drustvene transformacije kako bi se normalizirala takva
ideoloska pozicija. U tom su procesu institucionalne promjene
odigrale klju¢nu ulogu, s obzirom na to da se razumijevanje
kulture medu pojedincima, kao i zajedni¢ka percepcija kulture
u drustvu, oblikuje kroz Siri institucionalni okvir®. Institucije
reguliraju drustvene odnose koji su dio drustva te istovremeno
pojedincima omogucuju da u tim odnosima sudjeluju®. Na taj
nacin institucije uspostavljaju drustvo kao stabilnu i kompletnu
strukturu i pojedince €ine ¢lanovima drustva. U kapitalistiCkom
uredeniju institucije su rezultat borbe koja se odvija izmedu
drustvenih sila koje favoriziraju Sirenje trziSta i rastu¢u
komodifikaciju drustvenih odnosa s jedne strane i drustvenih
zahtjeva za politickom stabilizacijom i stabilnim svijetom

and rules. From this perspective the institutional changes are
of particular importance if one is to consider the question of
political or social engagement of an artist. Thus, the analysis
focuses on the major institutional changes in the field of culture
in Slovenia since the beginning of the 1990s.

Institutional change in global capitalism

Since the understanding of culture in socialist Slovenia had

not been connected with economic thinking, a long process of
social transformation was necessary to cultivate this ideological
position as normality. Institutional changes have played a major
role in this process because the comprehension of culture
among individuals and their behaviour, as well as the common
perception of culture in society are shaped by the broader
institutional framework®. Institutions regulate social relations that
are part of society at the same time as they enable individuals to
take part in social relations®. Thus, they establish the society as
a stable and total structure and “install” individuals as members
of society. Under capitalism, institutions are an outcome of the
struggle between social forces that privilege market expansion
and the increasing commodification of social relations on the
one hand and the social demands for political stabilization and a
stable life-world on the other.'® This struggle is socially managed
and coordinated by the institutional arrangements of the state.
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zivota s druge strane™. Tu borbu drustveno koordinira i njome
upravlja drzavno institucionalno uredenje. -------- Razmatranje
kapitalizma kao institucionaliziranoga drustvenog uredenja
omogucuje nam fokus na mikrodinamiku njegova uprizorenja i
ponovnog uprizorenja u specificnom kontekstu uspostavljenih
ograni¢enja i moguc¢nosti. Slom socijalisticke agende bio

je dio procesa neoliberalne globalizacije koji je omogucio
daljnju reprodukciju i Sirenje kapitalizma'’, a opravdavao se, i
opravdava se u velikoj mjeri i danas, diskursom ,,globalizacije,
tj. rastu¢om neovisnoscu i kompetitivhoséu nacionalnih
ekonomija®. Ta se tzv. globalizacija ¢esto tumaci kao nesto
nametnuto, ireverzibilno i dominantno u odnosu na drzavu,
zbog €ega drzavi ne preostaje niSta drugo nego da se prilagodi
vanjskim pritiscima'®. lako se karakter drzavne intervencije
znatno promijenio, proces Sirenja kapitalisti¢kih odnosa u
razdoblju neoliberalne globalizacije u velikoj je mjeri ovisio

o potezima pojedinih drzava i medunarodnih organizacija.
Sirenje mreza transnacionalne proizvodnje, rastué¢a vaznost
(ekonomskih) medunarodnih organizacija i medunarodni
sporazumi stvaraju institucionalne uvjete za vecu kapitalistiCku
akumulaciju na globalnoj razini — no jo$ ih je potrebno zakonski
implementirati na nacionalnoj razini. Rasprave o ulozi drzave u
suvremenom kapitalizmu taj proces €¢esto konceptualiziraju kao
sinternacionalizaciju drzave“'*. Prema Panitchu, ,kapitalisticka

--------- Considering capitalism as an institutionalized social order
enables us to focus on the micro-dynamics of its enactment and
re-enactment within a specific context of instituted constraints
and opportunities. The fall of the socialist agenda was part of
the process of neoliberal globalisation which enabled the further
reproduction and expansion of capitalism'. This process was
and still is largely legitimized by the discourse of “globalization,”
i.e. increasing interdependence and competitiveness of national
economies'?. This so-called globalization is often interpreted

as something imposed, irreversible and predominant in relation
to the state and therefore the latter cannot do anything but

to accommodate itself to external pressures.'® Although the
nature of state intervention has changed considerably, the
process of expansion of capitalist relations in the period of
neoliberal globalisation has been highly dependent on the
orchestrating actions of states and international organisations.
The expansion of networks of transnational production,

the increasing importance of (economic) international
organizations, as well as international treaties, provide the
institutional conditions for greater capitalist accumulation on
the global level, but they still have to be legally implemented

on the national level. The debates concerning the role of the
state in contemporary capitalism often conceptualise this
process as the “internationalisation of the state.”"* According

je globalizacija proces koji se takoder odvija unutar, kroz i pod
egidom drzava; one ga kodiraju i u vaznim aspektima ¢ak i
stvaraju“®s. ..o S obzirom na to da institucije istovremeno
djeluju na opcoj drustvenoj razini i na individualnoj razini
pojedinih ¢lanova drustva, reforme koje su se odvijale u Sloveniji
nakon ukidanja druStvenog vlasnistva i sustava samoupravljanja
lokalne su drustvene strukture u sve ve¢oj mjeri prilagodavale
drustvenim strukturama ,globalnog kapitalizma“'. Tako se
lokalna kulturna proizvodnja danas sve viSe organizira u skladu s
»kulturnom industrijom®. Do nedavno objavljenoga Nacionalnog
programa za kulturu razvoj kapitalistickih odnosa u kulturi moze
se podijeliti na dva razdoblja. Tijekom devedesetih godina
proSlog stolje¢a glavni druStveni rezultati institucionalnog
preformiranja odnosili su se na uvodenije trziSno-poduzetni¢kog
modela. Institucionalne promjene iz 2000-ih godina omogucile
su postsocijalistiCkoj Sloveniji integraciju u globalno
kapitalisticko uredenje. U procesu kapitalistiCke restauracije
slovenska (kapitalisticka) drzava morala je izgraditi odgovarajuce
institucionalno okruzenje kako bi mogla istovremeno strukturirati
odnos svojih drzavljana prema novoj stvarnosti i reproducirati
drzavnu vlast. To je podrazumijevalo temeljite promjene u
kulturnoj proizvodnji. Na razini drusStva trebalo je sferu kulture
poceti promatrati okom ,,ekonomike kulture“'’, dok je na

razini individualnih kulturnih proizvodaca i publike bilo nuzno

to Panitch, “capitalist globalisation is a process which also
takes place in, through and under the aegis of states; it is
encoded by them and in important respects even authored by
them.”™5 ......... Since the institutions simultaneously operate on
the general level of society and on the individual level of the
members of society, the reforms taking place in Slovenia after
the abolishment of the social ownership and self-management
system have progressively accommodated local social
structures to those of “global capitalism.”’® The implication of
these reforms for the local cultural production is that it is now
increasingly organized in line with the “cultural industry.” As it
will be shown in what follows, up to the recent National Culture
Programme, the development of capitalist relations in the field
of culture could be divided in two periods. In the 1990s, the
main social effects of the institutional reframing has been the
introduction of the market entrepreneurial model, whereas in
the 2000s, the institutional changes enabled post-socialist
Slovenia to integrate into the global capitalist order. In the
process of capitalist restoration, the Slovene (capitalist) state
had to build a proper institutional environment to simultaneously
structure the behaviour of its citizens to the new reality and

to reproduce state power. This meant profound changes in

the field of cultural production. On the level of society it was
necessary to start perceiving the sphere of culture through the
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prilagoditi njihov odnos prema takvom poimanju kulture. Da

bi mogli uvesti kapitalisti¢ke odnose u kulturnu proizvodniju,
kreatori kulturne politike morali su preorganizirati ve¢ postojec¢e
(socijalisti¢ke) institucije i oblike javnog financiranja. Iz tog je
razloga bilo nuzno prilagoditi nacionalni zakonski okvir kulturnog
sektora kojim se definiraju odnosi i statusi kulturnih subjekata.

Uspostavljanje trziSno-poduzetni¢ckog modela

Nacin organiziranja kulturne proizvodnje bila je tema intenzivnih
rasprava ve¢ tijekom socijalizma, posebno u drugoj polovici
1980-ih godina. Umjetnici koji su djelovali u podruc¢ju nezavisne
kulture vodili su bitku s ,burzujskim nacionalisti¢kim politi¢kim
projektima“'® koje su proizvodile nacionalne kulturne institucije.
Nastojali su u javni kulturni prostor uvesti subverzivne ,estetske
prakse“'® koje bi nadvladale elitni status nacionalne kulture. Kao
nasljednici prijasnjih borbi za kulturnu revoluciju spomenuti su
umjetnici slijedili princip prema kojem je nova umjetnost trazila
temeljitu transformaciju kulturnih institucija. No za razliku od
neinstitucionalne umjetni¢ke zajednice iz 1960-ih godina koja je
tezila institucionalnoj primjeni novih estetskih praksi®°,
neinstitucionalna umjetni¢ka zajednica iz 1980-ih oblikovala je
svoju vlastitu materijalnu radnu bazu na principu estetike punka i
pristupa ,,uradi sam*“ (DIY)?'. To je rezultiralo tzv. mrezom
alternativnih prostora kulturne proizvodnje koji su djelovali

..18 .............................................................................................................

lens of the “economics of culture,”’” whereas on the level of
individual cultural producers and the audience it was necessary
to accommodate their behaviour to such an understanding of
culture. To introduce capitalist relations in the field of cultural
production, cultural policy-makers had to reorganise the pre-
existing (socialist) cultural institutions and public funding. For
this reason it was necessary to accommodate the national

legal framework in cultural sector which defines relations and
statuses of cultural subjects.

The establishment of the market entrepreneurial model
The organisation of cultural production was an object of intense
debates already during socialism, particularly in the second
part of 1980s. Artists active in the field of the independent
culture were struggling against “bourgeois nationalist political
projects”® produced by national cultural institutions and were
striving to introduce subversive “aesthetics practices”® into
public space that would overcome elite position of the national
culture. As a successor of previous struggles for Cultural
Revolution they followed the principle that the new art should
demand a profound transformation of cultural institutions. But
unlike the non-institutional art community of the 1960s that
strived to apply new aesthetics practices in institutions?, the
non-institutional art community of the 1980s formed its own

usporedno s drugim kulturnim institucijama. Nakon pada
socijalizma i raspada starih institucija i mreza nezavisne kulture
ti su konflikti oko pitanja estetskih praksi preusmjereni u
liberalne rasprave o organizaciji i institucionalizaciji kulturne
proizvodnje. Breznik navodi da se: ,[nezavisna kultura], kao oblik
umjetnicke revolucije bez drustvene revolucije i domovine,
povezala s medunarodnim umjetni¢kim sistemom i ostvarila
podr$ku medunarodnih (nevladinih) organizacija koje su na taj
nacin promovirale drustvene reforme u postsocijalisti¢kim
drzavama. Po¢etkom 1990-ih godina mnostvo je takvih
organizacija ,nahrupilo’ u Sloveniju te su, poput svojevrsnih
pastora, nadzirale u¢inkovito upravljanje kulturnim
organizacijama (kulturni menadzment), podrzavale suvremenu
umjetnost, poticale reforme javnog sustava i otvarale put
globalnoj slobodnoj trgovini. [...] Upravo se medu pristalicama
nezavisne kulture mogu nac¢i mnogi koji poduzetni¢ku kulturu vide
kao nadomjestak za nacionalnu kulturu.“??--------. U mnostvu novih
medunarodnih organizacija najupecatljiviji je bio projekt Georgea
Sorosa Open Society Institute, osnovan 1992. godine u Slovenijiz3.

OPEN SOCIETY INSTITUTE OSTVARIO JE

ZNACAJNE MATERIJALNE UCINKE UVEVSI

U SLOVENSKU KULTURNU PROIZVODNJU

SPECIFIGAN OBLIK FINANCIRANJA PUTEM
JAVNIH NATJECAJA.

THE OPEN SOCIETY INSTITUTE HAD
SIGNIFICANT MATERIAL IMPLICATIONS AS IT
INTRODUCED WITHIN SLOVENE CULTURAL
PRODUCTION A PARTICULAR TYPE OF FUNDING
ON THE BASIS OF TENDERS.

material working basis on the principle of punk aesthetics

and DIY approach?'. This resulted in the so-called network

of underground places that operated parallel with other
cultural institutions. After the collapse of socialism and the
dissolution of the old institutions and networks of independent
culture these conflicts concerning aesthetics practices were
channelled in liberal debates concerning the organisation

and institutionalisation of cultural production. Breznik writes:
“As an art revolution without a social revolution and without a
homeland, it [independent culture] linked up to the international
art system and gained support from international (non-
governmental) organisations, which used it to promote social
reforms in post-socialist states. At the beginning of the 1990s,
quite a few such organisations rushed into Slovenia and,

as pastors of some kind, they kept watch over the effective
management of cultural organisations (cultural management),
supported contemporary art, incited reforms of the public
system, and paved the way for global free trade. [...] It is
precisely among the adherents of independent culture that
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Ta je organizacija svoje djelovanje zapocela kao krovna
fundacija za financiranje projekata u kulturi, znanosti,
drustvenom aktivizmu itd. te je uvela neke sadrzaje koji se nisu
podudarali s ondasnjom dominantnom ideologijom?4. Vaznije,
Open Society Institute ostvario je zna¢ajne materijalne uéinke
uvevsi u slovensku kulturnu proizvodnju specifi¢an oblik
financiranja putem javnih natjec¢aja. To je posljedi¢no
unaprijedilo razvoj kulturne proizvodnje na razini nevladinih
institucija i pruzilo vazan ideoloski doprinos liberalizaciji javnih
sredstava. U opéem ozracju ideoloskih turbulencija toga
vremena, usvajanje takvog tipa financiranja proizvodnje - §to je
kasnije potaknulo i normaliziralo proizvodnju projekata i
programa zasnovanu na natje¢ajima - prihva¢eno je bez mnogo
kritike®. Oblik financiranja koji se zasniva na natje¢ajima klju¢an
je korak u liberalizaciji slovenske kulturne proizvodnje i
uspostavljanja kulturne industrije: takvim se na¢inom
financiranja razvija trziSno natjecanje izmedu kulturnih
proizvodaca koji ovise o uspje$nom financiranju. Transformacije
tog tipa ne bi bile moguée bez prethodnog usvajanja
odgovaraju¢ega zakonskog okvira. -------- Izrada nacionalnoga
institucionalnog okvira nije jednostrani rad vlade, nego slozeni
proces u kojem sudjeluju razli¢ite drustvene skupine, poput
predstavnika proizvodaca, vlade ili poduzetnika. Javnu raspravu
o buduéem razvoju kulture od pocetka 1990-ih godina obiljezio

we find many of those who see entrepreneurial culture as a
substitute for national culture.”??------... The most visible among
these new international organisations was the George Soros
project Open Society Institute, established in 1992 in Slovenia®.
The organisation started operating as an umbrella foundation
for funding productions in the fields of culture, science, social
activism, etc. and it introduced some contents that did not tally
with the dominant ideology of that time.?* More importantly, the
Open Society Institute had significant material implications as it
introduced within Slovene cultural production a particular type
of funding on the basis of tenders. Consequently it boosted

the development of cultural production on the basis of non-
government institutions and gave an important ideological input
to the liberalisation of public assets. In the general climate of
ideological turbulences at that time the acquisition of this type
of production funding - that subsequently raised and normalised
the tender-based project-program production — was accepted
mostly without much criticism?. The tender-based funding is a
crucial step in the liberalization of Slovene cultural production
and the establishment of cultural industry as it develops market
competition among cultural producers that are dependent

on successful funding. These transformations could not have
been possible without a preliminary adoption of a proper

legal framework. -------- The formation of a national institutional

je sukob izmedu ,konzervativaca“ i ,,reformista“ o tome u ¢iju bi
korist javna kulturna politika trebala djelovati: nevladinih
kulturnih inicijativa koje svoju aktivnost usmjeravaju u projekte ili
postojecih javnih kulturnih ustanova®. ,Reformisti“ su zagovarali
strate$ku transformaciju kulturne politike, ¢ime bi se redefinirala
uloga kulture kao faktora (privrednog) napretka. ,,Konzervativci“
su se pak zalagali za ,,odrzanje statusa quo“, odnosno za to da
javne ustanove i model javnog financiranja kulture ostanu onakvi
kakvi su i bili?’. Taj je sukob misljenja obiljezio razvoj kulturne
politike u Sloveniji tijekom 1990-ih godina te je naposljetku
prevladao stav ,reformista“, koji su dobili dodatnu podrsku
medunarodnih institucija. -------- S obzirom na to da je nacionalna
drzava integrirana u medunarodni poredak kroz razne
medunarodne organizacije, nacionalne drustvene dinamike
meduovisne su s medunarodnim sporazumima i regulativama
donesenima na svjetskoj ili lokalnoj razini. Regulative Europske

U OPCEM OZRACJU IDEOLOSKIH
TURBULENCIJA TOGA VREMENA,
USVAJANJE TAKVOG TIPA FINANCIRANJA
PROIZVODNJE - §TO JE KASNIJE
POTAKNULO | NORMALIZIRALO
PROIZVODNJU PROJEKATA | PROGRAMA
ZASNOVANU NA NATJECAJIMA -
PRIHVACENO JE BEZ MNOGO KRITIKE.
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IN THE GENERAL CLIMATE OF
IDEOLOGICAL TURBULENCES AT THAT
TIME THE ACQUISITION OF THIS TYPE

OF PRODUCTION FUNDING - THAT
SUBSEQUENTLY RAISED AND NORMALISED
THE TENDER-BASED PROJECT-PROGRAM
PRODUCTION - WAS ACCEPTED MOSTLY
WITHOUT MUCH CRITICISM.

framework is not a one sided action of the government, but

a rather complex process made by various social groups,

such as representatives of direct producers or government

or entrepreneurs. Since the beginning of the 1990s the public
debate about the future development of culture was marked by
the struggle between “conservatives” and “reformists” regarding
on whose behalf public cultural policy should work: project-
oriented, non-governmental cultural initiatives and activities, or
existing public cultural institutions?®. The “reformists” favoured
the strategic transformation of cultural policy, which would
redefine the role of culture as a factor of (economic) progress,
while “conservatives” were fighting to “keep the status quo”, i.e.
that public institutions and public funding for culture remained
unscathed?. The struggle marked the development of cultural
policy in Slovenia during the 1990s and ended with the prevalent
position of “reformists” who got additional support from the
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unije iznimno su vazne §to se ti¢e slovenske kulturne
proizvodnje, jer je od kraja 1980-ih sudjelovanje Slovenije u
modelu europskih integracija bilo na samom vrhu slovenske
politicke agende®. Unutar Europske unije specifi¢ni se
medusklop kulture i politike po€eo razvijati ranih 1990-ih godina
kada je Sporazumom o Europskoj uniji (iz 1992. godine) ,kultura“
prepoznata kao vazan segment u stvaranju europske politike.
Pokretanjem agende za tzv. ,kulturno djelovanje“?® inicijative
kulturne politike Europske unije pocele su se koristiti kulturnim
diskursom kao medijem u upravljanju europskim integracijama®’.
U nastojanju da pove¢a mogucénosti Slovenije da u budu¢nosti
postane ¢lanica Europske unije, slovensko Ministarstvo kulture
trazilo je ,,novi model kulturne politike“3' koji bi pratio europske
regulative i bio s njima u skladu®. Proces stvaranja prvog Sireg
propisa bio je vrlo dugotrajan: vazan dokument Zakon o
ostvarivanju javnog interesa u kulturi usvojen je tek krajem 1994.
godine. «--eeeee Uspostava javnih i privatnih subjekata u kulturi bila
je jedna od prvih i najvaznijih institucionalnih mjera koje su
poduzete na dugom putu ka usvajanju ovog dokumenta. ,To je
postignuto tako Sto je drzava 1991. godine, prema Zakonu o
drustvenim ustanovama, preuzela upravljanje kulturnim
ustanovama; na taj je nacin stvoren drzavni, odnosno javni
sektor u kulturi.“®® Slovenska drzava preuzela je odgovornost za
gotovo 85 (nacionalnih) kulturnih ustanova (poput Opere,

international institutions. -------- Since the national state is
integrated in an international order through various international
organisations, the national social dynamics are interdependent
with international agreements and regulations made on the
global or regional level. As far as the cultural production of
Slovenia is concerned, the regulations of the European Union
(EU) are of particular importance as the participation of the
Slovene State in the European integration model was on the
top of the political agenda since the end of the 1980s28. Within
the EU structures, a specific interface between culture and
politics started in the early 1990s when the Treaty on the
European Union (1992) recognized “culture” as an object of
concern for European policy-making. Launching the agenda
for the so-called “cultural action,”?® the EU cultural policy
initiatives started to use the cultural discourse as a medium

for the management of European integration®. To increase the
possibilities of future EU membership, the Slovenian Ministry of
culture was searching for “a new model of cultural policy”®' that
would be more in accordance with European regulations®2.

The formation of the first broader regulation took a very long
time and it was not before the end of 1994 that the major
document Exercising of the Public Interest in Culture Act

was adopted. -+ The establishment of public and private
subjects in culture was one of the first and most important

Nacionalnog muzeja, Nacionalne knjiznice, Restauratorskog
centra, Filmskog studija, raznih arhiva, profesionalnih kazalista,
muzeja, instituta za zastitu spomenika itd.), dok je ostale kulturne
ustanove (javne knjiznice, lokalne kulturne centre i amaterske
kulturne ustanove) iz prethodnog sustava prepustila financiranju
na razini op¢ina. Takvom institucionalnom reorganizacijom
skultura“ se transformirala iz ,,aktivnosti od posebnog drustvenog
znacenja“34 u oblik javne usluge. Isti je zakon omogucio stvaranje
privatnoga kulturnog sektora, odnosno formiranje nevladinih
(neprofitnih) ustanova ili udruzenja koji su danas najé¢esci
organizacijski oblik kulturne proizvodnje. Ako je nezavisna kultura
1980-ih godina bila organizirana kao mreza alternativnih prostora
kulturne proizvodnje, novom je regulacijom njezina proizvodnja
institucionalizirana i preorganizirana u model NGO proizvodnje
koja slijedi poduzetni¢ku logiku i etiku (kulturnog) menadzmenta?®®.
Restauracijom kapitalisti¢kih vlasni¢kih odnosa i reorganizacijom
javnog financiranja u kulturnom sektoru te su institucionalne
reforme stvorile povoljne uvjete za integraciju kapitalisti¢kih
odnosa u slovenskoj kulturnoj proizvodnji. «------- Zakonom o
ostvarivanju javnog interesa u kulturi iz 1994. godine uveden je
novi oblik javnog financiranja u kulturnom sektoru, koji je u
regulaciju kulturnih aktivnosti unio nacela natjecanja, selekcije i
ucinkovitosti. Usvajanjem tog zakona slovensko Ministarstvo
kulture obvezalo se financirati kulturne ustanove prema nacelima

institutional measures on the long road towards the introduction of
this document. “This was achieved by the state taking over cultural
institutions in 1991 according to the Law on Social Institutions;

and this is how the state, i.e. the public sector in culture was
created.”3® The Slovenian state overtook the responsibility for
almost 85 (national) cultural institutions (The Opera, the National
Museum, the National Library, Restoration Centre, Film Studio,
various archives, professional theatres, museums, institutes for
protection of monuments etc.), leaving other cultural institutions
(public libraries, local cultural centres and amateur culture) from
the former system to the municipalities funding. Together with this
institutional reorganisation, the “culture” was transformed from an
“activity of special social meaning”** into a public service. The very
same law established the private cultural sector, i.e. the formation
of non-governmental (non-profit) institutions or associations that
nowadays represent the most frequent organisational form of
cultural production. If the independent culture from the 1980s was
organised as a network of underground places, the new regulation
institutionalized and reorganised its production into NGO production
that follows the entrepreneurial logic and (cultural) management
ethics®. By the restoration of capital property relations and the
reorganization of public financing in the cultural sector, those
institutional reforms provided favourable grounds for the integration
of capitalist relations in the cultural production in Slovenia.
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njihova uc¢inka i na osnovi ugovora. Takav se oblik financiranja
sluzbeno naziva ,programskim financiranjem®, no Vesna Copié
navodi da ga je prikladnije zvati ,financiranje prema ciljevima“3s.
Fondovi su oblikovani prema sustavu temeljenom na izvodivosti,
pri ¢emu su kapaciteti kulturnog proizvodaca za ispunjenje
prioriteta kulturne politike odlu¢ujucéi faktor. Kako bi dobili javna
sredstva, kulturni proizvodaci moraju se prilagoditi logici
ekonomske racionalnosti i efikasnosti te svojim djelovanjem
doprinijeti tzv. kulturnoj dobrobiti drustva u cjelini®”. Posljedi¢no
su razli¢iti neovisni kulturni proizvodaci (nakon $to su bili izgubili
solidarne mreze koje su ¢inile materijalnu bazu nezavisne kulture

AKO JE NEZAVISNA KULTURA 1980-IH GODINA
BILA ORGANIZIRANA KAO MREZA ALTERNATIVNIH
PROSTORA KULTURNE PROIZVODNJE, NOVOM
JE REGULACIJOM NJEZINA PROIZVODNJA
INSTITUCIONALIZIRANA | PREORGANIZIRANA
U MODEL NGO PROIZVODNJE KOJA SLIJEDI
PODUZETNICKU LOGIKU | ETIKU (KULTURNOG)
MENADZMENTA. RESTAURACIJOM KAPITALISTICKIH
VLASNICKIH ODNOSA | REORGANIZACIJOM JAVNOG
FINANCIRANJA U KULTURNOM SEKTORU TE SU
INSTITUCIONALNE REFORME STVORILE POVOLJNE
UVJETE ZA INTEGRACIJU KAPITALISTICKIH ODNOSA U
SLOVENSKOJ KULTURNOJ PROIZVODNUJI.

IF THE INDEPENDENT CULTURE FROM THE 1980S
WAS ORGANISED AS A NETWORK OF UNDERGROUND
PLACES, THE NEW REGULATION INSTITUTIONALIZED

AND REORGANISED ITS PRODUCTION INTO NGO

PRODUCTION THAT FOLLOWS THE ENTREPRENEURIAL
LOGIC AND (CULTURAL) MANAGEMENT ETHICS. BY
THE RESTORATION OF CAPITAL PROPERTY RELATIONS
AND THE REORGANIZATION OF PUBLIC FINANCING
IN THE CULTURAL SECTOR, THOSE INSTITUTIONAL
REFORMS PROVIDED FAVOURABLE GROUNDS FOR
THE INTEGRATION OF CAPITALIST RELATIONS IN THE
CULTURAL PRODUCTION IN SLOVENIA.

--------- The Exercising of the Public Interest in Culture Act from the
year 1994 introduced a new type of public funding in cultural sector
that brought the principles of competition, selection and efficiency
in the regulation of cultural activities. By putting the Act into power,
the Ministry of Culture of Slovenia obliged itself to fund cultural
institutions on the principles of their performance and on contract
basis. This type of funding is formally named “program funding,”
but as Vesna Copié suggests, it is more proper to call it “financing
by objectives,”*® The funds are designed on a performance-

based system, i.e. the capacities of a cultural producer to fulfil

the priorities of the cultural policy are decisive. In order to receive
public funds, cultural producers have to adapt themselves to the

u socijalizmu) bili u potpunosti izuzeti iz javnog financiranja te su
se poceli natjecati za sredstva s drugim sudionicima javnih
natjecaja. Ona kulturna proizvodnja koja nije uspjela udovoljiti tim
zahtjevima ili je imala drugaciji program od onog $to zahtijevali
financijeri uglavnom bi nestala s kulturne scene ili je njezino
djelovanije bilo vrlo ograniéeno®. --------- Uvodenje trzisno-
poduzetni¢kog modela u kulturi, koji regulira proizvodnju i
distribuciju kulturnih proizvoda, bila je klju¢na institucionalna
promjena na putu prema liberalizaciji. ,,Proizvodnja i recepcija
umjetnosti preoblikovana je u okvirima politicke logike u kojoj su
brojnost publike i marketinska statistika postale klju¢ni faktor u
osiguranju javnog financiranja.“*® Medutim otpor prema daljnjem
podredivanju kulturne proizvodnje kapitalisti¢koj logici i dalje je
bio prisutan. Umjetni¢ka zajednica na noz bi do¢ekala svaku
zakonsku intervenciju koja je mogla donijeti temeljitu promjenu u
radnim odnosima, deregulaciju, denacionalizaciju ili privatizaciju
koja bi ugrozila javni kulturni sektor. Time su rasprave o
promjenama u domeni radnih odnosa i radu javnih kulturnih
ustanova bile odgodene do prve prilagodbe Nacionalnog
programa za kulturu 2004. godine*’. Snazan otpor umjetnicke
zajednice bio je prepreka daljnjim reformama prema liberalizaciji
kulturnog sektora.

............................................................................................................ 21 PRees

logic of economic rationality and efficiency and to contribute the so-
called cultural “benefits” to the society as a whole®. Consequently,
various independent cultural producers, who had lost solidarity
networks that were a material base for independent culture in the
time of socialism were completely cut off from public finances

and started to compete for funding with other tenders. Cultural
production that was unable to meet these requirements or that

had different intentions, mostly disappeared or its functioning was
very limited3®. --------- The introduction of the market entrepreneurial
model in culture that regulates production and distribution of cultural
outputs was a crucial institutional change towards liberalisation. “The
production and reception of the arts was therefore reshaped within
a political logic in which audience figures and marketing statistics
became essential to securing public funding.”*® Nevertheless,

the resistance to further subordination of cultural production to
capitalist logic still existed. Any legal intervention that could bring a
fundamental change in labour relations, deregulation, de-étatisation
or privatisation that would dissolve the public cultural sector was
attacked by arts community. Thus, debates about changes in the
field of labour relations and in the work of public cultural institutions
were postponed until the adaptation of the National Cultural Program
that for the first time occurred in 2004.4° The strong resistance of art
community was an obstacle for further reforms in the direction of
liberalisation of cultural sector.
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Agresivni liberalizam na lokalnoj i globalnoj razini
Stru¢njaci koji su se zalagali za reforme tvrdili su da se zbog
spomenutog otpora ,razvoj kulturne politike u velikoj mjeri
tijekom 1990-ih godina nije micao s mrtve to¢ke“'. Smatrali

su da je poCetkom 2000-ih godina ,postalo o¢ito da odrzanje
statusa quo ne moze biti trajno rjeSenje“2. Njihov se argument
pokazao kao samoispunjavaju¢e proro¢anstvo manifestirano
kroz aktivnosti lokalnih i medunarodnih sila koje su podrzavale
daljnju liberalizaciju i privatizaciju u kulturi. Opéi sporazum o
trgovini uslugama (General Agreement on Trade in Services -
GATS)*® definira kulturu kao dio ekonomskog razvoja i ukljucuje
sfere drustvene proizvodnje koje su prethodno bile zasti¢ene
od trziSta u trziSno orijentirane aktivnosti na globalnoj razini. Uz
pomo¢ GATS-a Svjetska trgovinska organizacija (WTO) stekla je
mogucnost oblikovati nacionalnu kulturnu politiku i posljedi¢no
utjecati na lokalnu kulturnu proizvodnju*. Potpisivanjem tog
sporazuma sve su se ¢lanice WTO-a obvezale postupno
implementirati model progresivne liberalizacije trgovine uslugama
i ukloniti nacionalne mjere koje su bile uvedene u svrhu osiguranja
boljih uvjeta u trgovini roba i usluga za domace tvrtke u odnosu
na one inozemne*, -------- Idu¢a vazna institucionalna promjena na
putu prema kulturnoj industriji dogodila se 2002. godine, gotovo
deset godina nakon prvog vala reformi, u obliku novog Zakona o
ostvarivanju javnog interesa. Prvi koraci prema tom dokumentu

Offensive liberalism on local and global level

Experts who were in favour of reforms claimed that the “cultural
policy development had largely been deadlocked during the
1990s” because of this resistance*'. According to them, at
the beginning of the new millennium “it became obvious that
maintaining a status quo cannot be the permanent solution.”?
Rather than a sufficient argument this was a self-fulfilling
prophecy that was realised through activities of local and
international forces that supported further liberalisation and
privatisation in culture. The General Agreement on Trade

in Services (GATS)* defines culture as a part of economic
development and incorporates the fields of social production
that were previously protected from the market into market
oriented activities on the global level. With the enforcement
of GATS, World Trade Organisation (WTO) has acquired the
possibility to shape national cultural policy and to consequently
influence the local cultural production. By signing this
treaty, all WTO members pledged themselves to gradually
implement the progressive liberalization of trade in services
and to eliminate governmental measures that ensure better
conditions for domestic companies compared to foreign ones
in the trade of goods and services*. -------- The next major
institutional change in the trajectory toward cultural industry

zapravo su bili poduzeti odmah nakon usvajanja starog Zakona.
Uz podrsku drzavnih aparata i medunarodnih institucija, lokalni
zagovornici reformi pokrenuli su proces evaluacije nacionalne
kulturne politike. Slovensko Ministarstvo kulture 1995. godine
narucilo je interni izvjestaj o nacionalnoj kulturnoj politici, nakon
¢ega je uslijedio vanjski kontraizvjestaj o slovenskoj kulturnoj
politici koji je provelo Vije¢e Europe*®. Rezultati obiju evaluacija
pokrenuli su veliku javnu raspravu; slovensko Ministarstvo kulture i
Vijeée Europe organizirali su simpozij na kojem su se suprotstavila
razli¢ita misljenja. Zaklju¢ci zavr§ene javne rasprave trebali su
kreatorima slovenske kulturne politike posluziti kao referentni
struéni izvor u pripremi budu¢ega Nacionalnog programa za
kulturu®’. Jo$ vaznije, argumenti stru¢njaka koji su se zalagali

za progresivnu liberalizaciju i privatizaciju u kulturnom sektoru,
kao i za fleksibilizaciju radnih odnosa, takoder su utjecali na
institucionalni nacionalni okvir. Institucionalna implementacija
zahtjeva za reformama u kulturnoj djelatnosti usvojena je 2002.
godine obnovom Zakona o ostvarivanju javnog interesa u kulturi.
Novi, doradeni Zakon potaknuo je dva daljnja vrlo vazna procesa za
nasu temu: redefiniciju javnog interesa i transformaciju umjetnika
ili kulturnog radnika u poduzetnika. -------- Prema Breznik*, Zakon
iz 2002. godine pokrenuo je veliku transformaciju poimanja javnog
interesa. Dok se Zakon iz 1994. godine viSe koncentrirao na
ytehni¢ku definiciju” pojma javnog interesa s posebnim naglaskom

occurred almost ten years after the first wave of reforms and

was formulated in the new Exercising of the Public Interest in
Culture Act in 2002. First steps towards this document actually
started directly after the old Act had been adopted. With the
support of the state apparatuses and international institutions,
local reformist proponents launched the evaluation of the national
cultural policy. In the year 1995, the Slovenian Ministry of Culture
commissioned an internal report on national cultural policy that
was followed by an external contra report on Slovenian cultural
policy on the behalf of the Council of Europe®. The findings of
both evaluations launched a big public discussion and confronted
various opinions at the symposium organised by the Slovenian
Ministry of Culture and the Council of Europe. The conclusions of
this public discussion should have served to Slovenian cultural
policy makers as a resource of expertise for the formation of the
future National Cultural Program*. More importantly, the experts’
arguments favouring progressive liberalisation and privatisation

in cultural sector as well as flexibilisation of labour relations had
an impact on the institutional national framework as well. The
institutional implementation of the demands for reforms in cultural
activities was adopted in the year 2002 when the Exercising of
the Public Interest in Culture Act was renewed. The updated

law triggered two further underlying processes of particular
importance for our subject: the redefinition of the public interest
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na , dostupnost kulturnih vrijednosti“, novi je Zakon iz 2002.
godine javni interes definirao kao izniman drzavni interes. Ta
definicija ima vaznu ulogu u danasnjem politi€kom opravdavanju
pruzanja javne financijske potpore razvoju kulturnih industrija,
dok drzava osigurava ,,dostupnost kulturnih vrijednosti“ samo
u slu¢ajevima i podrucjima u kojima (kapitalisti¢ko) trziste

ne pruza dovoljnu koli¢inu ili kvalitetu specifi¢nih kulturnih
dobara“®. Izmjenom modela javnog financiranja u pomoéni
mehanizam koji bi trebao odrzavati ,pravednost trziSne
ekonomije“®° i pridonijeti razvoju kulturne industrije, Zakon iz
2002. godine osnazio je trziSno-poduzetni¢ki model u kulturi.
--------- Uz liberalizaciju i privatizaciju kulturnih djelatnosti, novom
je zakonskom regulacijom iz 2002. godine uveden i novi rezim
radnih odnosa. Tako su ,nezavisni kulturni radnici“, kako ih je
definirao Zakon o kulturnim radnicima iz 1982. godine, 2002.
godine dobili status ,samozaposlenih u kulturi“®'. Za razliku od
redovno zaposlenih radnika u (javnim) kulturnim institucijama,
status samozaposlenih u kulturi zakonski je priznat kao oblik
poduzetnistva, a njihov rad kao oblik usluge®2. Glavni problem
kod statusa samozaposlenih u kulturi lezi u €injenici $to takve
osobe nemaju nikakva radni¢ka prava, iako su zapravo u
nadni¢kom odnosu. Dodatni je problem, uz model drzavnog
Hfinanciranja prema ciljevima®“, rastu¢a napetost konkurencije
izmedu kulturnih radnika i transformacija domene kulturne

and the transformation of the artist or cultural worker into an
entrepreneur. -+ According to Breznik®, the 2002 Act entailed
a major transformation in the understanding of the public interest.
If the 1994 Act contained a more “technical definition” of public
interest with a special emphasis on the “accessibility of cultural
values,” the Act from the year 2002 defined public interest as an
exclusive interest of the state. This redefinition plays an important
role in today’s political justifying of public financial support for
the development of cultural industries while the state assures the
“accessibility of cultural values” only in the case and in the fields
where the (capitalist) market is not providing the sufficient extent
or sufficient quality of particular cultural assets*. By changing the
public financing into supporting mechanism that should sustain
the “fairness of the market economy”®® and develop cultural
industry, the Act from 2002 reinforced the market entrepreneurial
model in culture. -------- Besides the liberalisation and privatisation
of cultural activities, the 2002 regulation imposes a new regime

in employment relations. The “independent cultural workers,”
defined by the Law on cultural workers from the year 1982, have
been given the status of “self-employed in culture” in 2002.5'
Unlike workers who are regularly employed in the (public) cultural
institutions, the self-employed individuals are legally recognised
as an enterprise and their work is seen as a service.%? The main
problem with the self-employed status is that it is not entitling

proizvodnje u aglomerat izoliranih i medusobno konkurentnih
pojedinaca®. Takve okolnosti sprie¢avaju formiranje
organiziranoga zajedni¢kog otpora kulturnih proizvodaca.

Kao primjer mozemo navesti osvrt jednog radnika u podruéju
suvremenog plesa: ,Danasnji je stvaralacki prostor ograniéen i
podijeljen na dva dijela; konkurentnost sve viSe poprima obiljezja
klasne borbe protiv onih koji ,uzivaju’ pogodnost ministarskog ili
op¢inskog programskog financiranja, iako je rije¢ o laznoj borbi,
dok je podrucje suvremenog plesa postalo potpuno nestabilno
podrucje rada u kojem jedna politicka odluka moze izbrisati tri
godine profesionalnog rada.“%*

GLAVNI PROBLEM KOD STATUSA
SAMOZAPOSLENIH U KULTURI LEZI U CINJENICI
S$TO TAKVE OSOBE NEMAJU NIKAKVA RADNICKA

PRAVA, IAKO SU ZAPRAVO U NADNICKOM
ODNOSU. DODATNI JE PROBLEM, RASTUCA
NAPETOST KONKURENCIJE IZMEDU KULTURNIH
RADNIKA | TRANSFORMACIJA DOMENE
KULTURNE PROIZVODNJE U AGLOMERAT
IZOLIRANIH | MEDUSOBNO KONKURENTNIH
POJEDINACA.

.................................................... l....................................................... 23.

THE MAIN PROBLEM WITH THE SELF-EMPLOYED
STATUS IS THAT IT IS NOT ENTITLING TO ANY
WORKERS’ RIGHTS, ALTHOUGH IT IS IN FACT A
WAGE RELATION. THE SECOND PROBLEM WITH
THIS STATUS, IS THE INCREASING TENSION OF
COMPETITION AMONG CULTURAL WORKERS
AND THE TRANSFORMATION OF THE FIELD OF
CULTURAL PRODUCTION INTO AN AGGLOMERATE
OF ISOLATED AND MUTUALLY COMPETING
INDIVIDUALS.

to any workers’ rights, although it is in fact a wage relation.

The second problem with this status, combined with the state’s
“financing by objectives,” is the increasing tension of competition
among cultural workers and the transformation of the field of
cultural production into an agglomerate of isolated and mutually
competing individuals®. This situation is preventing organised
common resistance of cultural producers. As it was expressed in
the field of contemporary dance: “Presently, the space is stifled
and divided into two parts; competition increasingly appears as
a class struggle against those who “enjoy” programme financing
from the Ministry or municipalities, albeit this is a false struggle,
while contemporary dance as a field is totally unstable, where one
political decree can erase three years of professional work.”5
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Put prema kulturnoj industriji
Sve jaCa integracija kapitalistiCkih odnosa u kulturnoj

reorganizaciju neko¢ pretezno obrtni¢ke proizvodnje kulture u
proizvodnju organiziranu kao kulturnu industriju. S obzirom na to da
je Nacionalnim programom za kulturu 2014. — 2017. razvoj kulturnih
industrija definiran kao javni interes, privatni primatelji sredstava

proizvodnji, vodena slovenskom drzavnom kulturnom politikom,
rezultirala je €injenicom da su danas i sami kulturni radnici
prihvatili jednosmjeran put prema kulturnoj industriji. Prethodni moraju svoje ciljeve reorganizirati i definirati u skladu s Programom

su zakoni (iz 1994. i 2002. godine) pripremili zakonsku osnovu kako bi mogli dobiti javna sredstva. Novim je rezimom tako ojacana

za razvijene i druStveno integrirane trziSne odnose, dok je
Nacionalnim programom za kulturu iz 2014. godine predvidena
daljnja liberalizacija javnih kulturnih ustanova.®® Razvojem
modela javnog upravljanja u javnim ustanovama i jaanjem
javno-privatnog vlasnistva, slovenska drzava ima ulogu
investitora koji, umjesto raspodjele javnih sredstava, radije ta
sredstva troSi u odredene svrhe. Sve te mjere dodatno pomazu
reorganizaciji kulturne proizvodnje u kulturnu industriju.
Transformacijom javne uprave u oblik javnog menadzeriranja
javne kulturne ustanove takoder mijenjaju svoj karakter.
Umijesto da se brinu o specifi¢nim drustvenim potrebama
slovenskog stanovnistva, preuzimaju trziSno-poduzetnicki
model i svoje djelovanje usmjeravaju prema lukrativnim
ciljevima. Ulaskom u utrku za subvencije i potroSace s drugim
(privatnim ili javnim) ustanovama mijenjaju uvjete prezivljavanja
na trziStu i posljedi¢no eliminiraju one koji ne mogu ,pratiti
igru®. .- Javno-privatno partnerstvo omoguéava
usmjeravanje javnih sredstava u privatni sektor i ubrzava

.o 24 .............................................................................................................

Toward cultural industry

The progressive integration of capitalist relations in the field of
cultural production led by the cultural policy of the Slovenian
state results in the today’s acceptance of a one-way road
towards cultural industry by cultural workers themselves. While
the previous (1994 and 2002) Acts prepared a legal ground for
developed and socially integrated market relations, the future
regulatory regime set in the National Cultural Program of 2014 is
supposed to further liberalise public cultural institutions®. With
the development of public management in public institutions
and the reinforcement of public-private partnerships the Slovene
state is playing the role of an investor that, rather than distributing
public funds, is spending public funds in order to reach certain
objectives. All this measures are supporting the reorganisation
of cultural production towards cultural industry. By transforming
public administration into public management, public cultural
institutions are changing their character. Instead of satisfying
the particular social needs of the population, they are overtaking
a market entrepreneurial model and chase lucrative goals. By
entering the competition with other (private or public) institutions
for subsidies and for consumers they change the conditions for
surviving on the market and consequently eliminate those who
cannot stay in “the game.” -------- The private-public partnership
enables the channelization of public funds into the private sector

nadzorni¢ka uloga drzave u regulaciji kulturne proizvodnje, $to je
bilo u kontrastu s o¢ekivanjima kulturnih radnika. Osvréuci se na
proces institucionalizacije plesne produkcije u Sloveniji, Mateja
Bucar na forumu Maska navela je sljedece: ,Kulturna bi politika
trebala i morala osmisliti mehanizam koji bi ulaganjem u samog
umjetnika omogucio razvoj plesnog stvaralastva. [...] No nasa
politika zapravo zeli biti producent, a ne tek puki sufinancijer;
natjeCajima nastoji oblikovati kulturne programe. Time se ukida i
preskace bit umjetnikovog rada, jer drzavna kulturna politika nema
povjerenja u umjetnikov rad niti u njega ulaze.“%®

TRANSFORMACIJOM JAVNE UPRAVE U OBLIK
JAVNOG MENADZERIRANJA JAVNE KULTURNE
USTANOVE TAKODER MIJENJAJU SVOJ KARAKTER.
UMJESTO DA SE BRINU O SPECIFICNIM DRUSTVENIM
POTREBAMA SLOVENSKOG STANOVNISTVA,
PREUZIMAJU TRZISNO-PODUZETNICKI MODEL
| SVOJE DJELOVANJE USMJERAVAJU PREMA
LUKRATIVNIM CILJEVIMA.

BY TRANSFORMING PUBLIC ADMINISTRATION
INTO PUBLIC MANAGEMENT, PUBLIC CULTURAL
INSTITUTIONS ARE CHANGING THEIR CHARACTER.
INSTEAD OF SATISFYING THE PARTICULAR SOCIAL
NEEDS OF THE POPULATION, THEY ARE OVERTAKING
A MARKET ENTREPRENEURIAL MODEL AND CHASE
LUCRATIVE GOALS.

and accelerates the reorganisation of predominantly artisan’s
cultural production into cultural industry production. Since the
National Cultural Program 2014-2017 defined development of
cultural industries as a public interest, the private receivers must
reorganise and define their goals in accordance with it in order to
receive public funds. The new regime empowers the supervisory
role of the state in the regulation of cultural production what was
already now in opposition to the expectation of cultural workers.
Commenting on the institutionalisation of dance production in
Slovenia, Mateja Bucar exposed on the Maska forum: “Cultural
politics could and should come up with a mechanism that would
enable the development of dance field through investing in the
artist. [...] But our politics actually wants to be a producer, not
merely a co-financer; it tries to shape the programmes with

the tenders. The essence of the artist’s work is thus cancelled,
skipped, and because they have no confidence in it, there are no
investments in it.”%®
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Zakljuéak

Institucionalna promjena u kulturnoj proizvodniji bitno je
odredila odnos izmedu umjetnicke zajednice i drzave.
Imitiranjem odnosa trziSne ekonomije mehanizmi javne
potpore stubokom su promijenili nacin na koji funkcioniraju.
Prema istrazivanju Maje Breznik provedenom iz pozicije
kulturnih radnika, postupno nestaju razlike izmedu uloge
drzave, privatnih donatora i kapitala. Posljedi¢no, oni svoje
odnose s drzavnom ili lokalnom vlasti spontano percipiraju
kao trziSne odnose®’. Zbog medusobne konkurencije, kulturni
proizvodaci moraju intenzivirati svoje kulturne aktivnosti

i u¢inke prema onima koji ostvaruju komercijalni uspjeh.

To je zauzvrat povezano s postupnom homogenizacijom
proizvoda, S$to znaCi da pomalo nestaju razlike u estetskoj

i konceptualnoj orijentaciji, umjetnickim ideologijama

i praksama. Neovisno o tome o kakvim je umjetni¢kim
programima ili misijama rije¢, svi su kulturni proizvodaci
sve viSe prisiljeni svoje umjetnicke prakse prvo prilagoditi
umjetnickom ili kulturnom trzistu®8. Ta uniformnost dovodi
do instrumentalizacije kreativnosti i komodifikacije kulturnih
dobara®®. U takvim se okolnostima adekvatan emancipacijski
politi¢ki ili drustveni angazman kulturnih proizvodaca ne
smije zadrzati na razini kritiCke artikulacije drustvenih
problema. Nije dovoljno samo estetizirati probleme, nuzno

Conclusion

The institutional change in cultural production fundamentally
marked the relationship between the art community and

the state. By imitating market economy relations, public
support mechanisms profoundly changed their mode of
functioning. Following Maja Breznik’s research from the

point of view of cultural workers, the differences between

the role of the state, private donors and capital fade out. As

a consequence, they spontaneously perceive their relations
to the state or local authorities as market relations.*” Mutual
competitiveness among cultural producers demands from
them to intensify their cultural activities and benefits to those
who are commercially successful. This, in turn, is associated
with a gradual homogenisation of products, meaning that the
differences concerning aesthetic and conceptual orientation,
artistic ideologies and practices fade out. Regardless of what
their artistic programmes or missions may be, all cultural
producers are more and more obliged to corkscrew their
artistic practices through the art or cultural market first®®. This
uniformity brings both, the instrumentalization of creativity and
the commaodification of cultural goods®. --------- In this situation
the adequate emancipatory political or social engagement

of cultural producers must not stay on the level of critical
articulation of social problems. It is not enough to aestheticise

je takoder problematizirati postoje¢u estetiku koja je rezultat
podredivanja kulture kapitalisti¢koj proizvodniji®®. Kao $to se
kapitalisticki karakter nekog proizvoda razvija iz njegove forme,
a ne sadrzZaja (odnosno iz nacina na koji je proizveden), tako i
otpor kapitalizmu nije samo obiljezen onime protiv ¢ega je otpor
usmjeren, nego i nacinom na koji se oblikuje. Osnovna je svrha
kapitalisticke proizvodnje ostvarivanje profita, a njezin indirektan
ucinak robni oblik kao op¢i oblik drustvenog proizvoda. Zbog
toga se proizvodnju drustvenosti ne smije brkati s proizvodnjom
drustvenih dogadanja koji se bave protudrustvenim ucincima
kapitalisticke proizvodnje. Umjesto toga, otpor umjetnicke
zajednice mora prisiliti kulturnu politiku da antagonizira ovu
institucionalnu promjenu i preusmijeri svoju potporu prema onim
drustvenim praksama koje bitno dekomodificiraju proizvode.

NIJE DOVOLJNO SAMO
ESTETIZIRATI PROBLEME, NUZNO
JE TAKODER PROBLEMATIZIRATI

POSTOJECU ESTETIKU KOJA JE
REZULTAT PODREDIVANJA KULTURE
KAPITALISTICKOJ PROIZVODNJI.

.................................................... B 2B

IT IS NOT ENOUGH TO
AESTHETICISE THE PROBLEMS,
IT IS ALSO NECESSARY TO
PROBLEMATIZE THE EXISTING
AESTHETICS THAT ARE A RESULT
OF THE SUBORDINATION OF ART
AND CULTURE TO THE CAPITALIST
PRODUCTION.

the problems, it is also necessary to problematize the existing
aesthetics that are a result of the subordination of art and
culture to the capitalist production.®® Just as the capitalist
character of a product does not originate in its content, but
rather in its form - that is, how the products were made - so
is the resistance to capitalism marked not only by what this
resistance states, but also by how it is formed. The basic
purpose of capitalist production is to make profit, while its
indirect effect is the commodity as a general form of social
product. This is why the production of sociality must not be
confused with the production of social events, which deal with
antisocial effects of capitalist production; rather, the resistance
of art community has to force the cultural policy to antagonise
this institutional change and direct its support towards those
social practices that essentially decommodify products.
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! ,Najprepoznatljivija je karakteristika stroja to $to su njegovi dijelovi medusobno
povezani i vodeni tako da je njihovo meduovisno gibanje ograni¢eno. U odnosu
na blok, gibanje klipa klipnog motora ograni¢eno je cilindrom koji ga usmjerava
po ravnoj putanji; tocke na radilici ogranic¢ene su glavnim leZajevima, ¢ime se
usmjerava kruzno gibanje; nijedan drugi oblik relativnog gibanja nije mogu¢.”
Encyclopaedia Britannica, klju¢na rije¢ Constrained motion: http://www.
britannica.com/EBchecked/topic/134384/constrained-motion

> Zelim zahvaliti kolektivu BLOK na pozivu da napi$em ovaj ¢lanak i anonimnim
recenzentima na njihovim korisnim komentarima. Posebno sam zahvalna Ani
Podvrsi¢ i Gottfriedu Krienzeru na ¢itanju nekoliko skica ovog ¢lanka i vrijednim
sugestijama koje su mi uputili.

* Kao $to Claire Bishop navodi: ,Pocetak rasta vidljivosti ovih [drustveno
angaziranih umjetnickih] praksi moze se vremenski smjestiti u rane devedesete
godine 20. st., kada je padom komunisti¢kog rezima politicka ljevica liena
posljednjih ostataka revolucije koja je neko¢ povezivala politicki i estetski
radikalizam.“ Claire Bishop: , The Social Turn: Collaboration and Its Discontents",
u: Margriet Schavemaker i Mischa Rakier (ur.), Right About Now: Art and Theory
Since the 1990s, Valiz, Amsterdam, 2007., 59. Vise o ovoj temi: Bojana Kunst,
Artist at Work, Proximity of Art and Capitalism, Zero Book, John Hunt Publishing,
Winchester, UK / Washington, USA, 2015.; Claire Bishop, Artificial Hells:
Participatory Art and the Politics of Spectatorship, Verso Books, London/NY, 2012.;
Aldo Milohni¢ (ur.), Gledalis¢e upora, Dialogi, 51, str. 1-2, 2015., Zalozba Aristej,
Maribor.

* U komentarima i osvrtima koje je Maja Breznik sabrala i uredila u knjizi Posebni
skepticizem v umetnosti razliciti autori posebnu paznju pridaju ,,pitanju politickog
teatra“ ili ,politickim u¢incima vizualne umjetnosti“ u danasnjem kapitalizmu.
Maja Breznik, Posebni skepticizem v umetnosti, Zalozba Sophia, Ljubljana, 2011.

® Za vise detalja vidi zbirku tekstova i dokumenata iz navedenog razdoblja: Neza
Maleckar, Tomaz Mastnak (ur.), Punk pod Slovenci, Univerzitetna konferenca
ZSMS, Republiska konferenca ZSMS, KRT, Ljubljana, 1985.; takoder vidi Aldo
Milohni¢, Ivo Svetina (ur.), Prisli so Pupilcki: 40 let Gledalis¢a Pupilije Ferkeverk,
Maska, Slovenski gledaliski muzej, Ljubljana, 2009.

1«

The most distinctive characteristic of a machine is that the parts are
interconnected and guided in such a way that their motions relative to one another
are constrained. Relative to the block, for example, the piston of a reciprocating
engine is constrained by the cylinder to move on a straight path; points on the
crankshaft are constrained by the main bearings to move on circular paths; no
other forms of relative motion are possible.” Encyclopaedia Britannica, keyword
“Constrained motion”, http://www.britannica.com/EBchecked/topic/134384/
constrained-motion

2T would like to thank collective [BLOK] for inviting me to write this article as well
as to the both anonymous reviewers for their helpful comments. I am particularly
indebted to Ana Podvrsi¢ and Gottfried Krienzer for reading several previous
drafts of this paper and giving valuable suggestions.

* As Claire Bishop said:” It is tempting to date the rise in visibility of these [socially
engaged Art] practices to the early 1990s, when the fall of Communism deprived
the Left of the last vestiges of the revolution that had once linked political and
aesthetic radicalism.” Claire Bishop: “The Social Turn: Collaboration and Its
Discontents”, in Margriet Schavemaker and Mischa Rakier (ed.), Right About
Now: Art and Theory Since the 1990s, Valiz , Amsterdam, 2007, 59. More on this
theme: Bojana Kunst, Artist at Work, Proximity of Art and Capitalism, Zero Book,
John Hunt Publishing, Winchester, UK / Washington, USA, 2015; Claire Bishop,
Artificial Hells: Participatory Art and the Politics of Spectatorship, Verso Books,
London/NY, 2012; Aldo Milohni¢ (ed.), Gledalis¢e upora, Dialogi, 51,1-2, 2015,
Zalozba Aristej, Maribor.

*In the commentaries and reports, arranged and edited by Maja Breznik in the
book Posebni skepticizem v umetnosti (Particular Scepticism in Art) various authors
are putting special attention to “the question of political theatre” or “political
effects of visual art” in today’s capitalism. Maja Breznik, Posebni skepticizem v
umetnosti Zalozba Sophia, Ljubljana, 2011.

® For details, see the collection of texts and documents from the period: Neza
Malec¢kar, Tomaz Mastnak (ed.), Punk pod Slovenci, Univerzitetna konferenca
ZSMS, Republiska konferenca ZSMS, KRT, Ljubljana, 1985; see also Aldo

¢ ,Nacionalni program za kulturu postavlja osnovu kulturne politike i odreduje
podrudja djelovanja u kulturi koja se financiraju ili sufinanciraju iz drzavnog
prorac¢una i drugih javnih i privatnih izvora.“ - ¢lanak 7. stavak 1. Zakona o
ostvarivanju javnog interesa u kulturi, dostupnoga na internetskoj stranici: Uradni
list RS http://www.uradni-list.si/1/objava.jsp_sop=2002-01-4807 (posljednji uvid

5. studenoga 2015.).

7 Nacionalni program za kulturu 2014. - 2017., dostupan na internetskoj stranici:
Ministarstvo za kulturo RS http://www.mk.gov.si/fileadmin/mk.gov.si/pageuploads/
Ministarstvo/Drugo/novice/NET.NPK.pdf (posljednji uvid 5. studenoga 2015.).

8 Wolfgang Streeck na pocetku svoje knjige Re-Forming Capitalism: Institutional
Change in the German Political Economy tvrdi da ,,se institucije politicke ekonomije
ne mogu promatrati pojedina¢no, izolirane jedna od druge, nego kao elementi
vecega drustvenog sustava kojemu pripadaju - koji osim toga mora biti koncipiran
ne kao stati¢na struktura, nego kao dinamican proces. To podrazumijeva da se
institucionalnu promjenu [...] ne bi trebalo promatrati kao samostalni subjekt,

nego kao sastavni dio bilo kojeg drustvenog ustroja, pri ¢emu svi oblici drustvenih
sustava moraju biti koncipirani na na¢in kojim se izbjegava stvaranje privida stati¢ne
ravnoteze kao empirijskog ili idealnog stanja“. Wolfgang Streeck, Re-Forming
Capitalism: Institutional Change in the German Political Economy, Oxford University
Press, Oxford i NY, 2009, str. 1.

° Rastko Mo¢nik, 3 teorije, Zalozba Cf*, Ljubljana, 1999., str. 118.

1 Wolfgang Streeck, Re-Forming Capitalism: Institutional Change in the German
Political Economy, Oxford University Press, Oxford i NY, 2009.

" Leo Panitch, Sam Gindin, The Making of Global Capitalism, Verso, London/

New York, 2012.; Simon Clarke, , The Global Accumulation of Capital and the
Periodisation of the State Form®, u: Werner Bonefeld i dr. (ur.), Open Marxism. Vol.
I, Pluto Press, London, 1992.; David Harvey, A Brief History of Neoliberalism, Oxford
University Press, Oxford, 2005.

12 Diskurs globalizacije bio je dio rasprava o novom modelu kulturne politike 1994.
godine, kao i rasprava vodenih 2014. godine. Vesna Copi¢, Gregor Tomc (ur.),
Kulturna politika v Sloveniji, Simpozij Fakulteta za druzbene vede, Ljubljana, 1998.;
Nacionalni program za kulturu 2014. - 2017., dostupan na internetskoj stranici:
Ministarstvo za kulturo RS http://www.mk.gov.si/fileadmin/mk.gov.si/pageuploads/
Ministarstvo/Drugo/novice/NET.NPK.pdf (posljednji uvid 5. studenoga 2015.).

Milohni¢, Ivo Svetina (ed.), Prisli so Pupilcki: 40 let Gledalisca Pupilije Ferkeverk,
Maska, Slovenski gledaliski muzej, Ljubljana, 2009.

¢ “The National Cultural Program sets down the foundation of cultural policy

and determines the scope of activities in the field of culture that are financed

or co-financed from the budget and other public and private sources” Article 7,
paragraph 1, Exercising of the Public Interest in Culture Act, available online at:
Uradni list RS http://www.uradni-list.si/1/objava.jsp?sop=2002-01-4807

7 The National Culture Programme 2014-2017, available online at: Ministrstvo za
kulturo RS http://www.mk.gov.si/fileadmin/mk.gov.si/pageuploads/Ministrstvo/
Drugo/novice/NET.NPK.pdf (last accessed 5 November 2015).

8 At the beginning of his book Re-Forming Capitalism: Institutional Change in the
German Political Economy Wolfgang Streeck is arguing: “that the institutions of a
political economy cannot really be understood one by one, in isolation from one
another, but only as elements of the larger social system to which they belong—
which in addition must be conceived not as a static structure, but as a dynamic
process. This implies that institutional change, [...], should be regarded not as a
subject of its own, but as a constitutive feature of any social formation, which
requires social systems of all sorts to be conceived in a way that avoids creating the
illusion of static equilibrium as an empirical or ideal condition”. Wolfgang Streeck,
Re-Forming Capitalism: Institutional Change in the German Political Economy,
Oxford University Press, Oxford and NY 2009, 1.

° Rastko Mo¢nik, 3 teorije, Zalozba Cf*, Ljubljana, 1999, 118.

1 Wolfgang Streeck, Re-Forming Capitalism: Institutional Change in the German
Political Economy, Oxford University Press, Oxford and NY, 2009.

! Leo Panitch, Sam Gindin, The Making of Global Capitalism, Verso, London/

New York, 2012; Simon Clarke, “The Global Accumulation of Capital and the
Periodisation of the State Form”, in: Werner Bonefeld et al. (ed.), Open Marxism. Vol.
I, Pluto Press, London, 1992; David Harvey, A Brief History of Neoliberalism, Oxford
University Press, Oxford, 2005.

12 The discourse of globalisation was incorporated in the debates about new model of
cultural policy from 1995 as well as in the debates from 2014. Vesna Copi¢, Gregor
Tomc (ed.), Kulturna politika v Sloveniji, Simpozij, Fakulteta za druzbene vede,
Ljubljana, 1998; The National Culture Programme 2014-2017, available online at:
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1* Za kriticki osvrt na ovaj diskurs vidi: Neil Brenner, ,Beyond state-centrism?
Space, territoriality, and geographical scale in globalization studies®, u: Theory and
Society, 28., 1999., str. 39-78.

4 Nikos Poulantzas, ,Internationalization of Capitalist Relations and the Nation-
State“, u: James Martin (ur.), The Poulantzas Reader, Verso, London/NY, 2008., str.
220-258.

1> Leo Panitch, ,Globalization and the State®, u: Socialist Register 1994: Between and
Nationalism, 1994., str. 69-72. Misljenja o tome $to ,,internacionalizacija drzave®
doista znaci jo$ nisu usuglasena. Po misljenju autora koji svoj rad baziraju na djelu
Roberta W. Coxa, neoliberalni kapitalizam transformirao je ulogu drzave koja sada
sluzi kao svojevrstan ,,medijator” izmedu prioriteta vanjsko uspostavljene politike
iunutarnjih drustvenih sila prema kojima takoder ostaje odgovorna. Osporavajuci
ovo glediste i polazeci od Poulantzasove teorije, Panitch isti¢e aktivno sudjelovanje
svake kapitalisti¢ke drzave u danasnjem procesu globalizacije. Vi$e o ovoj raspravi:
Robert W. Cox, ,,Global Perestroika“, u: Ralph Miliband, Leo Panitch (ur.), Socialist
Register 1992., Merlin, London, 1992.; Robert W. Cox, ,,Social Forces, States

and the World Orders®, u: Robert O. Keohane (ur.), Neo-Realism and its Critics,
Columbia University Press, New York, 1986.; Leo Panitch, Sam Gindin, The Making
of Global Capitalism, Verso, London/New York, 2012.

' Leo Panitch, Sam Gidin: The Making of Global Capitalism, Verso, London/New
York, 2012.

17 Vi$e o ovoj posebnoj ekonomskoj grani: Andrej Srakar, ,Kulturna ekonomika in
antropologijo, 38., 241., 2010., Studentska zalozba, Ljubljana, str. 124-137.

'8 Maja Breznik, ,,Kranjsko reprezentativno gledali$¢e®, u: Maja Breznik (ur.),
Posebni skepticizem v umetnosti, Zalozba Sophia, Ljubljana, 2011, str. 55.

19 Za daljnje teoretiziranje o estetskoj praksi vidi: Rastko Mo¢nik, ,,Teorija
umetnostnih praks®, u: Veselje v gledanju, Zalozba Cf*, Ljubljana, 2007, str. 49-82.
2 Aldo Milohni¢, Ivo Svetina (ur.), Prisli so Pupilcki: 40 let Gledalis¢a Pupilije
Ferkeverk, Maska, Slovenski gledaliski muzej, Ljubljana, 2009.

' Neza Male¢kar, Tomaz Mastnak (ur.), Punk pod Slovenci, Univerzitetna
konferenca ZSMS, Republiska konferenca ZSMS, KRT, Ljubljana, 1985.

2> Maja Breznik, ,Kranjsko reprezentativno gledalis¢e®, u: Maja Breznik (ur.),
Posebni skepticizem v umetnosti, Zalozba Sophia, Ljubljana, 2011, str. 56.

Ministrstvo za kulutro RS http://www.mk.gov.si/fileadmin/mk.gov.si/pageuploads/
Ministrstvo/Drugo/novice/NET.NPK.pdf (last accessed 5 November 2015).

13 For the critique of this discourse see: Neil Brenner, “Beyond state-centrism? Space,
territoriality, and geographical scale in globalization studies”, in: Theory and Society,
28,1999, 39-78.

!4 Nikos Poulantzas, “Internationalization of Capitalist Relations and the Nation-
State”, in: James Martin (ed.), The Poulantzas Reader, Verso, London/NY, 2008,
220-258.

1> Leo Panitch, “Globalisation and the State”, in: Socialist Register 1994: Between
Globalism and Nationalism, 1994, 69-72. The agreement about what the
“internationalisation of the state” actually means has not yet been achieved. For
authors based on the work of Robert W. Cox, the neoliberal capitalism transformed
the role of the state which is now a sort of a ‘mediator’ between the externally
established policy priorities and the internal social forces to which it also

remains accountable. Contesting this view and working upon Poulantzas’ theory,
Panitch emphasizes the active participation of each capitalist state in nowadays
globalisation. More about this debates: Robert W. Cox, “Global Perestrioka”,

in: Ralph Miliband, Leo Panitch (ed.), Socialist Register 1992, Merlin, London,
1992; Robert W. Cox, “Social Forces, States and the World Orders”, in: Robert O.
Keohane (ed.), Neo-Realism and its Critics, Columbia University Press, New York,
1986; Leo Panitch, Sam Gindin, The Making of Global Capitalism, Verso, London/
New York, 2012.

' Leo Panitch, Sam Gindin: The Making of Global Capitalism, Verso, London/New
York, 2012.

17 More about this special economic branch: Andrej Srakar, “Kulturna ekonomika

novo antropologijo, 38, 241, 2010, Studentska zalozba, Ljubljana, 124-137.

'8 Maja Breznik, “Kranjsko reprezentativno gledali$¢e”, in: Maja Breznik (ed.),
Posebni skepticizem v umetnosti Zalozba Sophia, Ljubljana, 2011, 55.

1 For a further theorization on aesthetics practice see: Rastko Mo¢nik, “Teorija
umetnostnih praks”, in: Veselje v gledanju, Zalozba Cf*, Ljubljana, 2007, 49-82.
? Aldo Milohnié¢, Ivo Svetina (ed.), Prisli so Pupil¢ki: 40 let Gledalis¢a Pupilije
Ferkeverk, Maska, Slovenski gledaliski muzej, Ljubljana, 2009.

» Za vise informacija o ideolo$kim pretpostavkama i materijalnim implikacijama
projekta za stvaranje otvorenog drustva vidi: Henriette Asséo, ,,Gypsy Studies in
evropsko manjinsko pravo, u: Casopis za kritiko znanosti, XXX1X/247, 2012.,
Studentska zalozba, Ljubljana, str. 27-39. Martin Olivera takoder se osvrée na
drustveni i ekonomski kontekst uvodenja filantropskih organizacija u bivie
socijalisticke drzave, ,,Strokovno izdelovanje ,romskega vprasanja’ - prepletenost
multikulturalizma in neoliberalizma®, Cusopis za kritiko znanosti, XXXI1X/247,
2012., Studentska zalozba, Ljubljana, str. 40-48.

2* Jako se u dana$nje vrijeme srz drustveno-politi¢kih borbi pomaknula u smjeru
obrane javnog sektora i javnih usluga od privatizacije i komercijalizacije, ne
smijemo zaboraviti da je taj isti javni sektor tijekom 1990-ih godina imao odluc¢ujuci
utjecaj na oblikovanje danasnjeg drustva; inertno je ispunjavao zahtjeve politickih
elita i djelovao u skladu s nacionalistickom ideologijom.

25 Eda Cufer, ,Komentar®, u: Maja Breznik (ur.), Posebni skepticizem v umetnosti,
Ljubljana, Zalozba Sophia, 2011., str. 33.

26 Vesna Copi¢, Gregor Tomc, ,, Threat or Opportunity? Slovenian Cultural Policy in
Transition®, u: The Journal of Arts Management, Law, and Society, 30: 1, 2000, str. 51.
%7 Vesna Copi¢, ,,Privatisation and culture: how to separate cultural policy from

the provision of culture®, u: Druzboslovne razprave, Vol. XV, 29., 1999., Slovensko
sociolosko drustvo in Fakulteta za druzbene vede Univerze v Ljubljani, Ljubljana,
str. 166-186.

2 Rastko Mo¢nik, Teorija za politiko, Zalozba Cf*, Ljubljana, 2006., str. 7-15.
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SAZETAK: Polaziste teksta je Zelja za dovodenjem u suglasje
suvremenih teorijskih interesa za bavljenje temom populizma (prije
svega crpljeno iz rada Ernesta Laclaua) s recentnijim teorijskim
pristupima tumacenju Narodnooslobodilacke borbe kod nas (prije
svega ona Darka Suvina), a sve to na terenu specifi¢nih estetickih
rasprava o realizmu/modernizmu koje su obiljeZile razdoblje

pred Drugi svjetski rat. Tekst se pritom ne vodi Zeljom za nekim
kona¢nim teorijskim razja§njenjem nego upravo ukazivanjem

na teorijsku i historiografsku kompleksnost politickih pojmova
poput naroda, razdoblja poput modernizma ili ,dogadaja” poput
NOB-a. U drugom dijelu teksta, nalazi i razotkriveni slojevi se
pokusavaju promijeniti na specifi¢no i uze polje povijest naseg
eksperimentalnog kazali$ta i njegovih, u naknadnoj valorizaciji,
zaboravljenih ,trenutaka” poput kazalista NOB-a ili kazali$nog
djelovanja Bogdana Jerkovica.
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nasljede, narodna fronta, NOB, necisti modernizam, Bogdan
Jerkovié, Darko Suvin
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SUMMARY: The initial incentive of this text is derived from a

wish to harmonize contemporary theoretical interests engaged
with the subject of populism (primarily based on the work of
Ernesto Laclau) with the more recent theoretical approaches and
interpretations of the People’s Liberation Struggle (with a special
focus on Darko Suvin’s work), within the field of specific aesthetic
debates on realism/modernism which marked the period before
World War II. The intention of this text is not to bring forth some
final theoretical resolution, but rather to indicate theoretical and
historiographical complexities of political concepts such as “the
people’, periods like modernism or “events” such as the People’s
Liberation Struggle (NOB). In the second part of the text, the
discoveries and uncovered layers are applied to a specific and
narrower field of the history of our experimental theater and - in
a subsequent appraisal - its forgotten “moments” such as the NOB
theater or Bogdan Jerkovi¢’s theatre work.

KEYWORDS: populism, crisis, desperate times, plebeian legacy,
Popular Front, People’s Liberation Struggle (NOB), impure
modernism, Bogdan Jerkovi¢, Darko Suvin
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Ovaj je rad potaknut jednom aktualno$¢u i jednom ,vjeénom*
dilemom iz dva, kako se to lakonskim rje¢nikom ruskih
formalista kaZe ,,susjedna niza“ — onog politi¢kog i umjetni¢kog.
Aktualnost se tic¢e rasprava o populizmu uslijed ekonomske
krize, a onda i krize demokracije. Vje€¢no se pitanje pak tice
politike umjetnosti i veze formalnih aspekata umjetni¢kog
djela i njegova politickog apela. No upustanje u takvu temu
iziskuje i neku vrstu upuéivanja na terminolo$ke manjkavosti

i probleme koji proizlaze iz ovog svojevrsnog kontrasta —
pogotovo kad je rije¢ o populizmu. Manjkavost se nerijetko
ocCituje u parcijalnoj primjeni termina populizam: s jedne strane
njegovoj ekskluzivnosti na isklju¢ivo desne politicke pokrete ili
pak generalizaciji na sve radikalne pokrete i s lijeva i s desna.'
Odatle dolazi i osnovni poticaj i potreba za sortiranjem grmlja
argumenata na konkretnom povijesnom primjeru. Najbolje

ga je mozda prikazati konkretnim autorskim tekstovima,
politickim dogadajima i nevidenom lakoéom spajanja tih dvaju
momenata. -+ Naime, ve¢ je primjetno da u politi¢koj teoriji
posljednjih godina, pa mozda i cijelo desetljece, raste? interes
za populizam i za razli¢ite pristupe tom fenomenu posebice u
trenutku ekonomske krize i poveéane drustvene nejednakosti.
Zanimljivo je, uvidom u recentne zapise, do¢i do zaklju¢ka da
se matrica rasprave i argumentacije nije previse pomaknula od
vremena kraja devetnaestog stolje¢a i ,pozitivisticke“ moralne

This article has been inspired by one current and one “eternal”
dilemma from the two, in the laconic words of Russian
Formalists, “adjacent sequences” - from the political and the
artistic one. The current dilemma concerns the economic crisis
followed by the crisis of democracy, which initiated the
discussion on populism. In turn, the eternal dilemma concerns
the politics of art and the link between the formal aspects of the
work of art and its political appellation. However, before we go
any further, it is necessary to note the terminological
deficiencies and problems arising from making this kind of a
contrast — especially when it comes to populism. Its
deficiencies can be frequently observed in the partial
application of the term populism: on the one hand, in its
exclusive ascription to the right-wing political movements and,
on the other hand, in its generalization to all radical movements
from the political left, as well as from the political right." It is
from where the main initiative and the need to sort out these
heaps of arguments on the basis of specific historical examples
originates. It might be best to represent it via specific texts,
political events and the unparalleled ease of linking these two
phenomena. -------- Namely, the growing interest? in populism
and the development of various approaches to this
phenomenon in political theory has been noted in the last
couple of years — maybe even a decade — especially in the time
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osupnutosti iracionalnim i nezrelim masama koje slijede
demagogiju i odbijaju racionalnu i informiranu deliberaciju.
Jedina je razlika u tropima koji ispunjavaju logi¢ku i retori¢ku
matricu, Sto ¢e reéi da je danasnja rasprava uokvirena u tzv.
umjerenjacki diskurs. No karakteristika ,,straha od masa“ i
njihova iracionalnoga politickog ponasanja ostaje, kao $to
pokazuje i ovaj citat: ,populizam polarizira drustvo, svoje
politi¢ke protivnike i ,strane elemente’ u drustvu stigmatizira
u ime ,moralne veéine’, potic¢e netoleranciju, potkopava
demokratske politicke institucije i nameée simplificirana
pseudorjesenja koja teze autoritarnoj transformaciji drustva”.®
Godine 1895., jos pod dojmom Pari$ke komune dvadesetak
godina ranije i sa sve ja¢im radni¢kim pokretom, francuski
psiholog Gustave Le Bon piSe svoju Psihologiju gomila u kojoj
narodne mase slikovito usporeduje s insektima, a retori¢are koji
ih privlace sa svjetlom prema kojem se insekti postrojavaju.*
Ova metafora, osim $to upuéuje na specificne episteme
devetnaestog stoljeéa koji su pod utjecajem razvoja tehnickih
i prirodnih znanosti olako i drustvo poistovjecivali sa
zakonitostima tih podrugéja i disciplina, otkriva i osudujuci,
moralizatorski stav prema masama. Daljnji izvod tropa iz tog
pozitivisticko-moralizatorskog registra dovodi do ucestalog
poistovjeéivanja masa i njihove apelacijske snage (odnosno u
ovom slu€aju snage socijalizma) sa zarazom koja se prenosila

.o 32 .............................................................................................................

of economic crisis and increasing social inequalities. By
reviewing recent texts on the subject, it can be concluded that,
interestingly enough, the basic outline of the debate and the
arguments put forward have not much changed since the end of
the 19t century and the positivist moral dumbfounded response
to the irrational and immature masses that easily succumb to
demagoguery and reject rational and informed deliberation. The
only difference is in the tropes which fill the logical and
rhetorical matrix, which is to say that today’s debate is framed
within the so-called moderate discourse. However, the “fear of
the masses” and their irrational political behaviour is something
that remains unchanged, as illustrated by this quote: “Populism
polarizes the society; its stigmatizes its political opponents and
‘foreign elements’ in the society in the name of the ‘moral
majority’; it encourages intolerance, undermines democratic
political institutions and imposes simplified pseudo-solutions
that tend to bring about an authoritarian transformation of the
society.”® In 1895, still under the influence of the Paris Commune
which happened twenty years earlier and the growing labour
movement, the French psychologist Gustave Le Bon wrote the
book The Crowd: A Study of the Popular Mind in which he vividly
compared the popular masses with insects who are drawn to
the light wielded by rhetoricians like insects to a flame.* In
addition to revealing specific 19t century epistemes which were,

transklasnom ravni, $to je Le Bona dovelo do lakonskog
zaklju¢ka da su socijalisticke tendencije danas (kraj 19. st.,

op. a.) prisutnije medu srednjim klasama nego medu narodom
te da se Sire jednostavnom zarazom i ogromnom brzinom.®

Taj registar i izniman interes za kritikom politi¢kih tendencija
koje su se formirale kroz sindikate, prve socijalisticke grupe,
pobune ili jednostavnu inklinaciju narodnih masa da izade

na ulice Ernesto Laclau odreduje kao manifestaciju ,,velikog
straha drustvenih znanosti 19. stolje¢a“ od populizma, odnosno
psihologije masa.b-------- Taj argentinski teoretic¢ar i jedan od
najznacajnijih analiticara diskursa u kritickom pregledu literature
o populizmu u svojoj knjizi On Populist Reason zaklju€uje da su
se rasprave i pristupi populizmu ¢esto vodili impresionistickim, a
ne analiti¢kim pristupom, zavr§avajuéi nerijetko u nekoherentnoj
tipologiji svrstavajuéi razli¢ite povijesne pojave ,populizma“:

U OVOM €U SE RADU BAVITI
POPULIZMOM KAO ,,RETORIKOM ZA
TESKA VREMENA* SPAJAJUCI LACLAUOVU
»ANTIMORALIZATORSKU“ | DISKURZIVNU
ANALIZU POPULIZMA KOJA U PRVI PLAN
STAVLJA NJEGOV RETORICKI, ODNOSNO
PERFORMATIVNI | APELACIJSKI ASPEKT
KOJI UPRAVO U INSTRUMENTALIZACIJI
RETORIKE VIDI POPULISTICKU
RACIONALIZACIJU POLITIKE.

| WILL EXAMINE POPULISM AS
“THE RHETORIC FOR DESPERATE TIMES”,
CONNECTING LACLAU’S “ANTI-MORALIZING”
AND DISCOURSE ANALYSIS OF POPULISM -
WHICH FOREGROUNDS ITS RHETORICAL, I.E.
ITS PERFORMATIVE AND APPELLATE ASPECT
IN WHICH THE INSTRUMENTALIZATION OF
RHETORIC IS REGARDED AS THE POPULIST
RATIONALIZATION OF POLITICS.

under the influence of technical and natural sciences, too eager
to apply the laws of these scientific fields and disciplines to
society, this metaphor also exposes a judgmental and moralizing
attitude toward the masses. Arising from the positivist and
moralizing register, the subsequent derivation of this trope
frequently equated the masses and their power of appellation
(i.e. the power of socialism, in this particular instance) with a
contagion that had been transmitted across social classes which
led to Le Bon’s laconic conclusion that the socialist tendencies
at that time (the end of the 19" century, A/N) were more
widespread amongst the middle classes than amongst the
people and that they were spreading as a simple contagion at a
tremendous speed.® This register and the considerable interest in
critiquing political tendencies that were formed within the labour
unions, the first socialist groups, or revolts and simple
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od ameri¢kog populizma kraja 19. i pocetka 20 stoljeéa, preko
ruskog narodnjastva do peronizma u Argentini — u ladice bez
jasnog kriterija i metodolo$ke konzistentnosti.” Ta je analiticka
nekonzistentnost dijelom razlog zasto se populizam danas
dozivljava u izrazito negativnom kontekstu kao svojevrsni
iracionalni pol politickog djelovanja i promisljanja; kao ko¢nicar
modernizacijskih procesa, kao ,,opasni eksces* koji dovodi u
pitanje funkcioniranje ,racionalne zajednice” koja je u osnovi tog
procesa.® U ovom ¢u se radu baviti populizmom kao ,retorikom
za teska vremena*“ spajajuc¢i Laclauovu ,antimoralizatorsku® i
diskurzivnu analizu populizma koja u prvi plan stavlja njegov
retori¢ki, odnosno performativni i apelacijski aspekt - sa
zgodnim analiti¢kim izvrnuéem (zlobnici bi rekli — svojstveno
postteoreti¢arima) koji upravo u instrumentalizaciji retorike

vidi populisti¢ku racionalizaciju politike. Pritom kao dobar
oslonac sluzi i stav Kennetha Minoguea, koji koristeéi se
primjerom ameri¢kog populizma s prijelaza 19. u 20. stolje¢e
govori o populizmu kao ,nepromisljenoj racionalizaciji teskih
vremena“.® Kao $to i Laclau u svojem ve¢ citiranom tekstu

iz 1977. razjasnjava, ,rast populizma povijesno je povezan s
krizom diskursa dominantne ideologije, $to je pak dio jedne
opce drustvene krize“ s vrlo jasnim broj¢anim pokazateljima
osiromasenja i povecanja razlika'®, niske integracije masa

u politi¢ki Zivot ili pak dokidanja mehanizama te integracije

inclinations of the popular masses to take it to the streets,
Ernesto Laclau defines as the manifestation of “the great fear of
the nineteenth-century social sciences,” that is, the crowd
psychology.® This Argentinian theorist and one of the most
important discourse analysts in his critical overview of literature
on populism, in his book On Populist Reason, concludes that
the discussions about and approaches to populism often
adopted an impressionist, rather than an analytical approach
which led to the development of an incoherent typology of
grouping different historical occurrences of “populism” — from
the US populism in the late 19t and early 20t century, through
the Russian peopleism (Narodniks) to Peronism in Argentina —
into categories without applying a clear criterion or consistent
methodology.” This analytical inconsistency is partly the reason
why populism is today perceived in an extremely negative
fashion: as an irrational counterpart of political action and
thought; as the brakeman of modernization processes; as a
“dangerous excess” which calls into question the functioning of
a “rational community” which is the prerequisite of this
process.? In this article, | will examine populism as “the rhetoric
for desperate times”, connecting Laclau’s “anti-moralizing” and
discourse analysis of populism — which foregrounds its
rhetorical, i.e. its performative and appellate aspect — with a
neat analytical twist (as cynics would say - typical for post-

poput smanjena ¢lanstva u sindikatima, ograni¢enom pristupu
obrazovaniju i sli¢no. Mno$tvo je povijesnih primjera u razli¢itim
kontekstima koji pokazuju takve i sli¢ne krize te populisti¢ki
odgovor na njih u razli¢itim ideolo$kim oblicima — $to pak, opet
slijedeci Laclaua, ovisi o tome na koji nacin krizu prozivljava
dominantni blok i blok kojim se dominira te koji su oblici
odgovora na to krizno stanje. Tu se onda kao dva antiteti¢na
povijesna slu¢aja obi¢no daju primjeri nacizma (kao populizma
dominantnog bloka u trenutku ekonomske i socijalne krize

koji se sluzi rasizmom i represivnim aparatom da bi ugasio
revolucionarni potencijal masa) i razli¢itih lijevih povijesnih
pokusaja i ,fuzija narodno-demokratske (popular-democratic)
ideologije i socijalisti¢ke ideologije“ u koje Laclau otvoreno
svrstava i Tita, navodeci ga (uz Maoa i Talijansku komunisti¢ku
partiju) kao najznacajniji primjer naprednog (advanced)
uvodenja demokratske ideologije u ideologiju radni¢ke klase."
--------- To ,originalno stapanje” burzoasko-demokratskih i
proleterskih elemenata u slu¢aju NOB-a i druge Jugoslavije
postaje kompleksnije uvodenjem narodnih pitanja nacija,
odnosno naroda i narodnosti, Cesto retori¢ki kondenziranih
kroz populisti¢ke parole o bratstvu i jedinstvu, koje su mozda
najslikovitije izrazavale racionalnost koja se krije iza stvaranje
jedne takve drzave.”? No to je tema za jednu drugu raspravu koje
éemo se ovdje dodirivati tek lapidarno kako bismo razrijesili

theorists) in which the instrumentalization of rhetoric is regarded
as the populist rationalization of politics. What also consolidates
the point that | am trying to bring across is Kenneth Minogue’s
claim — drawing from the example of American populism at the
turn of the 19t century - that populism is “the impetuous
rationalization of desperate times.”® As Laclau explains in his
above-cited text from 1977: “The emergence of populism is
historically linked to a crisis of the dominant ideological
discourses which is in turn part of a more general social crisis,”
accompanied by indisputable numerical indicators of the rising
impoverishment and increased disparities', the low integration
of the masses into political life and the abolishment of the
political integration mechanisms such as the reduction of union
membership or limiting the access to education etc. There are
numerous historical examples within different contexts that
exhibit such and similar crises and the populist responses which
can take different ideological forms — which in turn, following
Laclau, depends on how the crisis is experienced by the
dominant block and the block which is being dominated and
what the responses are to the crisis. Two antithetical historical
examples are usually mentioned: Nazism (as the populism of the
dominant block in the time of economic and social crisis which
utilizes racism and the repressive apparatus in order to smother
the revolutionary potential of the masses) and various left-wing
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neke terminoloske nedoumice. Ono je §to nas ovdje zanima
reprezentacija naroda, ali i apelacija narodu kroz mozemo rec¢i —
pragmati¢ne kulturne politike u vr.emenu NOB-a, ali prije toga i
kroz sli€éne povijesne primjere koje je, smatram, potrebno navesti
da bismo srusili neke mitove o uskom shvaéanju umjetni¢kog
polja i njegova reprezentacijskog dosega. Pritom stalno treba
imati na umu specifi¢nost ratnog konteksta (i povijesnog, ali i
prostornog s obzirom na to da je selo mjesto primarne kohezije
NOB-a i ratnog djelovanja) Narodnooslobodilacke borbe, $to
onda uvelike utjece i na stilsko-formalne aspekte jezika, ili,

opet formalisti¢kim rje€nikom re¢eno — umjetni¢kih sredstava
te borbe. Medutim, da bismo uopée shvatili koliko su se ta

dva ,kontrastna“ aspekta - politi¢ki i umjetni¢ki — prozimala,
potrebno je napraviti koji analiti¢ki i vremenski korak nazad da
se predoci sva Zivost rasprave o tim pitanjima i da se utvrde

ONO JE STO NAS OVDJE ZANIMA
REPREZENTACIJA NARODA, ALI | APELACIJA
NARODU KROZ MOZEMO RECI - PRAGMATICNE
KULTURNE POLITIKE U VREMENU NOB-A, ALI
PRIJE TOGA | KROZ SLICNE POVIJESNE PRIMJERE
KOJE JE, SMATRAM, POTREBNO NAVESTI
DA BISMO SRUSILI NEKE MITOVE O USKOM
SHVACANJU UMJETNICKOG POLJA | NJEGOVA
REPREZENTACIJSKOG DOSEGA.

D 7 B R EEETTETETPRPRry I ...................................................

WHAT INTERESTS US HERE IS THE REPRESENTATION
OF THE PEOPLE, BUT ALSO THE APPELLATION
TO THE PEOPLE BY - AS IT MIGHT BE SAID - THE
PRAGMATIC CULTURAL POLICIES AT THE TIME OF THE
NOB, AND EVEN IN TIMES BEFORE THAT. THEREBY,
SIMILAR HISTORICAL EXAMPLES SHOULD ALSO BE
MENTIONED WHICH, | BELIEVE, ARE NECESSARY
TO BE RECALLED IN ORDER TO DISPEL THE MYTHS
ABOUT THE NARROW UNDERSTANDING OF THE FIELD
OF ART AND ITS REPRESENTATIONAL REACH.

historical attempts and “fusions between popular-democratic
ideology and socialist ideology.” In the latter category, Laclau
includes Tito (together with Mao and the Italian Communist
Party) as the most prominent example of the advanced
incorporation of democratic ideology into the working-class
ideology." -+ This “original merging” of the bourgeois-
democratic and the proletarian elements in the case of the
People’s Liberation Struggle (NOB) and the second Yugoslavia,
became more complex with the incorporation of people’s
national issues — i.e. the issues of nations and nationalities -
often rhetorically solidified within populist slogans of
brotherhood and unity which, perhaps, most vividly expressed
the kind of rationality that laid behind the creation of such a
state.’? But that is a subject for another discussion which will

parametri u kojima su se dogadali narod i umjetnost. To ¢inimo
ne da bismo prilagodili vlastiti kritiCki aparat kategorijama
politi¢ke urgentnosti rata, nego da bismo upozorili da kriticki
aparat uvijek iznova treba mijenjati s obzirom na kontekst o
kojem se govori. Vrlo je tesko, naime, estetiCke parametre
avangardne umjetnosti grada i mirnodopskog razdoblja postaviti
kao arSine rasprave o umjetnosti u gerilskim uvjetima ratnog
djelovanja.

Svijet se raspada

Drugi svjetski rat svakako je predstavljao jednu takvu krizu ili
kako Minogue viSe poetski kaze: ,teSko vrijeme*, transformaciju
koja je iznjedrila i Narodnu frontu kao jednu vrstu transklasnog,
antifaSistiCkog i demokratskog apela protiv prepoznate
fasistiCke prijetnje. Narodna se fronta ostvarivala ili kao
konkretan koalicijski sporazum u sastavljanju vlasti tridesetih
(primjerice u Francuskoj ili Spanjolskoj) ili kao urgentni oblik
reakcije na fiziCki rat — poput onoga na prostoru Jugoslavije -
stvaranjem Narodnooslobodilackog pokreta koji je, iako vojno,
logisticki i politicki voden Komunistickom partijom Jugoslavije,
kadrovski pa i ideoloski (u samom ratu) uvelike zasnovan na
narodnofrontaskim principima ili kako Darko Suvin kaze — na
principima ,,plebejske revolucije®.’®--------- Duga je povijest tog
plebejskog nasljeda koje u sebi spaja ili sakuplja sve razlicite

only be touched upon in order to resolve some terminological
ambiguities. What interests us here is the representation of the
people, but also the appellation to the people by — as it might be
said - the pragmatic cultural policies at the time of the NOB, and
even in times before that. Thereby, similar historical examples
should also be mentioned which, | believe, are necessary to be
recalled in order to dispel the myths about the narrow
understanding of the field of art and its representational reach.
The specificity of the war context (historical and also spatial,
since the village was the place of the primary cohesion of the
NOB and its war efforts) of the People’s Liberation Struggle
should be borne in mind since it significantly influenced the style
and the formal aspects of language, or in the Formalists’ words
— the artistic means of that struggle. However, to even
comprehend the extent to which these two “contrasting”
aspects - the political and the artistic — permeated each other, it
is necessary to take an analytical and temporal step back in
order to present all the intricacies of this lively debate and to
establish the parameters under which the people and art were
happening. We are not doing this in order to adjust our critical
apparatus in correspondence to the categories of the political
urgency of war, but rather to issue a warning that the critical
apparatus should always be readjusted in relation to the context
at hand. In fact, it is extremely difficult to set the aesthetic
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povijesne punktove otpora oblicima opresije bez obzira na to
na kojem stupnju razvoja bila svjetska povijest ili kapitalizam.
Teska vremena i krize u kojima se javljaju ti plebejski odgovori
iznjedrili su razli¢ite oblike opéenja-otpora i razli¢ite jezike koji
su se tradirali i prenosili u slojevima necitkima, tesko vidljivima
ili pak potpuno nevidljivima sluzbenoj monoloskoj historiografiji.
Rjeda je pojava da su ti glasovi prenijeti, odnosno predstavljeni
kroz umjetnost koja je kasnije kanonizirana kao visoka, a ako
ne visoka, onda svakako reprezentativna za odredene kulturne
kontekste, Cesto ulazeéi i u javne prostore i institucije postajuci
njihovim ornamentom u vremenu nakon krize: od Franka W.
Brangwyna koji u zgradi suda u Clevelandu slika slavnu scenu

potpisivanja Magne Carte,' ali ovaj put s motivima seljaka, sitnih

obrtnika, povratnika iz rata — koji su inace izostavljani iz sli¢nih
prikaza, preko Diega Rivere koji u nacionalnoj palaci u Ciudadu
de Mexicu iscrtava guste murale ,narodne” Povijesti Meksika sa
svim njezinim bunama, ratovima i akterima iz naroda, do naseg
primjera i Krste Hegedusic¢a ¢ija je Seljacka buna — Anno Domini
1573. donedavno krasila ceremonijalni ulaz u Ured predsjednika
RH u Vili Zagorje da bi je maknuli zbog ,,zastrasuju¢eg prizora®

i ,slike pune mrtvaca, ubijenih seljaka i plemi¢a na konjima, uz
ples smrti“.'® Rat kao najstrasniji izraz krize i teSkog vremena bio
je naj¢esc¢i motiv razligitih svjetovnih interpretacija plebejskog
svijeta ili pak alegorija koje se daju interpretirati u tom kljuc¢u.

parameters of the urban avant-garde art during peacetime as a
standard for the discussion about art under the conditions of
guerrilla warfare.

The world is falling apart

The Second World War certainly represents such a crisis or, as
Minogue said more poetically: “a desperate time.” This was a
transformative event which gave rise to the People’s Front as
a cross-class, anti-fascist and democratic appeal against the
fascist threat. The People’s Front was realized as a concrete
coalition agreement in the formation of governments in the
nineteen-thirties (in France and Spain), or it took the form of an
immediate reaction to the material realities of war — such as in
Yugoslavia — with the establishment of the People’s Liberation
Movement (NOP). Although the NOP was militarily, logistically
and politically led by the Communist Party of Yugoslavia,

its organization and ideology (during the war) was mostly
based on the peopleism and frontist principles or as Darko
Suvin says - on the principles of a “plebeian revolution.” *®
--------- This plebeian legacy has a long history; it consists of a
combination or a collection of all historical points of resistance
to oppression, regardless of the historical or capitalist stage
of development. These plebeian responses emerging during
desperate times and crises have generated various forms of

Kao takvi sluc¢ajevi u povijesti umjetnosti ostale su zabiljezene
grafike Albrechta Direra, poput one za Spomenik poraZzenim
seljacima iz 1526. §to je njegova refleksija na seljacke ratove
ili pak ranije grafike iz 1510. — Covjekov pad.’® Njome se
tematizira klasi¢ni biblijski trop ,protjerivanja iz raja“ koji
talijanska feministi¢ka povjesni¢arka Silvia Federici tumaci
kao ,protjerivanje seljaka s njihove zajedni¢ke zemlje“ uslijed
ogradivanja i kriza koje su manifestirale prelazak u novu fazu

TESKA VREMENA | KRIZE U KOJIMA SE
JAVLJAJU Tl PLEBEJSKI ODGOVORI IZNJEDRILI
SU RAZLICITE OBLIKE OPCENJA-OTPORA |
RAZLICITE JEZIKE KOJI SU SE TRADIRALI |
PRENOSILI U SLOJEVIMA NECITKIMA, TESKO
VIDLJIVIMA ILI PAK POTPUNO NEVIDLJIVIMA
SLUZBENOJ MONOLOSKOJ HISTORIOGRAFIJI.
RJEDA JE POJAVA DA SU Tl GLASOVI PRENIJETI,
ODNOSNO PREDSTAVLJENI KROZ UMJETNOST
KOJA JE KASNIJE KANONIZIRANA KAO
VISOKA, A AKO NE VISOKA, ONDA SVAKAKO
REPREZENTATIVNA ZA ODREDENE KULTURNE
KONTEKSTE, CESTO ULAZECI | U JAVNE
PROSTORE I INSTITUCIJE POSTAJUCI NJIHOVIM
ORNAMENTOM U VREMENU NAKON KRIZE.

................................................. I 35---

PLEBEIAN LEGACY HAS A LONG HISTORY; IT CONSISTS
OF A COMBINATION OR A COLLECTION OF ALL
HISTORICAL POINTS OF RESISTANCE TO OPPRESSION,
REGARDLESS OF THE HISTORICAL OR CAPITALIST
STAGE OF DEVELOPMENT. THESE PLEBEIAN RESPONSES
EMERGING DURING DESPERATE TIMES AND CRISES
HAVE GENERATED VARIOUS FORMS OF COMMUNICATING
RESISTANCE AND DIFFERENT LANGUAGE REGISTERS
WHICH WERE CONVEYED AND TRANSMITTED IN LAYERS
UNINTELLIGIBLE AND ALMOST IMPERCEPTIBLE, OR
COMPLETELY INVISIBLE TO THE OFFICIAL MONOLOGIC
HISTORIOGRAPHY. THERE ARE FEW EXAMPLES WHEN
THESE VOICES HAVE BEEN HEARD AND TRANSFERRED,
THAT IS, REPRESENTED IN ART WHICH WAS LATER
CANONIZED AS HIGH ART, AND IF NOT AS HIGH ART,
THEN CONSIDERED AS BEING REPRESENTATIVE OF
PARTICULAR CULTURAL CONTEXTS AND EXHIBITED IN
PUBLIC SPACES AND INSTITUTIONS BECOMING THEIR
ORNAMENTS IN THE AFTERMATH OF THE CRISIS.

communicating resistance and different language registers
which were conveyed and transmitted in layers unintelligible
and almost imperceptible, or completely invisible to the
official monologic historiography. There are few examples
when these voices have been heard and transferred, that is,
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proizvodnje i prvobitnu akumulaciju kapitala, a $to njemacki
povjesnic¢ar Peter Blickel naziva ,revolucijom obi¢nog ¢ovjeka“."”
U isti tijek plebejske reprezentacije spada i Zanr-slikarstvo
Pietera Bruegela Starijeg kroz dugotrajnu Nizozemsku revoluciju
koja slijedi nakon seljackih ratova u Njemackoj, a kojim se
sbilieze® i u razli¢itim klju¢evima tumace ratna pustosenja, ali i
prigodni¢arske prakse seoskog stanovnistva. | u knjizevnosti i
kazalistu elizabetanske i jakovljevske Engleske, kriza i plebejske
pobune nasle su svoje mjesto. U suvremenim interpretacijama,
pogotovo nakon $to primat u Sekspirologiji preuzima
materijalisti¢ki pristup, jedna od zadnjih Shakespearovih

TO JE VJECNO PLEBEJSKO
PROKLETSTVO ILI NESTO TREZVENIJIM
RJECNIKOM RECENO - VJECNA
PLEBEJSKA UVJETOVANOST (U SMISLU
CONDITIO HUMANA) KOJA JE SVOJ
REPREZENTACIJSKI VRHUNAC | TEORIJSKU
ARTIKULACIJU DOZIVJELA UPRAVO U
MODERNIZMU | BAS OKO RASPRAVA NA
+ESTETICKOJ LJEVICI“, KOJA SE JEDNAKO
KONTRADIKTORNO | KOMPLEKSNO
ODNOSILA PREMA PUCKOSTI, PLEBEJSTVU
| POPULIZMU KAO POLITICKOJ STRATEGIJI
TESKIH VREMENA.
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THE UNAVOIDABLE PLEBEIAN CONDITIONING
(IN THE SENSE OF CONDITIO HUMANA)
WHICH REACHED ITS REPRESENTATIONAL
APOGEE AND THEORETICAL ARTICULATION
IN MODERNISM WITHIN THE DISCUSSIONS
LED ON THE “AESTHETIC LEFT” AND WHICH
TOOK ONE AND THE SAME CONTRADICTORY
AND COMPLEX APPROACH TO POPULARITY,
PLEBEIANISM AND POPULISM AS THE
POLITICAL STRATEGY OF DESPERATE TIMES.

represented in art which was later canonized as high art, and
if not as high art, then considered as being representative of
particular cultural contexts and exhibited in public spaces and
institutions becoming their ornaments in the aftermath of the
crisis. These scarce instance include: Frank W. Brangwyn’s
famous mural of the signing of Magna Carta at the Courthouse
in Cleveland,™ but this time depicting peasants, small artisans
and war veterans — who are not usually included in similar
representations, Diego Rivera’s dense murals of the “people’s”
History of Mexico — depicting all its revolts, wars and folk figures
— at the National Palace in Mexico City, and our own Krsto
Hegedusi¢’s Peasants’ Revolt — Anno Domini 1573 which, until
recently, adorned the ceremonial entrance to the Office of the
President of Croatia in Villa Zagorje, to be removed because
of its “horrifying scenes” and “images filled with dead people,

tragedija — Koriolan — tumaci se kao reprezentacija kontradikcija
imanentnih plebejstvu — izmedu sklonosti politic¢koj pobuni

i prevratu, ali i konzervativnosti o€uvanja poretka i stalnom
pogledu usmjerenom prema romantiziranoj proslosti. lli pak,

u ovom slu€aju mnogo vaznije — kontradikciji koja proizlazi

iz njihova jada ili materijalnog stanja koje ih ujedinjuje u

masu usmjerenu prema mijenjanju poretka i slike svijeta, ali
istovremeno i tu masu fragmentira na partikularne price koje
pokuSavaju nadic¢i taj egzistencijalni jad ,otimajuéi jedni drugima
od usta“.’® To je vje¢no plebejsko prokletstvo ili nesto trezvenijim
rie€nikom re¢eno - vje€na plebejska uvjetovanost (u smislu
conditio humana) koja je svoj reprezentacijski vrhunac i teorijsku
artikulaciju dozivjela upravo u modernizmu i bas oko rasprava na
westetikoj ljevici®, koja se jednako kontradiktorno i kompleksno
odnosila prema puckosti, plebejstvu i populizmu kao politickoj
strategiji teSkih vremena.

Narodna fronta i ne€isti modernizam

U desetljec¢u priprema za Drugi svjetski rat, nakon pobjede
nacista, ve¢ina njemacke intelektualne ljevice zavrsila je u
emigraciji, odakle su doprinosili jednoj od najvaznijih estetickih
(a i politi¢kih) debata u 20. stoljecu €ija aktualnost ni danas nije
zamrla, kao $to nije zamrla ni nemogucénost zauzimanja jasnih

murdered peasants and noblemen on horseback, with Danse
Macabre.”5 --------- War, as the most horrifying expression of

a crisis and desperate times, was the most common motif of
various secular interpretations of the plebeian world or even of
allegories which can be interpreted under the same framework.
Such examples, recorded in art history, include Albrecht Direr’s
graphic works: Monument to the Vanquished Peasants created
in 1526 as his take on the peasants’ wars, and his earlier
engraving from 1510 — The Fall of Man.'® It employs the classical
biblical trope “the expulsion from the Garden of Eden,” which
the Italian feminist historian Silvia Federici interprets as “the
expulsion of peasants from their common lands” due to the land
enclosures and the crises which marked the transition into the
new phase of production and the initial accumulation of capital,
and what the German historian Peter Blickle calls “the revolution
of the common man.”"” The genre painting of Pieter Bruegel the
Elder belongs to the same strain of plebeian representations.
Under different frameworks, he “recorded” and interpreted the
devastations of war, as well as the festive practices of the rural
population during the long-lasting revolution in Netherlands,
following the peasants’ wars in Germany. The crisis and
plebeian revolts appeared even within the literature and theatre
of the Elizabethan and Jacobean England. In contemporary
literary theory, especially after cultural materialism became

the dominant approach in Shakespearean studies, one of the
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pozicija u toj raspravi, §to je svakako jedna od karakteristika koje
pridonose i njezinoj danasnjoj zivosti. Rasprava o realizmu i
modernizmu (kako smo je primili posredno u engleskom prijevodu
ili njemacki Expressionismusdebatte) ukljucivala je najvaznije
njemacke marksisticke mislioce: Gyorgyja Lukacsa, Ernsta
Blocha, Bertolta Brechta, a onda posredno i Theodora Adorna i
Waltera Benjamina.’ | dok se iz te rasprave moze izvu¢i mnogo
pitanja koja bi u danasnjem kontekstu golicala raspravu, za ovaj
konkretan slu¢aj ne¢emo ulaziti u pitanja mimesisa, teorije odraza
pa onda i totaliteta i razli¢itog razumijevanja formalizma, nego
éemo staviti fokus na dva momenta koja nam se ¢ine vaznima za
ovaj tekst. Jedan se ti¢e ve¢ mnogo puta spominjanog naroda i
njegove interpretacije u kontekstu lijevih umjetnic¢kih praksi
modernizma, posebice u vremenu krize, Narodne fronte i Drugog
svjetskog rata, a drugi umjetni¢ke medijacije, odnosno
posredovanja. Taj je moment na odredeni nacin zaokupljao sve
ove autore te dobiva posebno zna¢ajno mjestu u zakljuénom
dijelu ovog teksta, u kojem otvaram teme partizanskog kazalista
koje je u povijesti naSeg kazaliSta u vrijeme tranzicije ostalo
nepravedno zapostavljeno.? --------- Rasprava je zapoceta u osvit
Kominternina ,,odobravanja“ Narodne fronte kao sluzbene
politi¢ke linije u trenutku u kojem u Njemackoj na vlast dolazi
Hitler, dok u Italiji ve¢ gotovo deset godina vlast drze faSisti, au
Madarskoj je stabilan Horthyjev rezim, nastao kao monarhisticki

last Shakespeare’s tragedies — Coriolanus - is interpreted as
the representation of contradictions immanent to plebeians
—i.e. as the juxtaposition between their inclination to political
revolts and upheavals and their conservative preservation of
order, along with their constant fall-back to romanticized past.
In this case, far more important is the contradiction arising out
of their misery and material circumstances which, on the one
hand, united the masses determined to change the order and
the image of the world while, on the other hand, fragmenting
the masses into idiosyncratic particularities who attempted to
overcome their existential despair by “snatch[ing] the wretched
crumbs from each other’s mouths.”"® This is the plebeian curse
which can never be lifted or, to express it in a more rational
manner — the unavoidable plebeian conditioning (in the sense
of conditio humana) which reached its representational apogee
and theoretical articulation in modernism within the discussions
led on the “aesthetic left” and which took one and the same
contradictory and complex approach to popularity, plebeianism
and populism as the political strategy of desperate times.

The popular front and impure modernism

In the decade preceding Word War Il, after the Nazis came into
power, most of the German intellectual left ended up in exile
from where they contributed to one of the most important
aesthetic (and political) debates of the 20 century. To this day,

i desni odgovor na neuspjelu Madarsku sovjetsku republiku.
lako odbijena kada je 1928. Gyérgy Lukacs predlaze u svojim
Blumovim tezama, nastalima upravo kao lijeva strategija rusenja
Horthyjeva rezima, Narodna fronta prihvaé¢ena je kao politicka
tendencija, ali i kao mjesto oko kojeg se vode uzeesteticke
rasprave. Tako ¢e jedna od to¢aka ,sukoba“ u Raspravi o
realizmu i modernizmu biti upravo narod i ,umjetni¢ko
predstavljanje kontradikcija“ sustava kroz razli¢ite umjetnicke
forme, ili u ovom slucaju stilske formacije. Medutim, kao
prirediva¢ ove rasprave na engleskom jeziku Fredric Jameson
primjecuje da ovi eseji i prilozi diskusiji marksisti¢kih autora
spredstavljaju najvisu toc¢ku narodo-frontaske kulturne
rasprave“, ali je, nazalost, taj dio koji tematizira narod
istovremeno i ,najslabija to¢ka dvaju eseja“ kojima se ta
rasprava otvara.?' Sve zapo¢inje Lukacsevom primjedbom
Blochu da su ekspresionizam, odnosno avangardni pravci,

JEDNOJ OD NAJVAZNIJIH ESTETICKIH (A |
POLITICKIH) DEBATA U 20. STOLJECU CIJA
AKTUALNOST NI DANAS NIJE ZAMRLA,
KAO STO NIJE ZAMRLA NI NEMOGUCNOST
ZAUZIMANJA JASNIH POZICIJA U TOJ
RASPRAVI, STO JE SVAKAKO JEDNA OD
KARAKTERISTIKA KOJE PRIDONOSE |
NJEZINOJ DANASNJOJ ZIVOSTI.
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ONE OF THE MOST IMPORTANT AESTHETIC
(AND POLITICAL) DEBATES OF THE 20™
CENTURY. TO THIS DAY, ITS RELEVANCE
HAS STILL NOT DIMINISHED, WHILE THE
PERSISTENT INABILITY TO ADOPT A CLEAR
POSITION IN THIS DEBATE IS CERTAINLY
ONE OF ITS KEY FEATURES CONTRIBUTING
TO ITS PRESENT-DAY VIBRANCY.

its relevance has still not diminished, while the persistent
inability to adopt a clear position in this debate is certainly one
of its key features contributing to its present-day vibrancy. A
debate on realism and modernism (in English translation or, in
the original German, Expressionismusdebatte) entangled the
most influential German Marxist thinkers: Gyérgy Lukacs, Ernst
Bloch, Bertolt Brecht, and then, indirectly, Theodor Adorno and
Walter Benjamin.!® While we could draw a lot of issues from this
debate which could, within today’s context, spark off numerous
discussions, we won’t engage the issues of mimesis, the theory
of reflection, the totality or various notions of formalism in this
text. We will, however, focus on the two issues that seem
important for this article. One issue concerns the already
mentioned people and how they were interpreted within the
context of the left-wing modernist art practices, especially
during the time of crisis, the Popular Front and World War II.

MAGAZINE FOR CONTEMPORARY VISUAL ARTS



ZIvoT e

otudeni od naroda i objektivno elitisticki, na $to Bloch odgovara:
,Potpuna je neistina da su ekspresionisti bili otudeni od obi¢nog
puka svojom silnom arogancijom. Ponovno, potpuno suprotno.
U grupi Plavi jaha¢ opona$a se oslikavanje stakla iz bavarskog
Marnaua, zapravo - oni su bili prvi koji su ukazali na ovu dirljivu i
tajnovitu narodnu umjetnost.“?? Kasnije, u istom eseju, Bloch
dodatno ,bogati“ svoju argumentaciju o vezi narodne umjetnosti
i avangardnih pokreta navodenjem i ,,éeskih, letonskih i
jugoslavenskih umjetnika iz 1918. koji su u ekspresionizmu naisli
pristup mnogo blizi njihovoj narodnoj umjetnosti nego bilo koji
drugi umjetnicki stil“.2% --------- Medutim, ovu gotovo prirodnu
vezu, kako je opisuje Bloch — naroda, avangardnih umjetni¢kih
pravaca i lijevih politickih tendencija ne treba uzimati zdravo za
gotovo. Svaki je od ta tri pojma proturjec¢an i iziskuje specificnu
kontekstualizaciju da bi ga se ispitalo i podvrgnulo analizi.

ZA BRECHTA NI PUCKOST NI REALIZAM NISU
NORMATIVNE OPISNE ESTETSKE KATEGORIJE,
NEGO ODREDENA FORMALNA SREDSTVA KOJA SE
MIJENJAJU OVISNO O ONOME STO BI SE MOGLO
PRIKAZAT TE STO BI SE | KAKO MOGLO RAZUMJETI.
DRUGIM RIJECIMA, DIO RETORIKE KOJA NE BJEZI
NI OD VLASTITOGA POPULISTICKOG ASPEKTA |
APELA U VREMENU KRIZE.

- 7 - Y B

FOR BRECHT, POPULARITY AND REALISM WERE
NOT NORMATIVE DESCRIPTIVE AESTHETIC
CATEGORIES, BUT RATHER SPECIFIC FORMAL
DEVICES WHICH CHANGE DEPENDING ON WHAT
COULD BE REPRESENTED AND WHAT AND HOW
IT COULD BE UNDERSTOOD. IN OTHER WORDS,
THEY BELONG TO A RHETORIC WHICH DOES NOT
SHY AWAY FROM ITS OWN POPULIST ASPECT AND
APPELLATION IN THE TIMES OF CRISIS.

The other issue addresses how people were mediated through
art — the mediation which, in a certain way, preoccupied all of
these authors and which holds a central place in the final
section of this text, where | broach the subject of partisan
theatre which has been unjustly left out from the historiography
of our theatre during the transitional period.?0-------- The debate
was initiated in the wake of the Comintern’s “approval” of the
Popular Front as its official strategy during the time of Hitler’s
ascendancy to power in Germany, while the fascists in Italy had
already been in power for almost ten years and Hungary was in
the firm grip of Horthy’s regime, which emerged as a monarchist
and right-wing response to the unsuccessful Hungarian Soviet
Republic. Although rejected at first in 1928 when it was
proposed in Gydrgy Lukacs’s Blum Theses as a left-wing
strategy of taking down Horthy’s regime, the Popular Front was
accepted as a valid political tendency, also becoming a point of

Lakonski zaklju€ujuéi da se jugoslavenski ekspresionizam
opskrbljuje narodnom kulturom, a kako bi se pokazala njegova
politi¢ka tendencija ili bliskost narodu, Bloch prije svega ne uzima
u obzir zanrovske pojavnosti ekspresionizma i razlike izmedu,
primjerice, likovnih i knjizevnih formi u ekspresionistickim
artikulacijama. Drugi problem proizlazi iz samoga ,nacionalnog“
odnosno narodnog pitanja u Jugoslaviji i dvostrukog tretmana
narodne tradicije u modernizmu jugoslavenskog prostora. Jedan
je tretman tzv. ,aktivistickog ekspresionizma*“ koji su mozda
najbolje artikulirali Miroslav Krleza i August Cesarec, koji u svojim
esejima Hrvatska knjiZzevna laZ, odnosno Mistifikacija jedne etike
jasno daju do znanja da pozivanje na narod i narodnu bastinu kroz
razlicite umjetnicke forme nije nuzno iskaz progresivnih politickih
teznji i formalnih aspekata djela. Drugi je tretman u Jugoslaviji
poslije Prvog svjetskog rata prikazan kroz izgradnju i invenciju
tradicije jugoslavenskog nacionalizma, tzv. ,vidovdanske
ideologije”, u kojoj se narod homogenizira oko konzervativnih
nacela odrzavanja monarhije i poretka. Cesarec u okretanju
narodnoj folklornoj tradiciji vidi postupak nacionalisticke (ali i
etatistiCke, u svakom slu¢aju — desne) patologije mita o
Kosovskom boju, glorifikacije feudalnog heroizma i u konaénici
zapreku spoznavanju klasnih razlika, svojevrstan mehanizam
hegemonog skrivanja odredenih dru$tvenih i uze ideoloskih
proturje¢nosti.?* Ovi Cesarcevi zapisi pokazuju koliko je pojam

interest in particular aesthetic discussion. Thus, one of the
points of “conflict” in A Debate on Realism and Modernism were
the issues concerning people and “the artistic representation of
contradictions” through various art forms or, in this case,
stylistic formations. However, as the editor of this debate in
English, Fredric Jameson notes, these essays and contributions
of the Marxist authors “represented one of the high points of
popular-frontist cultural debate,” but adds that, unfortunately,
“both essays are the weakest at precisely that point” which
initiated the debate in the first place.?' It all started with Lukacs’s
objection to Bloch, claiming that Expressionism, i.e. avant-garde
movements are alienated from the people and objectively elitist,
to which Bloch replied: “Moreover, it is untrue that the
Expressionists were estranged from ordinary people by their
overwhelming arrogance. Again, the opposite is the case. The
Blue Rider imitated the glass paintings at Murnau; in fact they
were the first to open people’s eyes to this moving and uncanny
folk-art.”?>Later on in that same essay, Bloch further “enriches”
his argument on the relationship between folk-art and avant-
garde movements by mentioning “Czech, Latvian and Yugoslav
artists [who], about 1918, all found in Expressionism an approach
that was infinitely closer to their own popular traditions than the
majority of other artistic styles.”?®-------. However, this almost
natural alliance — as Bloch characterized it — between the people,
avant-garde movements and left political tendencies should not
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naroda i narodne kulture kompleksan ne samo u politickom
smislu nego i u smislu posredovanja tog problema kroz razli¢ite
umijetnicke prakse, $§to su ova dva autora prije svega imala na
umu pisuci svoje kritike. --------- Najekstenzivnija kritika ,,desnog“
naroda i najjasnije uokvirivanje plebejske tradicije u okvire lijeve
umjetnosti dolazi iz kruga autora s kojima je ovo poglavlje i
otvoreno. Njemacki dramaticar i kazali$ni teoretiCar Bertolt
Brecht narodnoj kulturi posvetio je nemali broj redaka u svojim

ONA KLASICNA PODJELA NA FORMALISTICKI
MODERNIZAM ODVOJEN OD TRENUTACNIH
POLITICKIH POTREBA NARODA I LISEN
NEKE VRSTE POPULISTICKE APELATIVNOSTI
NASUPROT TENDENCIOZNOM SOCREALIZMU
POLITICKE LINIJE KOMINTERNE TOBOZE
BLISKOM NARODU | NJEGOVOJ PERCEPCIJI
UMJETNOSTI - NE STOJI, KAO STO NE STOJI
NI PERSPEKTIVA BINARNOG POGLEDA NA
UMJETNOSTI TOG DOBA. SKLONIJI SAM
OPISNIM TERMINIMA UMJETNICKE PRODUKCIJE
TOGA VREMENA KOJU, PRIMJERICE, FREDRIC
JAMESON NAZIVA ,NECISTOM ESTETIKOM*
MODERNIZMA KOJA U TAKO ,GUSTIM* | ,TESKIM
VREMENIMA® BIVA ,,INFICIRANA® | PLEBEJSTVOM
KOJE GRADI POVIJEST.

THE CLASSICAL DIVISION INTO FORMALIST
MODERNISM DIVORCED FROM THE CURRENT
POLITICAL NEEDS OF THE PEOPLE AND DEVOID
OF ANY KIND OF POPULIST APPELLATION VERSUS
TENDENTIOUS SOCIALIST REALISM ASSOCIATED
WITH THE POLICY OF THE COMINTERN AND
SUPPOSEDLY CLOSER TO PEOPLE AND THEIR
PERCEPTION OF ART - CANNOT BE SUSTAINED,
AND NEITHER CAN THE BINARY APPROACH TO
ART OF THAT PERIOD. PERSONALLY, | PREFER
THE MORE DESCRIPTIVE TERMS OF THE ART
PRODUCTION OF THAT TIME WHICH, FOR
EXAMPLE, FREDRIC JAMESON CALLS “THE
IMPURE AESTHETICS” OF MODERNISM WHICH
IN SUCH “DENSE” AND “DESPERATE TIMES” GOT
“INFECTED,” WHILE THE PLEBEIANS WERE THOSE
WHO MADE HISTORY HAPPEN.

be taken for granted. Each of these three concepts is full of
contradictions and demands specific contextualization for it to
be examined and analysed. In his brief conclusion that the
Yugoslav Expressionism incorporates popular culture in order to
demonstrate its political tendency or its inclination toward
people, Bloch does not take into account the generic

zapisima, ali i u svojem umjetni¢kom djelovanju, posebice u
ranoj, ekspresionisti¢koj fazi, donekle ruseéi onu Lukacsevu
tezu o ,0zbiljnosti“ i ,narodnoj otudenosti“ lijevog modernizma.
Za artikulaciju odnosa lijevih umjetni¢kih tendencija prema
narodu i narodnoj kulturi klju¢an je Brechtov tekst Puckost i
realizam, nastao 1938. u emigraciji, u trenutku ve¢ spomenutih
rasprava oko Narodne fronte. Taj je kontekst bitno odredio
putanju Puckosti i realizma, kao i ¢injenica da je das Volk (narod,
puk) kao termin i kao koncept zauzeo klju€nu poziciju u
nacisti¢koj ideologiji od koje se Brecht sklonio u svojem
danskom azilu. Jo§ od romantizma i konaénog uévrséivanja
dotad fragmentirane nacije, podijeljene izmedu razli¢itih manjih
ili vecih vizija buduénosti koje su zapravo odrazavale dinastijske
geopoliticke taktike na europskoj karti, pojam das Volk nije samo
bio puka politi¢ki neutralna i opéeprimjenjiva kategorija. Od
romanti¢arskog nacionalizma koji je svoju ornamentiku ¢esto
trazio i nalazio u puckoj proSlosti, das Volk pa onda i izvedenice
das Volkstum i volkstimlich imale su svoje konkretne politiCke
ostvaraje od Konzervativnog revolucionarnog pokreta
dvadesetih do nacizma tridesetih. lako danas das Volkstum
mozemo prevoditi i kao ukupnost narodne bastine, pa i kao
folklor, taj je pojam ipak znagajno odreden svojim prvotnim
organskim devetnaestostoljetnim nabojem koji je svoj vrhunac
dozivio kroz nacisti¢ko doslovno brojenje krvnih zrnaca i

manifestations of Expressionism and differences between, for
instance, visual arts and literary forms within expressionist
articulations. Another problem arises from the “national” or the
issue of nations in Yugoslavia and the duality of the popular
tradition in Yugoslav modernism. One approach to the issue
came from the so-called “Activist Expressionism,” which is
perhaps best articulated by Miroslav Krleza and August Cesarec
who, in their essays — The Croatian Literary Lie [Hrvatska
knjizevna laZ] by the former author, and The Mystification of an
Ethic [Mistifikacija jedne etike] by the latter — clearly state that
evoking the nation and national heritage through various art
forms is not necessarily an expression of progressive political
aspirations or the formal aspects of the art work. The second
approach, adopted in Yugoslavia after World War |, was
manifested through the establishment and the invention of
tradition of Yugoslav nationalism - the so-called “Vidovdan
ideology” — which homogenized the people around conservative
principles of maintaining the monarchy and the regime. Cesarec
interprets this turn to national folk tradition as the expression of
nationalist (and also statist, but in all accounts — a right-wing)
pathology of the myth of the Battle of Kosovo, the glorification of
feudal heroism and, finally, as an obstacle in acknowledging
class differences — a kind of a mechanism of hegemonic
masking of certain social and, in particular, ideological
contradictions.?* These Cesarec’s writings reveal the range of
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detaljnu antropometrijsku razradu u politici rasne higijene.
Njemacko-hrvatski univerzalni rje€nik donekle se drzi te
povijesti pojma i das Volkstum prevodi kao ,narodno obiljezje i
narodno bic¢e“, $to bi bio nas najblizi ekvivalent. U tom
kontekstu za Brechta puckost (die Volkstiimlichkeit) ima
izrazito negativno znacéenje, zarazeno dominantnom
ideologijom ili jo§ gore - iskoristeno za pridobivanje puka na
svoju stranu povijesti. U ovoj kratkoj dekonstrukciji i
dekontaminaciji pojma on ukazuje na tu njegovu
romanti¢arsku herderovsku auru svetosti i vije¢nosti
nepromjenjivih svojstava puka sa svim njegovim obicajima i
navikama koja je kroz njemacku povijest iskoristena kako bi
stvorila ideolosku krivotvorinu apstraktnog jedinstva jednog
naroda: ,Povijest mnogih krivotvorenja koja su poduzimana s
tim pojmom puckosti duga je i zamrsena povijest, povijest
klasnih borbi (istaknuo M. K.). Mi se ovdje neéemo upustiti u
nju. Mi samo zelimo zadrzati u vidu €injenicu krivotvorenja
kada govorimo da nam je potrebna pucka umjetnost i time

NARODNOOSLOBODILACKU BORBU TREBALO
Bl GLEDATI U KONTEKSTU OVOG NASIROKO
ELABORIRANOG ODNOSA LIJEVE MISLI
PREMA NARODU - KAO SVOJEVRSTAN
POLITICKI | PRAKTICNI OSTVARAJ PRIMJERICE
BRECHTOVIH | LACLAUOVIH TEZA.

e Qe l ......................................................

THE PEOPLE’S LIBERATION STRUGGLE
(NOB) SHOULD BE VIEWED WITHIN
THIS THOROUGHLY ELABORATED

RELATIONSHIP BETWEEN THE LEFT
INTELLIGENTSIA AND THE PEOPLE - AS
A KIND OF A POLITICAL AND PRACTICAL
REALIZATION OF, FOR EXAMPLE,
BRECHT’S AND LACLAU’S THESES.

complexities weighing on the concepts of the people and
popular culture, not only in the political sense but in the sense of
mediating these issues through a variety of art practices which
Cesarec and Krleza primarily intended to bring across in their
critiques. The most extensive critique of the “right-wing”
appropriation of the people and the most coherent framing of
the plebeian tradition within the left-wing art originated from the
authors mentioned at the beginning of this chapter. The German
playwright and drama theorists Bertolt Brecht dedicated a
significant portion of his writing to popular culture, as he also
did in his art practice — especially in his early expressionist
phase - shattering, to an extent, Lukacs’ thesis on left
modernism as being “serious” and “estranged from the ordinary
people.” Brecht’s text Popularity and Realism from 1938, which
he wrote in exile during the onset of the aforementioned debates
about the Popular Front, is essential for articulating the

mislimo na umjetnost za Siroke mase naroda, za mnoge koje mali
broj tla¢i, za ,narode same’, za masu proizvodaca, za masu koja je
tako dugo bila objekt politike a koja treba da postane njen
subjekt“.?5 Pucko, tj. narodno napokon dobiva svoj politi¢ki sadrzaj
i gubi stati¢nost koji mu je pridavala desnica postajuéi strukturalni
element povijesti sa svim svojim kontradikcijama. Za Brechta puc¢ko
nije nuzno konzervativno, atavisti¢ko i antimodernisti¢ko, nego kao
$to Gramsci primjecuje, upravo ambivalentno, s jedne strane
kontaminirano time da uvijek predstavlja neki fiksirani, ,fosilizirani
sloj“ proslosti, a s druge strane napredni spontani oblik Zivota koji je
toliko zaokupio Brechta i njegov kazali$ni rad?®. Iz tog iskustva rada
s pukom donosi svoje zaklju¢ke, a na klasi¢ne gradanske optuzbe
o primitivnosti odgovara da je rije¢ o svakako drugacijoj vrsti
primitivnosti od one od koje pate burzoaski umjetnici, a ,,ne ¢ini se
dobro da se odbacuje jedan stil prikazivanja zbog nekoliko
nesretnih stilizacija, i to stil koji nastoji da izljusti bitno i omogu¢i
apstrakciju®“.?” Za Brechta ni puckost ni realizam nisu normativne
opisne estetske kategorije, nego odredena formalna sredstva koja
se mijenjaju ovisno o onome $to bi se moglo prikazat te $to bi se i
kako moglo razumjeti. Drugim rije¢ima, dio retorike koja ne bjezi
ni od vlastitoga populistickog aspekta i apela u vremenu krize.
--------- Brechtova nam je argumentacija vazna iz nekoliko razloga.
Prvo — kako bi se jasno ras¢istili odnosi politike, estetike i naroda
kao pojma koji je u jednom povijesnom ,teSkom vremenu® i

relationship of the left tendencies in art toward the people and
popular culture. The context in which it was written significantly
determined the tone of Popularity and Realism, together with the
fact that das Volk (the people) as a term and concept came to
occupy the central position in Nazi ideology from which Brecht
fled into exile to Denmark. Since Romanticism and the final
consolidation of the hitherto fragmented nation, divided
between various smaller and larger projections for the future
which actually reflected the dynastic geopolitical tactics on the
map of Europe, the concept of das Volk was not merely a
politically neutral and all-encompassing category. From national
romanticism which often sought and found its ornamentation in
the popular past, das Volk and its derivatives das Volkstum and
volkstiimlich were politically actualized in the Conservative
Revolutionary movement in the 1920s and Nazism in the 1930s.
Although nowadays das Volkstum is translated as the totality of
national heritage and even as folklore, this term is still
essentially filled with its original nineteenth-century organic
charge which culminated with the Nazis literally counting blood
cells and the detailed anthropometric development within the
politics of racial hygiene. The German-Croatian dictionary
acknowledges that history of the term to an extent, translating
das Volkstum as “national characteristic and national identity”
which corresponds to its nearest equivalent in Croatian.
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vremenu krize zaokupio i umjetnike i teoreti¢are, ali nerijetko —
tek lapidarno. Te drugo - da bismo pokazali da modernisticki
formalni aspekti, poput npr. montaze ili specifi¢ne semiotike
tijela?® (koja je vodena sli¢nim principima kao i montaza u filmu)
nisu nastali u historijskom vakuumu i eksperimentalnim uvjetima
visokog modernizma, nego s jasnim politickim, dugoro¢nim
agitacijskim i didakti¢kim ciljem revolucije (percepcije) uz jasnu
pripadnosti politi¢koj ljevici,?® $to je pokazao i Brecht svojim
radom i upravo navedenim fragmentom o narodnoj, odnosno
puckoj umjetnosti. Drugim rije¢ima, ona klasi¢na podjela na
formalisti¢ki modernizam odvojen od trenutacnih politi¢kih
potreba naroda i liSen neke vrste populisticke apelativnosti
nasuprot tendencioznom socrealizmu politicke linije Kominterne
toboZe bliskom narodu i njegovoj percepciji umjetnosti - ne stoji,
kao $to ne stoji ni perspektiva binarnog pogleda na umjetnosti
tog doba. Skloniji sam opisnim terminima umjetni¢ke produkcije
toga vremena koju, primjerice, Fredric Jameson naziva

U SLUCAJU PARTIZANSKE BORBE TI
SPECIFICNI GOVORNI ZANROVI MOZDA SU
NAJVISE DO IZRAZAJA DOSLI U KAZALISNOM
RADU, JER JE TO IMPROVIZIRANO KAZALISTE U
»IMPROVIZIRANOJ“ REVOLUCIJI IMALO SVOJU
JASNU APELACIJSKU | POLITICKU FUNKCIJU,
A DA PRITOM NIJE BILO LISENO ELEMENATA
(NECISTOGA) MODERNISTICKOG JEZIKA.

IN THE CASE OF THE PARTISAN STRUGGLE,
THESE SPECIFIC GENRES OF SPEECH WERE
PERHAPS MOST PRONOUNCED IN THEATRE
WORK BECAUSE THIS IMPROVISED THEATRE
WITHIN THE “IMPROVISED” REVOLUTION HAD A
CLEAR APPELLATE AND POLITICAL FUNCTION,
WITHOUT BEING DEVOID OF ELEMENTS OF
(IMPURE) MODERNIST LANGUAGE.

In this context, popularity (die Volkstimlichkeit) for Brecht holds
an extremely negative meaning, infected by the dominant
ideology or even worse — used to lure the people to side with
their version of history. In this brief deconstruction and
decontamination of the term, Brecht points to its romantic
Herderian aura of sacredness and the eternal and immutable
properties of the people — with all their customs and habits —
which have been exploited throughout German history in order
to create an ideological falsification of an abstract unity of one
nation: “The history of all the falsifications that have operated
with this conception of Volkstum is a long and complex story
that is part of the history of the class struggle. We shall not
embark on it but shall simply keep in mind the fact of such
forgery whenever we speak of our need for popular art, meaning
art for the broad masses of people, for the many oppressed by
the few, ‘the people proper’, the mass of producers, that has so

,necistom estetikom“ modernizma koja u tako ,,gustim“ i ,teSkim
vremenima“ biva ,inficirana“ i plebejstvom koje gradi povijest.*°

Zaboravljena pretpovijest eksperimenta
Narodnooslobodilacku borbu, kao $to sam ve¢ ranije dao
naslutiti u uvodu i kroz nekoliko tekstualnih intermezza o NOB-u,
trebalo bi gledati u kontekstu ovog nasiroko elaboriranog
odnosa lijeve misli prema narodu — kao svojevrstan politicki

i prakti¢ni ostvaraj primjerice Brechtovih i Laclauovih teza.

U tom ratu narod postaje protagonist jedne ,improvizirane
revolucije” kojoj nije prethodila dugotrajna analitika kao u
sovjetskom slucaju, nego je bila neposredna i trenutac¢na.®
Njezino ,narodnjastvo“ i ,frontastvo“ do te je mjere postivano da
vrhovnistvo Komunisti¢ke partije ,,nije bilo otvoreno prikazivano,
nego tek naznac¢eno“.®? A narod koji je postao temeljni
protagonist i nositelj revolucije ,nije bio herderovski etnic¢ki

skup ujedinjen jezikom i povijesnom tradicijom*“ koji sam veé
ranije istakao kao metu Cesarceve, KrleZine i Brechtove kritike.
Ovaj narod-protagonist u impromptu-revoluciji, iako roden u
kriznim i teSkim vremenima, ne mogu osloboditi karakteristike
svojevrsne ludicnosti koja je u modernim revalorizacijama
postala karakteristika opéeg naroda i njegove kulture (Bahtin,
Huizinga, Burke). Kroz tu narodnu revoluciju stvorio se ,poseban
vid opéenja“, odnosno posebni ,Zanrovi govora“ koje Bahtin

............................................................................................................. 41

long been the object of politics while it should have been its
subject.”?® The popular, i.e. the folk, finally acquired its political
content and lost its static quality imposed from the right, thus
becoming a structural element of history with all its
contradictions. For Brecht, the popular is not necessarily
conservative, atavistic or anti-modernist but, as Gramsci noted, it
is ambivalent. On the one hand, it is contaminated by its
predicament to always represent some fixed and “fossilized
strata” of the past, while on the other hand, it represents the
progressive and spontaneous form of life which is what engrossed
Brecht and his theatre work.?® It is on the basis of his experience of
working with the people that he drew his conclusions, while, to the
classic bourgeois accusations of primitivism, he responded that this
certainly was a different kind of primitivism than the one which ailed
the bourgeois artists. Moreover, “it does not do us any good to reject
one representational style on the merits of few unfortunate
stylizations, while it is the same style which strives to unveil what is
important and enable abstraction.”?” For Brecht, popularity and
realism were not normative descriptive aesthetic categories, but
rather specific formal devices which change depending on what
could be represented and what and how it could be understood.
In other words, they belong to a rhetoric which does not shy away
from its own populist aspect and appellation in the times of crisis.
--------- Brecht’s arguments are important to us for several reasons.
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inace prisiva kriznim vremenima smjehovne kulture renesanse i
srednjeg vijeka.3* -------- U sluéaju partizanske borbe ti specifi¢ni
govorni Zanrovi mozda su najviSe do izrazaja dosli u kazaliSnom
radu, jer je to improvizirano kazaliste u ,improviziranoj“
revoluciji imalo svoju jasnu apelacijsku i politicku funkciju, a da
pritom nije bilo liSeno elemenata (necistoga) modernisti¢kog
jezika. O tome da agitacijsko i populisti¢ko kazaliste u jeku

PLEBEJSKI | GERILSKI ASPEKT TOG KAZALISTA, KOJI
STALNO POTENCIRA | DARKO SUVIN, U NAKNADNIM
SE VALORIZACIJAMA IZGUBIO, OSTAJUCI (TEK)
ZABILJEZEN KROZ RAD JEDNOG KAZALISNOG
AUTORA KOJEM OVIM ZAKLJUCKOM POSVECUJEM
POZORNOST, NEPRAVEDNO IZOSTALU U DOMACOJ
TEATROLOGHWI. RIJEC JE O BOGDANU JERKOVICU KOJI
SE U SVOJOJ REPLICI TIUJEKOM RAZGOVORA ZA TEMAT
PROLOGA (BR. 27 |1 28) 1Z 1976. ZALAZE ZA ,,CVRSTO
DRUSTVENO | JASNO ORIJENTIRANO KAZALISTE*
KOJE PREDSTAVLJA ,,KOLEKTIVIZACIJU CIJELE
GRUPE* | ,SPAJANJE DVIJU SREDINA: RADNICKE |
KAZALISNE - A KOJE SE MEDUSOBNO POTPUNO NE
POZNAJU“ DOK ONI ,KOJI STVARAJU PREDSTAVU
IMAJU ISTE PROBLEME KOJE IMA | DRUSTVO U KOJEM
DJELUJU“.

e D e I. ...................................................

THE PLEBEIAN AND GUERRILLA ASPECT OF THIS
THEATRE, WHICH DARKO SUVIN ARDENTLY EMPHASIZES,
DISAPPEARED FROM SUBSEQUENT VALORISATIONS,
PRESERVED (ONLY) IN THE WORK OF ONE THEATRE
AUTHOR TO WHOM | PAY ATTENTION IN THIS CONCLUSION
- THE ATTENTION THAT THE NATIONAL THEATRE
STUDIES HAVE UNJUSTLY DENIED HIM. | AM TALKING
ABOUT BOGDAN JERKOVIC WHO, IN HIS RESPONSE IN
THE INTERVIEW FOR THE FEATURE ARTICLE IN PROLOG
(NO. 27/28) IN 1976, ADVOCATED FOR “A STRONGLY
AND CLEARLY SOCIALLY ORIENTED THEATRE” WHICH
REPRESENTS “THE COLLECTIVISATION OF THE GROUP
AS A WHOLE” AND “CONNECTS THE TWO GROUPS:
THE WORKERS AND THEATRE MEMBERS - WHO ARE
COMPLETELY UNFAMILIAR WITH ONE ANOTHER”, WHILE
THOSE “WHO CREATE PLAYS SHARE THE SAME PROBLEMS
WITH THE SOCIETY IN WHICH THEY WORK.”

First of all - in order to clarify the relationship between politics,
aesthetics and the people as a concept which, at one “desperate
time” in history, caught the artists’ and theorists’ attention, but
often — only tersely. Second of all - in order to show that the
formalist aspects of modernism, e.g. montage and the semiotics
of the body 28 (guided by similar principles as film montage) have
not been created in a historical vacuum and under experimental

rata nije gubilo vlastite avangardne elemente svjedoc¢i iskaz
glumca Braslava Borozana, sudionika tzv. Kazali§ta narodnog
oslobodenja Jugoslavije: ,To kazaliste se zaista deSavalo

na avangardni na¢in medu partizanskom publikom, kao dio
njenog vlastitog dnevnog Zivota, inkorporirano tako da je
odrazavalo subjekt i objekt bez distance $to je stvara pozornica
sa zavjesom i rampom. Prema tome partizanska publika nije
doZivljavala kazaliste, nego je s njim programatski Zivjela. Jer,
shvatimo, nikakvo kazaliste u ratu nije moglo biti dramati¢nije
od samog rata, a tragi¢ni patos se u stvarnosti uzdizao do
svenarodnog bola koji je obuzimao cjelokupnu osjec¢ajnost
¢ovjekovu.“®® Ono $to je boljka takvog ,plebejskog” kazalista,
a posebice u ratnim uvjetima, njegova je povijest koja ostaje
nezapisana pa danas o ovom tipu kazali§ta mozemo govoriti tek
na osnovi ovakvih polumemoarskih iskaza glumaca ili drugih
sudionika u radu razli¢itih agitprop divizija koji se prisje¢aju
simproviziranog gerilskog teatra kratkih formi, s mnogo pjesme
i plesa, ali i kratkih ske¢eva“.®® Tako se i nasa teatrologija
povréno mogla baviti ovim razdobljem domaceg kazaliéta, ne
nalazeci u njemu politicke i esteticke aspekte koji bi ga svrstali
uz liniju razvoja domacega eksperimentalnog kazali$ta koje
svoj vrhunac dozivljava tijekom sedamdesetih i osamdesetih, a
u naknadnim mu se interpretacijama daju korijeni iz prijeratnih

conditions of high modernism, but with a clear political, long-
term agitational and didactic goal of bringing about the
revolution (of perception) with a clear affiliation with the political
left,?® which Brecht demonstrated in his work and in the above-
cited extract about the people’s, i.e. popular art. In other words,
the classical division into formalist modernism divorced from the
current political needs of the people and devoid of any kind of
populist appellation versus tendentious Socialist Realism
associated with the policy of the Comintern and supposedly
closer to people and their perception of art — cannot be
sustained, and neither can the binary approach to art of that
period. Personally, | prefer the more descriptive terms of the art
production of that time which, for example, Fredric Jameson
calls “the impure aesthetics” of modernism which in such
“dense” and “desperate times” got “infected,” while the
plebeians were those who made history happen.*®

The Forgotten Prehistory of the Experiment

The People’s Liberation Struggle (NOB), as | have already
suggested in the introduction and the textual intermezzos on
the NOB, should be viewed within this thoroughly elaborated
relationship between the left intelligentsia and the people — as
a kind of a political and practical realization of, for example,
Brecht’s and Laclau’s theses. During that war, the people
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avangardnih praksi.®” Pritom se i u kazali$nim praksama i njihovim
sistematizacijama i analizama zanemaruju epizode partizanskog
kazalista dijelom i zbog eksplicitne politicke obojenosti i populizma,
a vjerojatno i nedodirljivog statusa koji je Narodnooslobodilacki

rat zauzeo u novoj drzavi, zajedno s pripadaju¢im organizacijama
poput SUBNOR-a, $to je mnogim sudionicima u eksperimentalnim
kazali§nim poku$ajima, pretpostavljam, bilo odbojno.3---------
Plebejski i gerilski aspekt tog kazalista, koji stalno potencira i
Darko Suvin, u naknadnim se valorizacijama izgubio, ostajuéi
(tek) zabiljezen kroz rad jednog kazali$nog autora kojem ovim
zaklju¢kom posveéujem pozornost, nepravedno izostalu u
domacoj teatrologiji. Rije¢ je o Bogdanu Jerkoviéu koji se u svojoj
replici tijekom razgovora za temat Prologa (br. 27 i 28) iz 1976.
zalaze za ,¢vrsto drustveno i jasno orijentirano kazali$te“ koje
predstavlja ,kolektivizaciju cijele grupe” i ,spajanje dviju sredina:
radni¢ke i kazaliSne - a koje se medusobno potpuno ne poznaju”
dok oni ,koji stvaraju predstavu imaju iste probleme koje ima i
drustvo u kojem djeluju“.®® Povodom smrti Bogdana Jerkoviéa,
koji ove re¢enice izgovora dok vodi kazali§nu grupu u ondasnjoj
tvornici Koncara, Darko Suvin reci ¢e: ,cijeli je Zivot bio naprosto
tabuiziran od glavnih hrvatskih teatara, kao perifericki ekscentrik
sumnjive vrijednosti“.*© Medutim ,u terminima teatarske povijesti,
to je linija za koju se moze pretpostaviti da vuce korijen (da

became the protagonists of this “improvised revolution”

which was not preceded by lengthy analytics as in the case

of the Soviets, but it was rather direct and instantaneous.®

Its “popular-frontist” principles were honoured to the extent
that the leadership of the Communist Party “was never openly
presented, but merely implied.”32 While the people who have
become the main protagonists and the torchbearers of the
revolution “were not Herder’s ethnic group unified under the
common language and historical tradition,” the concept which
was, as | have already stated, heavily criticised by Krleza,
Brecht and Cesarec.® Although born out of a crisis and
desperate times, this people-protagonist could not discharge
its ludic quality within this impromptu-revolution — a quality
which has been viewed as characteristic of the common people
and their culture in its modern revaluations (Bakhtin, Huizinga,
Burke). “A particular kind of communication,” that is, the
particular “genres of speech” — which Bakhtin usually attributed
to the times of crisis within the culture of laughter during the
Renaissance and the Middle Ages®* — were developed within
this people’s revolution. -------- In the case of the Partisan
struggle, these specific genres of speech were perhaps most
pronounced in theatre work because this improvised theatre
within the “improvised” revolution had a clear appellate and
political function, without being devoid of elements of (impure)

ne idemo u plemenske spektakle) iz helenskih satirskih
igara, italickih atellanskih farsi, srednjovjekovnog teatra
misterija i mirakula, te kulminira u plebejskom humanizmu
Renesanse, a zatim, nakon njenog poraza, u fabularno i
agenski Sabloniziranoj, ali gestovno i mimic¢ki rafiniranoj
commedia dell’arte“.# Ta umjetnicka linija, ali i politicka
pozicija koja se iza nje krije, potpuno je zaboravljena u
domacéem eksperimentalnom kazali$tu koje je velikim dijelom
depolitizirano ili su mu se, ¢ak, adekvatno pronasli temelji u
gradanskom kazali$tu izmedu dva svjetska rata.*? Plebejsko
je nasljede potpuno zaboravljeno, kao i njegovo ostvarenje u
najvecoj nekazali$noj improvizaciji nasih naroda i narodnosti
— Drugom svjetskom ratu Cije se kazali$te dozivljava kao
isklju¢ivo populisti¢ko i tendenciozno - ali bez umjetnicke
tendencije.

TA UMJETNICKA LINIJA, ALI | POLITICKA
POZICIJA KOJA SE IZA NJE KRIJE,
POTPUNO JE ZABORAVLJENA U DOMACEM
EKSPERIMENTALNOM KAZALISTU KOJE JE
VELIKIM DIJELOM DEPOLITIZIRANO ILI SU
MU SE, CAK, ADEKVATNO PRONASLI TEMELJI
U GRADANSKOM KAZALISTU IZMEBU DVA
SVJETSKA RATA.

................................................. l 43

THIS TENDENCY IN ART, BUT ALSO THE
POLITICAL ORIENTATION WHICH HIDES BEHIND
IT, HAVE BEEN COMPLETELY FORGOTTEN
WITHIN THE NATIONAL EXPERIMENTAL
THEATRE WHICH HAS, IN TURN, BEEN LARGELY
DEPOLITICISED. MOREOVER, ITS ORIGINS HAVE
BEEN CONVENIENTLY IDENTIFIED IN BOURGEOIS
THEATRE BETWEEN THE TWO WORLD WARS.

modernist language. The statement of the actor Broslav
Borozan, the participant of the so-called People’s Liberation
Theatre of Yugoslavia, supports the claim that the agitation and
populist theatre in the midst of war did not lose its avant-garde
elements: “This theatre was truly realized in an avant-garde
way among the partisan audience, as a part of their daily lives;
it was incorporated in such a way that it reflected the subject
and the object without the distance created by a stage with

a curtain and ramp. Therefore, the partisan audience did not
experience theatre, but they programmatically /ived with it.
Because, you have to understand, no theatre which existed
during the war could have been a match to the drama of

war, while the tragic pathos of reality which ascended to the
nationwide pain engrossed all human emotions.”3
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! Kao primjer uzmimo leksikografsku natuknicu populizam u Hrvatskoj
enciklopediji gdje nailazimo na konkretno navodenje povijesnih primjera
populisti¢kih pokreta (koji se ¢esto izostavljaju u stru¢nim tekstovima o
populizmu) uz isticanje populisti¢kih karakteristika protivljenja ,dominaciji
elita“ te zastupanje ,,pobolj$anja socioekonomskoga polozaja srednjih i nizih
klasa®; izvor: http://www.enciklopedija.hr/Natuknica.aspx?ID=49512 (zadnji
pregled: 1. travnja 2015.). I u ovom lapidarnom slucaju ekstrakcije u cilju kratke
bibliografske jedinice dolazi do generalizacije ili jednostranog prisivanja
populizma isklju¢ivo ,,antidemokratskim, rasisti¢kim i nacionalisti¢kim
usmjerenjima“ (ibid.) ili pak u dana$njem europskom politi¢ckom kontekstu
»radikalno desnim strankama®. Rije¢ je gotovo o tendenciji u europskoj
politologiji da se ,ve¢ina znanstvene literature o populizmu bavi tim fenomenom
na (radikalno) desnoj strani politickog spektra“ (Augustin Derado, ,Populizam
i kriza demokracije*, u: Amalgam. Casopis studenata sociologije, br. 6-7, 2014). O
drugoj vrsti ,manjkavosti“, odnosno generalizacije u biljesci (3).

% Kao inicijalni trenutak aktualiziranja ove teme u politi¢koj teoriji uzima se
ipak nesto raniji datum i konferencija na fakultetu London School of Economics
odrzana 1967. (vie o tome u: Ghita Ionescu i Ernest Gellner (ur.), Populism:

Its Meanings and National Characteristics, London, Macmillan, 1969). Kasnija
aktualizacija populizma u raspravama povezana je s postmarksistickim

i poststrukturalistickim teorijskim tendencijama, a kao mjesto njihova
rasplamsaja i aplikacije uzimaju se izborni uspjesi (relativno) lijevih politi¢kih
pokreta u Juznoj Americi, od bolivarizma u Venezueli do lijevog peronizma
(kirhnerizma) u Argentini i odnedavno sli¢ne tendencije u europskim zemljama
teze zahvadenima krizom i mjerama $tednje. Vise o tome u Cas Mudde i
Cristobal, ,Exclusionary vs. Inclusionary Populism: Comparing Contemporary
Europe and Latin America”, Government and Opposition, god. 48, br. 2, 2012,
Cambridge University Press, London, 147-174.

*Citat preuzet iz teksta Nenada Zakoseka ,,Zauzdani populizam: fenomen
Milana Bandiéa” u: Politicke analize, god. 1, br. 1, 6-10. Kao jedan od recentnih

The problem of such a “plebeian” theatre, especially in
wartime, was that its history remained unwritten, so today,

our examination of this type of theatre is limited to the almost
autobiographical testimonies of actors and other participants of
various agitprop divisions who recall “the improvised guerrilla
theatre of short forms, with an abundance of song and dance,
as well as short sketches.”?® Thus, these circumstances enabled
theatre studies to superficially address this period of our national
theatre without finding any political or aesthetic aspects that
would have connected it with the development of national
experimental theatre — in its heydays during the nineteen-
seventies and eighties — while, in subsequent interpretations,

its origins have been ascribed to the pre-war avant-garde
practices.?” In addition, the partisan theatre is also disregarded
in theatre practice and excluded from its systematizations and
analysis partly because of its explicit political proclivities and
populism, and probably partly because of the irreproachable
status held by the People’s Liberation War within the new

state, together with its respective organizations such as the
Associations of Battlemen of the People’s Liberation War
(SUBNOR), which many participants in the experimental theatre
- | suppose - found reprehensible. 38 --------- The plebeian and
guerrilla aspect of this theatre, which Darko Suvin ardently
emphasizes, disappeared from subsequent valorisations,

primjera navodim i raspravu izmedu Catherine Fieschi i Phillippea Marlié¢rea na
mreZnoj stranici opendemocracy.net. Izvori: https://www.opendemocracy.net/
catherine-fieschi/plague-on-both-your-populisms, https://www.opendemocracy.
net/can-europe-make-it/philippe-marli%C3%A8re/demophobes-and-great-fear-
of-populism, https://www.opendemocracy.net/can-europe-make-it/catherine-
fieschi/who%E2%80%99s-afraid-of-populist-wolf, https://www.opendemocracy.
net/can-europe-make-it/philippe-marli%C3%A8re/populism-and-enchanted-
world-of-%E2%80%98moderate-politics%E2%80%99 (zadnji pregled: 10. travnja
2015.).

* Gustave Le Bon, The Crowd: A Study of the Popular Mind, New York, Macmillan,
1896, str. 109. Rije¢ je o drugoj studiji Le Bonova ciklusa bavljenja ,narodnim
masama"“ i politickim pojavama 19. stolje¢a. Nakon Psihologije naroda (1894) i
spomenute Psihologije gomila, slijedi Psihologija socijalizma (1896) te u kona¢nici
Francuska revolucija i psihologija revolucije (1910). Knjige su ubrzo nakon izlaska
u Francuskoj bile prevedene na svjetske jezike s obzirom na ,,aktualnost teme*.
Ostaje zanimljiv izdavacki podatak da je Psihologija revolucije svoje prvo izdanje
na ovim prostorima imala 1919., a Psihologija gomila godinu dana poslije, upravo
u vremenu uspjelih i neuspjelih revolucija poslije Prvog svjetskog rata.

® Usp. Gustave Le Bon, The Psychology of Socialism, New York, Macmillan, 1899,
str. 51.

¢ ,The grande peur of the nineteenth-century social sciences (prev. M. K.) u:
Ernesto Laclau, On populist reason, London, Verso, 2005, str. 19.

7 Usp. Ernesto Laclau, On populist reason, London, Verso, 2005, str. 6. Rije¢ je o
zadnjoj Laclauovoj knjizi o ovoj temi kojom se poceo baviti jo$ u ranijem dijelu
svojega opusa tekstom ,,Towards a Theory of Populism®, Politics and Ideology in
Marxist Theory, New Left Books, 1977. U njemu donosi sli¢nu kritiku, ali tada
aktualnih rasprava o argentinskom (i op¢enito latinskoameri¢kom) populizmu.

8 Ibid. 4.

® Americki populizam javlja se kao reakcija na te§ku ekonomsku i socijalnu
situaciju kojom je posebno bilo pogodeno agrarno podruéje Juga SAD-a i Velike
nizine. Rijec je o vremenu nagle industrijalizacije, smanjenja cijena hrane
odnosno poljoprivrednih proizvoda, ali povecanja troskova proizvodnje i rasta

preserved (only) in the work of one theatre author to whom |
pay attention in this conclusion - the attention that the national
theatre studies have unjustly denied him. | am talking about
Bogdan Jerkovi¢ who, in his response in the interview for the
feature article in Prolog (No. 27/28) in 1976, advocated for “a
strongly and clearly socially oriented theatre” which represents
“the collectivisation of the group as a whole” and “connects
the two groups: the workers and theatre members — who are
completely unfamiliar with one another,” while those “who
create plays share the same problems with the society in
which they work.”®® On the occasion of Bogdan Jerkovié’s
death, who uttered these sentences while leading a theatre
group in the former Kon¢ar factory, Darko Suvin said: “He

was tabooed his whole life from all major Croatian theatres
and considered as a peripheral eccentric of questionable
worth.” ¢ However, “in terms of the history of theatre, it can be
assumed that this tendency in art is rooted in (not to broach the
subject of tribal spectacles) Hellenic satyr plays, Italic Atellan
farces, Medieval mystery and miracle plays, culminating in the
plebeian humanism of the Renaissance, and after its decline,
in commedia dell’arte with its stock characters and themes,
but refined in gestures and mimicry.” This tendency in art, but
also the political orientation which hides behind it, have been
completely forgotten within the national experimental theatre
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kreditne zaduZenosti malih poljoprivrednih gospodarstava. To je kao rezultat
imalo pauperizirano i proletarizirano selo ameri¢kog Juga. U tom se kontekstu
na dvostranackom ameri¢kom politickom polju pojavljuje populisticka stranka,
odnosno People’s Party, koja se uspijeva nametnuti kao treci stranacki faktor
otvorenom kritikom banaka, retorikom koja se temelji na stilskim figurama
antiteze poput: bankari/korporacije versus poljoprivrednici (u ameri¢kom slu¢aju
pojam seljak ne opstoji u politi¢ckom diskursu) i radnici (vise u: Howard Zinn,

A People’s History of The United States, New York, Harper Perennial, 2001., 286-
297 i Kenneth Minogue, ,,Populism as a Political Movement*, u: Ghita Ionescu i
Ernest Gellner (ur.), Populism: Its Meaning and National Characteristics, London,
Macmillan, 1969, str. 208.

10 Laclau, Politics and Ideology, 175.

' Ibid. 174.

12 Usp. Darko Suvin, Samo jednom se ljubi: Radiografija SFR Jugoslavije, Beograd,
Rosa Luxemburg Stiftung, Beograd, 2014, str. 314.

1 ibid. 317.

4 Ne treba izostaviti da Brangwyn radi ovaj mural za vrijeme vlasti populistickog
gradonacelnika Tommyja Johnsona u industrijskom gradu s izrazenom
socijalisti¢ckom tradicijom i sindikalnim pokretom. Vise u: Peter Linebaugh,
»Icon and Ideal“ u: The Magna Carta Manifesto: Liberties and Commons for All,
Berkeley, University of California Press, 2008, 195-196.

1> Izvor: http://www.tportal.hr/vijesti/komentari/311184/Je-li-Hrvatska-jedina-
drzava-s-predsjednikom-duhom.html; (zadnji pregled: 10. travnja 2015.) i
http://www.jutarnji.hr/kolinda-iz-kabineta-maknula--jakog--murtica-i-stavila--
vedrog--sebalja/1336608/ (zadnji pregled: 24. travnja 2015.)

1O tome da ovo ,seljacki® treba shvatiti uvjetno i da je doista bila rije¢ o jednoj
Sirokoj pobuni ,,nizih slojeva“ govori i podatak da su se umjetnici tog razdoblja
aktivno svrstali na ,plebejsku® stranu i postajali dio te ,mase“. O napustanju
»umjetnic¢kih laboratorija“ i odlasku u rat tijekom $esnaestog stoljeca ekstenzivno
pise talijanski povjesni¢ar umjetnosti Paolo Thea u Gli artisti e Gli ,,Spregeveli©.
1525: la creazione artistica e la guerra dei contadini in Germania, Milano,
Mimesi, 1998.

which has, in turn, been largely depoliticised. Moreover, its
origins have been conveniently identified in bourgeois theatre
between the two World Wars.* Its plebeian legacy has been
completely forgotten, as well as its achievement in the largest
non-theatrical improvisation ever staged by our people and
nations — the Second World War, whose theatre is considered
purely populist and tendentious, having no artistic tendencies.

!Let us take, for example, the lexicographic entry on populism in the Croatian
encyclopaedia which mentions concrete historical examples of populist movements
(which are often omitted from academic texts on populism), and emphasises the
characteristics of populism such as opposing the “domination of the elites” and
advocating for “the improvement of socioeconomic circumstances of the middle
and lower classes”, source: http://www.enciklopedija.hr/Natuknica.aspx?ID=49512
(Accessed on April 1, 2015). Even in this succinct excerpt written with the intention
of creating a short bibliographic entry, there is a generalized and unilateral
ascription of populism to exclusively “anti-democratic, racist and nationalist
orientations” (ibid.), or in today’s European political context, to the “radical right-
wing parties.” We can even consider it a tendency in European political science
that “most of the scientific literature on populism deals with this phenomenon only
within the (radical) right of the political spectrum” (Augustin Derado, “Populizam
ikriza demokracije” in Amalgam - the magazine of sociology students, Vol. 6-7,
2014). On the other kind of “deficiency” or generalization see note (3).

% A somewhat earlier date and the conference held at the London School of
Economics in 1967, can be considered as the initial moment of this issue’s inception
into political theory (see more in: Ghita Ionescu & Ernest Gellner (eds.), Populism:

V7 Prema: Silvia Federici, Kaliban i vestica. Zene, telo i prvobitna akumulacija,
Beograd, Burevesnik, 2013, 82.i 83.

8 Bertolt Brecht, Brecht on Theatre, ur. John Willett, London, Methuen, 1964, str.
252.

' Prijevod na engleski doprinosa toj raspravi uz kriticki komentar Fredrica
Jamesona (ur.) u Theodor Adorno i sur., Aesthetics and Politics, London/New
York, Verso, 1977.

2 Osnovni je razlog i institucionalni gubitak interesa za ovaj dio nase povijesti,
zatim Cinjenica da nije rijec o politicki neutralnom problemu te u kona¢nici
postpoliti¢ko razumijevanje totalitarizma kao narativa o dva zla: nacisti¢ckom

i komunistickom, ¢ime pisanje o posljednjem nije akademski profitabilno pa
makar bila rije¢ o kazali$tu.

21 Tbid. 14.

2 Tbid. 24.

# Ibid. 26.

2 Usp. August Cesarec, Rasprave, ¢lanci, polemike : nacionalni, socijalni i
kulturni problemi Jugoslavije, Zagreb, Zora, 1971, str. 37.

» Bertolt Brecht, Dijalektika u teatru, Beograd, Nolit, 1979, str. 177.

¢ Usp. Antonio Gramsci, ,Biljeske o folkloru® u: Folkloristicka ¢itanka, Zagreb,
AGM, 2010, str. 61.

¥ Brecht, Dijalektika, 181.

8 Pritom mislim prije svega na rad Sergeja Ejzenstajna i njegov razvoj montaznih
postupaka, $to je postalo temeljno formalno-jezi¢no sredstvo svih Zanrova lijeve
avangarde, uklju¢ujudi i Bertolta Brechta, na koga se odnosi druga aluzija. Kroz
svoju teoriju gestutsa Brecht razvija specifi¢nu teoriju glume i semiotike tijela.
Tako mu je prvotni izvor inspiracije ipak pekinska opera i azijsko kazaliste,
njegovo je shva¢anje puckosti uvelike utjecalo i na tematiku njegovih drama, ali i
ovaj teorijsko-dramaturski aspekt.

» Fredric Jameson, ,,Reflections in Conclusion” u: Theodor Adorno i sur.,
Aesthetics and Politics, London/New York, 1977, str. 207.

* Impure aesthetics®, u: Fredric Jameson, Brecht and Method, London/New
York, Verso, 199.9, str. 4.

Its Meanings and National Characteristics, London Macmillan, 1969). The later
revival of populism is tied to the discussions related to post-Marxist and post-
structuralist theoretical tendencies. Its reignition and application accompanied

the electoral successes of the (relatively) left-wing political movements in

South America: from Bolivarianism in Venezuela to the left-wing Peronism left
(Kirchnerism) in Argentina and, more recently, the similar tendencies appeared

in the European countries severely affected by the crisis and austerity measures.
See more in: Cas Mudde & Cristébal, “Exclusionary vs. Inclusionary Populism:
Comparing Contemporary Europe and Latin America”, Government and
Opposition, Vol. 48, No. 2, 2012, Cambridge University Press, London, pp. 147-174.
* Quote from Nenad Zakosek’s text, “Zauzdani populizam: fenomen Milana
Bandi¢a” in Politicke analize, Vol. 1, No. 1, 6-10. As one of the more recent examples,
we should mention the discussion between Catherine Fieschi and Philippe Marliére
on the website opendemocracy.net. Sources: https://www.opendemocracy.net/
can-europe-make-it/philippe-marli%C3%A8re/demophobes-and-great-fear-of-
populism, https://www.opendemocracy.net/can-europe-make-it/catherine-fieschi/
who%E2%80%99s-afraid-of-populist-wolf, https://www.opendemocracy.net/
can-europe-make-it/philippe-marli%C3%A8re/populism-and-enchanted-world-of-
%E2%80%98moderate-politics%E2%80%99 (Accessed on April 10, 2015).

*Gustave Le Bon, The Crowd: A Study of the Popular Mind, New York, Macmillan,
1896, p. 109. This is the second study from Le Bon’s series on “popular masses” and
the 19" century political phenomena. After the publication of The Psychology of
Peoples (1894) and the aforementioned The Crowd, he also published The Psychology
of Socialism (1986) and, finally, The French Revolution and the Psychology of
Revolution (1910). After their release in France, the books were translated into other
word languages because they dealt with “topical issues.” An interesting publication
detail is that The Psychology of Revolution was first published in this region in 1919,
while The Crowd was released a year later, during the successful and unsuccessful
revolutions following the First World War.

° Cf. Gustave Le Bon, The Psychology of Socialism, New York, Macmillan, 1899, p. 51.
¢“the grande peur of the nineteenth-century social sciences” (trans. M.K.) in Ernesto
Laclau, On populist reason, London, Verso, 2005, p. 19.
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*! ibid. Suvin, 315.

*2 ibid. 316.

¥ Usp. Boris Buden, ,,Jo$ o komunisti¢kim krvolocima...“ u: Prelom, br. 3-4, 2003,
51-57.

** Usp. Mihail Bahtin, Stvaralastvo Fransoa Rablea: i narodna kultura srednjega
veka i renesanse, Beograd, Nolit, 1978, str. 18. U ovom je kontekstu instruktivno
i ¢itanje Petera Linebaugha koji se pisuci o povijesti jednog praznika iz lijeve
tradicije - Prvog maja, poziva i na njegove pretkapitalisticke temelje u slavlju
plodnosti, vegetacije i prolje¢a — uz jak izvedbeni element kroz likove Jack-
in-the-Greena i Kraljice maja. Razvojem kapitalizma slavlje postaje progon, a
progon postaje klica otpora koja se na kraju i ostvaruje kroz povijesno ustolic¢enje
Prvog maja kao simbola borbe masa za bolje Zivotne i radne uvjete. Tako da ono
§to je prvotno nastalo kao vitalisticko narodno slavlje nije nuzno nevezano uz
otpore mase u novim povijesnim slu¢ajevima - pa tako i ovdje; Peter Linebaugh,
The Incomplete, True, Authentic and Wonderful History of MAY DAY, izvor:
http://www.midnightnotes.org/mayday/green.html (zadnji pregled: 14. travnja
2015.)

* Braslav Borozan, ,,Avangardno i inovacije u kazalistu NOB-a“, u: Dani
Hvarskog kazalista: Hrvatska dramska knjiZevnost i kazaliste od predratnih
revolucionarnih previranja do 1955., Split, Knjizevni krug, 1983, str. 48.

3 Iskaz Jure Kastelana, prema Suvin, 316.

¥ Usp. Marin Blazevi¢, Izboreni poraz: novo kazaliste u hrvatskom glumistu od
Gavelle do..., Zagreb, Disput, 2012.

* O heterogenosti i kontradikcijama (s obzirom na vrijedele politike i poredak)
domacega eksperimentalnog kazalita mozda najbolje govori prvi temat prireden
u njihovu ¢ast u ¢asopisu Prolog, br. 27 i 28, 1976, str. 5-12.

* ibid.

* Darko Suvin, O Bogdanu, o sjeanju, o teatru kao utopijskoj radosti, Gordogan,
br. 25, 2010.

! ibid.

U pregledu temelja hrvatskoga novog kazalista, eksperimentalne i
avangardisti¢ke temelje tog kazali$ta, Blazevi¢ vidi prvenstveno u radu Branka

7Cf. Ernesto Laclau, On populist reason, London, Verso, 2005, p. 6. This is the last
Laclau’s book on this subject which he already tackled within the earlier part of

his oeuvre, i.e. in the text “Towards a Theory of Populism’, Politics and Ideology in
Marxist Theory, New Left Books, 1977, where he provided a similar critique on the,
then current, debates concerning the Argentinian (and Latin American, in general)
populism.

8 Ibid. 4.

°The American populism arose in response to the difficult economic and social
circumstances, which particularly affected the agricultural South of the United States
and the Great Plains. This was the period of rapid and intensive industrialization,
reducing the costs of food and agricultural products, while increasing the production
costs and the growth of indebtedness of small farms. In result, the American South
was pauperized and proletarianized. In this context, within the US two-party system,
the populist party or the People’s Party emerged and managed to impose itself as

a third party option with its outspoken criticism of banks utilizing the antithetical
rhetorical devices such as: bankers/corporations versus farmers (in the US, the term
peasant does not exist in the political discourse) and workers (see more in: Howard
Zinn, A People’s History of The United States, New York, Harper Perennial, 2001.,
286-297 and Kenneth Minogue, “Populism as a Political Movement” in Ghita Ionescu
& Ernest Gellner (ed.), Populism: Its Meaning and National Characteristics, London,
Macmillan, 1969, p. 208).

19 in: Laclau, Politics and Ideology, 175.

1 Ibid. 174.

12 Cf. Darko Suvin, Samo jednom se ljubi: Radiografija SFR Jugoslavije, Beograd, Rosa
Luxemburg Stiftung, Beograd, 2014, p. 314.

2 Ibid. 317.

!4 We should also mention that Brangwyn made this mural under the populist mayor
Tommy Johnson, in the industrial city with a strong socialist tradition and the labour
union movement. See more in: Peter Linebaugh, “Icon and Ideal” in The Magna Carta
Manifesto: Liberties and Commons for All, Berkeley: University of California Press,
2008, 195-196.

Gavelle. Darko Suvin pak u svojem nekrologu Bogdanu Jerkovi¢u upravo smatra
da je gavelizam hrvatskog kazalita prije¢io razvoj mladih glumaca nakon
povratka iz amaterskog partizanskog kazalista: ,,To nije bila jedna od mnogih
Skola, nego isklju¢ivi put kojim je mladi glumac (nakon spontanog partizansko-
amaterskog vala, iz kojeg su dosla neka od nasih najboljih glumackih imena)
mogao uéi u hrvatske teatre, dakle stopostotni monopol. Tu se radi o dobroj
austrijsko-apsolutisti¢koj tradiciji po kojoj je svaka $kola bila stup rezima (jer su
Skole tradicionalno bile za izabrane koji ¢e sutra biti dio vladajuce klase, najvisi
srednji ili nizi)”, ibid. 201.

1> Source: http://www.tportal.hr/vijesti/komentari/311184/Je-li-Hrvatska-jedina-drzava-
s-predsjednikom-duhom.html; (Accessed on April 10, 2015.) and http://www.jutarnji.
hr/kolinda-iz-kabineta-maknula--jakog--murtica-i-stavila--vedrog--sebalja/1336608/
(Accessed on April 24, 2015).

!¢ That this term “peasant” ought to be understood conditionally and that it truly was

a wide-spread rebellion encompassing “the lower classes” is supported by the fact

that the artists actively sided with the “plebs” and became a part of the “masses”. The
abandonment of the “artists’ laboratories” and going to war during the sixteenth century
was extensively discussed in the book by an Italian art historian Paolo Thea Gli artisti e
Gli ‘Spregeveli’. 1525: la creazione artistica e la guerra dei contadini in Germania, Milan,
Mimesi, 1998.

17 According to: Silvia Federici, Caliban and the Witch, Autonomedia 2004, pp 116

18 Bertolt Brecht, Brecht on Theatre, ed. John Willett, London: Methuen, 1964, p. 252.

1 The English translation contributes to this debate with a critical afterword by Fredric
Jameson (ed.) in Theodor Adorno et al., Aesthetics and Politics, London/New York,
Verso, 1977.

? The main reason for this omission is the lack of institutional interest for this part of
our history, then the fact that it is not a politically neutral issue and, ultimately, the post-
political understanding of totalitarianism as a narrative of two evils: the Nazism and
Communism, making the writing on the latter issue academically non-profitable even
within the context of theatre.

2 Ibid. 14.

2 Ibid. 24.

# Ibid. 26.

2 Cf. August Cesarec, Rasprave, clanci, polemike : nacionalni, socijalni i kulturni problemi
Jugoslavije, Zagreb, Zora, 1971, p. 37.

» Bertolt Brecht, Dijalektika u teatru, Belgrade, Nolit, 1979, p. 177. [English translation
from: Bertol Brecht, Brecht on Theatre, Marc Silberman, Steve Giles & Tom Kuhn (eds.),
London/New York, Bloomsbury, 2015, pp. 201-202].

*Cf. Antonio Gramsci, “Biljeske o folkloru” in Folkloristicka citanka, Zagreb, AGM,
2010, p. 61.

% Brecht, Dijalektika, p. 181.
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21 primarily refer to the work of Sergei Eisenstein and his development of the methods
of montage which became the fundamental formal language technique of all the left
avant-garde genres, including the work of Bertolt Brecht who is alluded to in the
subsequent segment. Through his theory of gestus, Brecht developed a specific theory
of acting and the semiotics of the body. Although his initial source of inspiration was
the Peking opera and Asian theater, his understanding of the concept of popularity has
greatly influenced the themes of his plays, as well as this theoretical and dramaturgic
aspect.

2 Fredric Jameson, “Reflections in Conclusion” in Theodor Adorno et al., Aesthetics and
Politics, London/New York, 1977, p. 207.

* “impure aesthetics’, in: Fredric Jameson, Brecht and Method, London/New York,
Verso, 1999, p. 4

3! Ibid. Suvin, p. 315.

2 Ibid. p. 316.

3 Cf. Boris Buden, “Jo$ o komunisti¢kim krvolocima..” in: Prelom, No. 3-4, 2003, 51-57.
* Cf. Mihail Bahtin, Stvaralastvo Fransoa Rablea: i narodna kultura srednjega veka i
renesanse, Beograd, Nolit, 1978, p. 18. In this context, it is instructive to read Peter
Linebaugh who writes about the history of one holiday from the left tradition - May
Day, referring to its pre-capitalist origins in the festival of fertility, vegetation and

spring - which had a strong performative element in the form of the characters Jack-
in-the-Green and May Queen. By the development of capitalism, the festival became a
persecution, and the persecution became the seed of resistance which finally sprouted
out through the historic establishment of the May Day as a symbol of the struggles of the
masses to achieve better living and working conditions. Thus, what has originated from
vitalist folk festivals is not necessarily unrelated to the new historical instances - same as
in this case; Peter Linebaugh, The Incomplete, True, Authentic and Wonderful History of
MAY DAY, (Accessed on April 14, 2015).

* Braslav Borozan, “Avangardno i inovacije u kazali$tu NOB-a’, in Dani Hvarskog
kazalista: Hrvatska dramska knjizevnost i kazaliste od predratnih revolucionarnih
previranja do 1955, Split: Knjizevni krug, 1983, p. 48.

% Stated by Jure Kastelan, according to Suvin, p. 316.

*7 Cf. Marin Blazevi¢, Izboreni poraz: novo kazaliste u hrvatskom glumistu od Gavelle
do..., Zagreb, Disput, 2012.

3 The heterogeneity and contradictions (in view of the current policies and the political
order) of the national experimental theatre is, perhaps, best addressed in the special
feature on the subject in the magazine Prolog No. 271 28, 1976, pp. 5 - 12.

*Tbid.

* Darko Suvin, O Bogdanu, o sje¢anju, o teatru kao utopijskoj radosti, Gordogan, No. 25,
2010.

“bid.

*“In his study on the foundations of the new Croatian theatre, Blazevi¢ attributes its
experimental and avant-garde roots to the work of Branko Gavella. On the other hand,
in the eulogy written for Bogdan Jerkovi¢, Darko Suvin claims that is was the Gavellian
inclination of the Croatian theatre which impeded the development of young actors
upon their return from amateur partisan theatres: “This was not just one of many
schools, but the only way a young actor could take (after taking part in the spontaneous
partisan amateur wave from which some of our best actors originated) in order to
become a part of the Croatian theatre; so, this was a complete monopoly. This was a part
of the good-old Austrian absolutist tradition where schools were one of the pillars of the
regime (because schools were traditionally only for those selected few who would later
become members of the ruling class, of its upper, middle or the bottom echelon),” ibid.
201.

Croatian to English translation: Dunja Opati¢
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Drustveni angazman
u umjetnosti izmedu
individualnog rada

i kolektivnih praksi:

feministicki principi

Social engagement in art
between individual work
and collective practices:
Feminist principles
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IZVORNI ZNANSTVENI RAD

PREDAN: 10.7.2015.
PRIHVACGEN: 16.7.2015.
UDK: 7.01:141.72

SAZETAK: Rad se bavi analizom individualnih i kolektivnih praksi
unutar politi¢ki angazirane umjetnosti iz feministicke perspektive.
Ukazuju¢i na nuznost postavljanja feministickih principa djelovanja i
organizacije, rad istovremeno ukazuje na nuznost politicke artikulacije i
nove drustvene utopije koja bi medusobno uvjetovan odnos revolucija-
umjetnost / umjetnost-revolucija permanentno mijenjala, izazivala,
oblikovala u sferi svakodnevnih Zivotnih potreba i praksi, ljudskih
odnosa i osjecaja. Pritom teoretizira drustveno i politicko angaziranje
umjetnosti, ukazujuci na feminizam kao politiku koja uspostavlja

polje misljenja i djelovanja, vra¢a nas na osnovna i univerzalna pitanja
politicko-ekonomske i sire drustvene emancipacije. Kroz (lazno)
antagonizirane ideoloske binarne opozicije: individualno vs. kolektivno,
esteticko vs. politicko (koje se izjednac¢ava s etickim), materijalno vs.
diskurzivno, racionalno vs. afektivno - ukazuje na razlicite zaokrete u
polju umjetnosti od 90-tih nadalje, analizirajuci posebno ,,nevolje” s
feministickom festivalizacijom i angaziranjem umjetnosti. Takoder, rad
uvodi politiku afekta kao mogucu strategiju za medusobno povezivanje i
djelovanje (novih) revolucionarnih i umjetnickih praksi.

KLJUCNE RIJECI: individualni rad vs. kolektivne prakse, feminizam,
politika afekta, festivalizacija umjetnosti

ORIGINAL SCIENTIFIC PAPER

RECEIVED: JULY 10™ 2015
ACCEPTED: JULY 16™ 2015
UDC: 7.01:141.72

SUMMARY: The article analyses individual and collective
practices in politically engaged art, as viewed from a feminist
perspective. By highlighting the need for feminist principles

of action and organisation, the text also stresses the necessity

of political articulation and a new social utopia through which
the relation revolution-art/art-revolution can be continually
changed, provoked and shaped in accordance with the everyday
life needs and practices, human relations and emotions. The
author theorizes the social and political engagement of art
(pointing to feminism as an example of politics that establishes
a field of thought and action) and brings us back to fundamental
and universal questions of political economic and wider social
emancipation. Through (falsely) antagonised ideological binary
oppositions — individual vs. collective, aesthetic vs. political
(equalized with ethical), material vs. discursive, rational vs.
affective - the author indicates different turns that have occurred
in art since the 1990s, paying particular attention to “difficulties”
in regard to the festivalisation of feminism and art engagement.
Finally, the article introduces the politics of affect as a possible
strategy through which (new) revolutionary and artistic practices
could interconnect and operate.
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U retori¢koj praksi angazirane umjetnosti posljednjih se godina
susre¢emo s vremenski i prostorno dekontekstualiziranim
pojmovima kolektivnog, zajedni¢kog, kolaborativnog ili
participativog djelovanja koji se postavljaju nasuprot pojmu
individualnog rada, vrlo ¢esto bez jasne konceptualne, a i
drustveno djeluju¢e prakse. Ako uzmemo u obzir da se relacija
vrijeme-prostor kontekstualizira dru$tvenim obrascima koji imaju
politicku, ekonomsku i ideolo$ku mo¢, osnova ovog
nesporazuma individualno vs. kolektivno lezi u ve¢ davno
postavljenom sukobu na jugoslavenskoj ljevici 30-ih godina
proslog stolje¢a oko toga $to je zapravo sinteza umjetnosti i
revolucije, kome i E¢emu ona sluZi. Pitanje estetike, autonomije i
angazmana umjetnosti, onoga $to revolucionarne i avangardne
prakse znace, na sli¢an je nacin prisutno i danas. Razlika je u
tome da su institucionalni prostori i politike kroz postideoloske i
poshtistorijske naracije u meduvremenu napravili lazni
antagonizam izmedu individualnog i kolektivnog, estetskog i
drustvenog, isto tako medusobnu uvjetovanost eticke norme i
politickog angazmana. Zato je nuzno vratiti se na znaéenje
onoga $to individualni rad i kolektivne prakse znace i kako se za
ideje umjetni¢kog i revolucionarnog povezuju i angaziraju u
odredenom kontekstu.! Prostor je koji podlijeze ovoj analizi
(post)jugoslavenski, a vrijeme dijagnosti¢ka povijest sadasnjosti
(i to u feministickom smislu), s tezom da se uzajamna

In recent rhetorical practice of socially engaged art we
encounter temporally and spatially decontextualized notions of
collective, collaborative and participative work. They are in
contrast to the notion of individual work, very often without any
clear conceptual and socially engaged practice. If we take into
account that the relation of time and space is contextualised
through social patterns with political, economic and ideological
power, the roots of this discord between the individual and the
collective lead to the old conflict that occurred on the
Yugoslavian left in 1930s over what the synthesis of art and
revolution really was, as well as to what and to whom it served.
The question of aesthetics, autonomy and art engagement in
what revolutionary and avant-garde practices mean in the
present-day is in a similar way still relevant. The difference is
that in the interim the institutional spaces and politics used
post-ideological and post-historical narratives to cause a false
antagonism between the individual and collective, aesthetic
and social, as well as to create a mutual conditionality of
ethical norm and political engagement. Therefore it is
necessary to go back to the meaning of collective practices
and individual work, and to how they connect and engage in
revolutionary and artistic ideas.! This analysis applies to the
(post)Yugoslavian territory and the history of present, (in
feminist sense). It argues that the interconnection of art and
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povezanost umjetnosti i revolucije danas mora uspostaviti kroz
znacenje umjetnosti kao permanentne revolucije kroz koju se
individualne i kolektivne prakse naizmjeni¢no smjenjuju,
prelazeéi jedna u drugu preko zajedni¢kog ruba — kao u slucaju
Méobiusove vrpce.? -------- Drugo je pitanje kojim se rad bavi: kako
umjetnost intervenira u politicku, ekonomsku i ideolosku mo¢
drustvenih struktura i kako ih uopée radikalno mijenja ako se u
kratkoj povijesti medusobne povezanosti umjetnosti i revolucije
uvijek i iznova briSu njezine feministicke prakse?® U
pojednostavljenoj povijesnoj slici zenskih i/ili feministic¢kih
pokreta (post)jugoslavenskog prostora mozemo prepoznati tri
revizionisti¢ka zahvata, manipulativna preispisivanja i
aproprijacije razli¢itih feministi¢kih praksi te njihova svodenja na
jednoznaéni pojam (s napomenom da je sam pojam
kontekstualno kompleksan u svojim praksama i u¢incima). Prvi
revizionisti¢ki zahvat dogada se nakon prvog vala
jugoslavenskog feminizma, na pocetku Drugog svjetskog rata, a

UZAJAMNA POVEZANOST UMJETNOSTI |
REVOLUCIJE DANAS MORA USPOSTAVITI KROZ
ZNACENJE UMJETNOSTI KAO PERMANENTNE

REVOLUCIJE KROZ KOJU SE INDIVIDUALNE |
KOLEKTIVNE PRAKSE NAIZMJENIENO SMJENJUJU,
PRELAZECI JEDNA U DRUGU PREKO ZAJEDNICKOG

RUBA - KAO U SLUCAJU MOBIUSOVE VRPCE.

e B et l .....................................................

THE INTERCONNECTION OF ART AND
REVOLUTION MUST RETURN TO ITS ORIGINAL
PURPOSE: OF ART AS A PERMANENT
REVOLUTION, IN WHICH THE COLLECTIVE AND
INDIVIDUAL PRACTICES ALTERNATE ONE AFTER
ANOTHER, AS IN MOBIUS BAND.

revolution must return to its original purpose: of art as a permanent
revolution, in which the collective and individual practices alternate
one after another, as in Mdbius band.? -------- The important
question here is how does art intervene in the political,
economic and ideological power of social structures and how
can art even radically change them if the emerging feminist
practices are constantly and repeatedly being erased in the
short history of interconnection between art and revolution?®
Through a simplified historical illustration of women’s and/or
feminist movements on the (post)Yugoslavian territory, we can
define three temporally relevant revisionist interventions,
manipulative copying and appropriations of different feminist
practices, as well as their reduction to an unambiguous term (it
should be noted that the term itself is contextually complex in its
practises and effects). The first revisionist intervention occurred
after the first wave of feminism in Yugoslavia, at the beginning
and particularly after WW2, when equal rights were formally
recognised for all citizens in SFRY. All pre-war women’s

posebno poslije njega, kada su u SFRJ svi narodi i narodnosti,
drzavljani i drzavljanke formalno dobili jednaka prava. Sva
predratna Zenska drustva i udruzenja, formirana bilo po
nacionalnoj bilo po vjerskoj, ili s druge strane, po kulturnoj,
umjetnickoj ili profesionalnoj liniji, bila su podjednako
opredijeljena kao gradanska, a socijalni, prosvjetni i stvaralacki
rad progresivnih feministickih i/ili Zenskih udruzenja, grupa ili
pojedinki u tom polju, ocijenjen je kroz prizmu ,pogresne”
burzoaske ideologije, $to na kraju dovodi i do (samo)ukidanja
AFZ-a i birokratizacije Zenskih tijela unutar partijskih struktura
organizacije drzave (prva, socijalisti¢ka revizija). Po¢etkom 90-ih
godina, u vrijeme ratnog raskrajanja Jugoslavije propatrijarhalno
Zensko djelovanje ponovno je zazivjelo u okviru dominantnoga
nacionalisti¢kog diskursa i njegove izmi$ljene tradicije. Iz starih
je arhiva tako izvucen i revaloriziran rad propatrijarhalnih
zenskih zadruga, ali i pojedinih pripadnica gradanskog sloja ¢ija
su nacionalna opredjeljenja s poc¢etka 20. stolje¢a
manipulativno interpretirana u cilju ispisivanja prigodnoga
povijesnog teksta za potrebe stvaranja etnonacionalistickih
drzava. Revolucionarna Zenska udruzenja zajedno sa
socijalisti¢kim idejama bila su pritom u potpunosti sporedna
(druga, etnonacionalisti¢ka revizija). Nakon ponovnog
ozivljavanja etnonacionalisti¢kih politika i u ime njih vodenih
ratova tijekom 90-ih, u periodu tranzicije iz arhiva se izvlace i

associations were equally defined as civic, regardless of
whether they were formed on national, religious, political,
cultural, artistic or professional grounds. The social, educational
and creative work of progressive feminist and/or women’s
organisations, groups and individuals was judged through the
prism of the “wrong” bourgeois ideology, which eventually
resulted in the (self)abolition of Women’s Antifascist Front and in
the bureaucratisation of women’s associations (the first,
socialist revision). In early 1990s, during the wars that followed
after the split of Yugoslavia, the pro-patriarchal women'’s activity
resurfaced within the dominating nationalistic discourse and its
fabricated folklore tradition. At the same time the work of pro-
patriarchal women’s cooperatives as well as of some female
members of the bourgeois class, was dug from the archives and
revalorised. Their national orientations from the beginning of the
20 century were manipulatively interpreted so as to produce an
appropriate historical narrative for the needs of creating ethno-
nationalist states. The revolutionary women’s associations and
socialist ideas were at the same time completely side-lined (the
second, ethno-nationalist revision). In the transition period that
followed after the revival of ethno-nationalist politics and the
1990s wars, the representatives of the “salon” feminism and
their so-called bourgeois organisations were also brought from
the archives. In accordance with the introduction of liberal-
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predstavnice ,salonskog” feminizma i njihove gradanske
organizacije. U skladu s uvodenjem liberalno-demokratskih
manira u cilju pridruzivanja rodno osvijestenoj velikoj europskoj
obitelji, postaju velike Zene ispred svojega vremena, a njihovi
pokreti daleki vjesnici gradanske jednakosti i raznolikosti
suvremenog drustva, koji su tijekom socijalizma bili zabranjeni
ili jednostavno besmisleni (tre¢a, tranzicijska, liberalno-
demokratska revizija). -+ Ako na ovom mjestu feminizam
shvatimo kao heterogeni pojam koji podlijeze razli¢itim
ideoloskim opcijama, politika feministickog djelovanja koja
ukazuje na nevolje s laznim univerzalizmom revolucionarnih
ideja, da bi ih u¢inila neprekidnima i uistinu zajedni¢kima, s
vremenom postaje instrumetalizirana ili jednostavno prilagodena
dominantnim diskursima. Ako se osvrnemo na period koji je u
povijesti (post)jugoslavenskog prostora bio revolucionaran i
oslobadajuci po vise razli¢itih osnova, uvidamo da se u proces
oznacavanja radnicke klase u periodu socijalizma pre$utno
upisala obiteljska podjela rada i reprodukcija onoga $to se
tradicionalno smatralo prirodnim mus$ko-zenskim ulogama
(dobrobit zene uklju¢ena je u blagostanje muskarca, tako da su
radanje djece, kuéanske i potroSacke aktivnosti ostali primarni
zenski zadaci). Posljedi¢no je pla¢eni rad muskarca zadrzao
drugaciji (povlasten) status, tako da se socijalisti¢kom politikom
rodne jednakosti bitno nije promijenio patrijarhalni status Zzena

democratic etiquette with the aim to join the big, gender-aware
European family, they became to be considered as great women
of their time. Their movements were regarded as distant heralds
of civic equality and the diversity of contemporary society,
which under socialism were forbidden or considered as
meaningless (the third, transitional, liberal-democratic revision).
--------- If we take into account the fact that feminismis a
heterogenic notion that can be subjected to different ideological
options, the politics of feminist activity that indicates difficulties
with the revolution’s false universalism (so as to make it
continuous and truly mutual), over time always becomes
instrumentalized or simply attuned to the dominating
discourses. If we observe the socialist period in Yugoslavia
(which was revolutionary and liberating on many levels in the
history of the (post)Yugoslavian territory), we can notice that
family work distribution and the reproduction of what was
traditionally considered as “natural” were tacitly included to the
process of marking the socialist working class. The well-being of
a woman was included in the well-being of a man, hence
childbearing, housework and consumer activities remained to be
women'’s primary tasks. Consequently, the man’s paid work kept
a different (privileged) status, reflecting the fact that the new
politics of gender equality did not change the patriarchal status of
women and, most notably, did not solve the problem of their

(prije svega, nije se rijeSio problem nepla¢enoga ku¢anskog i
reproduktivnog rada, usprkos jednakom drustvenom,
ekonomskom i politickom statusu Zene). Politicka ekonomija
koja je bila izgradena na podrazumijevajuéim, ,prirodnim”
musko-zenskim obvezama (vrijednostima), kao i na moralnim
kategorijama obiteljske i javne (zaposlene) Zene, osigurala je
uvjete s pomocu kojih se patrijarhalni odnos izmedu proizvodnje
i rodne raspodjele rada vremenom retradicionalizirao,
onemogucavajuéi da se postojeéa znacenja rada i proizvodnje
materijaliziraju u smjeru rodnih, bitno jednakopravnih politika.
--------- Povijest (post)jugoslavenskog prostora zato predstavlja
slozeno i nestabilno tlo za kriti¢ko promisljanje dosadasnjih
revolucionarnih, posebno feministi¢kih praksi, jer se nakon
socijalisticke revolucije eksploatacija nastavlja kroz socijalizmu
prilagoden patrijarhat. U tome se jasno prepoznaju i uzroci
kontrarevolucionarnog djelovanja‘ i temelja kasnijega
tranzicijskog povratka na fatalni spoj kapitalizma i patrijarhata,
zbog ¢ega feministicki principi i feministi¢ka perspektiva

KAKO UMJETNOST INTERVENIRA U POLITICKU,
EKONOMSKU | IDEOLOSKU MOC DRUSTVENIH
STRUKTURA | KAKO IH UOPCE RADIKALNO MIJENJA
AKO SE U KRATKOJ POVIJESTI MEDUSOBNE
POVEZANOSTI UMJETNOSTI | REVOLUCIJE UVIJEK |
IZNOVA BRISU NJEZINE FEMINISTICKE PRAKSE?

................................................... I 59

HOW DOES ART INTERVENE IN THE POLITICAL,
ECONOMIC AND IDEOLOGICAL POWER OF SOCIAL
STRUCTURES AND HOW CAN ART EVEN RADICALLY
CHANGE THEM IF THE EMERGING FEMINIST PRACTICES
ARE CONSTANTLY AND REPEATEDLY BEING ERASED IN
THE SHORT HISTORY OF INTERCONNECTION BETWEEN
ART AND REVOLUTION?

unpaid household and reproductive work (despite of women’s
equal social, economic and political status). This political
economy, built on the foundation of “natural” male-female duties
(values) and moral categories of the family woman and the public
(employed) woman, set the conditions that over time helped to re-
traditionalise the patriarchal relation between production and
gender work distribution. At the same time, it made it impossible
for the notions of work and production to materialise towards
gender, essentially equal, politics. -------- The history of (post)
Yugoslavian territory in that sense represents a complex and
unstable ground for critical thinking of past revolutionary
(particularly feminist) practices, because the exploitation was
continued after the socialist revolution, through a patriarchal
system that was simply adjusted to the socialist regime. In this
we can clearly recognise the causes of counter-revolutionary
activity, as well as the basis of the later transitional return to the
fatal combination of capitalism and patriarchy. Feminist principles
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postaju nuzni u procesu reangaziranja uzajamnog odnosa
revolucije i umjetnosti. (Do)sadasnje se feministi¢ke politike u
suvremenoj simbiozi kapitalizma i patrijarhata zato istovremeno
mogu sagledati kao simptom i posljedica, ali i kao i sredstvo,
odnosno polazna to¢ka za politi¢ku artikulaciju onih
emergentnih praksi koje uru$avaju tu simbiozu i njezina
uporista. -+ Povijest sadasnjosti u zna¢enju Foucaultove
dijagnoze povijesti feministi¢kih politika, njihovih kontinuiteta i
diskontinuiteta, u zna¢enju osnovne paradigme za gradenje
feministicke platforme koja uspostavlja polje misljenja i
djelovanja, vra¢a nas na osnovna i univerzalna pitanja politi¢ko-
ekonomske i Sire drustvene emancipacije. Dijagnoza kriti¢kog
promis$ljanja pros$losti omogucéava stvaranje autonomnog
prostora u kojem se o drustveno-politickoj emancipaciji,
reprodukciji svakodnevnog Zzivota i politici zajedni¢kog govori i
djeluje s feministi¢ke pozicije. Polazec¢i od toga da feminizam
jest osnova drustvene emancipacije, pogotovo u fazi akutne

(DO)SADASNJE SE FEMINISTICKE POLITIKE U
SUVREMENOJ SIMBIOZI KAPITALIZMA | PATRIJARHATA
ZATO ISTOVREMENO MOGU SAGLEDATI KAO SIMPTOM

| POSLJEDICA, ALI 1 KAO | SREDSTVO, ODNOSNO
POLAZNA TOCKA ZA POLITICKU ARTIKULACIJU ONIH
EMERGENTNIH PRAKSI KOJE URUSAVAJU TU SIMBIOZU
I NJEZINA UPORISTA.

e B I ....................................................

IN THE CONTEMPORARY SYMBIOSIS OF CAPITALISM
AND PATRIARCHY, THE PAST AND CURRENT FEMINIST
POLITICS CAN HENCE BE REFLECTED ON AS A SYMPTOM
AND A CONSEQUENCE. HOWEVER, THEY CAN ALSO
BE CONSIDERED AS A MEANS (OR A STARTING POINT)
OF POLITICAL ARTICULATION FOR THOSE EMERGING
PRACTICES WHICH ABOLISH THIS SYMBIOSIS, AS WELL
AS ITS FOUNDING PRINCIPLES.

and feminist perspective are therefore essential in the process of
re-engaging the mutual relation of revolution and art. In the
contemporary symbiosis of capitalism and patriarchy, the past
and current feminist politics can hence be reflected on as a
symptom and a consequence. However, they can also be
considered as a means (or a starting point) of political articulation
for those emerging practices which abolish this symbiosis, as well
as its founding principles. -+ The history of present as the
Foucault’s diagnosis of the past refers here to the history of
feminist politics and to their continuity and discontinuity. It refers
to the fundamental paradigm for creating a feminist platform that
can establish a field of thought and action, as well as address the
fundamental issue of political economic and wider social
emancipation. It’s a diagnosis of critical thinking of the past that
allows an autonomous space in which socio-political
emancipation, reproduction of the everyday life and politics of the
commons can be discussed and addressed from a feminist

krize suvremenog kapitalizama i njegova raspada u kojem su
Zene masovno i viSestruko ugrozene, zahtjev je za nove politicke
inicijative i danasnju ljevicu u tome da ona mora biti feministicka.
Posljedi¢no rekonstrukcija i pozicioniranje feministicke politike
danas je i pitanje iskustva i pros$losti, pitanje diskontinuiteta lijevo
orijentiranih zenskih i feministi¢kih praksi koje se unutar
drustvene povijesti pojavljuju kao kolektivno organizirane samo u
izvanrednim okolnostima, nakon ¢ega se transformiraju, nestaju
ili se jednostavno ukidaju kao suvi$ne (primjer AFZ-a).5 S
obzirom na danasnje izvanredne okolnosti u kojima feminizam i
ljevica konvergiraju, povijesno nam iskustvo govori da
privremenost Zenskog pokreta u procesu drustvenih promjena
nije opcija. U postojeéim drustvenim i materijalnim okolnostima,
u revolucionarnom smislu: ,,Zene (su) te koje moraju izgraditi bazu
zajedni¢kog, kao osnovu za nove oblike drustvene reprodukcije,
koja ne bi dozvolila da otvaranje prostora bude samo privremena
autonomna zona”.®-------- Pritom moramo biti svjesni da
feminizam i feministi¢ke povijesti nisu sveobuhvatne, homogene
ni linearne, ali da bi u svojoj buduénosti to mogle biti. Feminizam
koji se bavi politikom svakodnevice, rada i Zivota danas (ponovno)
artikulira pitanja $to feminizam znagi u svijetlu suvremenoga
globalnog kapitalizma, u drustvu koje je i dalje patrijarhalno.
Posljednjih se godina viSe puta postavilo pitanje: kakvu ulogu
feminizam i Zensko pitanje imaju u odrzivoj krizi kapitalizma i

position. Drawing from the fact that feminism is the basis of social
emancipation (particularly in the moment when contemporary
capitalism is in acute crisis and falling apart, and where women
are massively and multiply endangered), it is necessary for the
left-wing politics and new political initiatives to be feminist.
Consequently, the reconstruction and positioning of the present-
day feminist politics is also a question of experience and the past.
A question of discontinuity of leftist women’s and feminist
practices which in social history appeared to be collectively
organised only in extraordinary circumstances after which they
would transform, disappear or simply become abolished as
redundant (e.g. Women’s Antifascist Front).> Considering the
extraordinary conditions of the present-day, in which feminism
and the left-wing politics are converging, the historical experience
suggests that women’s movement in the process of social
changes cannot be temporary. In such social and material
circumstances: “this time, however, it is women who must build
the new commons so that they do not remain transient spaces,
temporary autonomous zones, but become the foundation of new
forms of social reproduction.”--------- At the same time, we must
be aware that feminism and feminist histories are not
comprehensive, homogeneous nor linear, although they could be
in the future. The present-day feminism that deals with politics of
the everyday life articulates (again) questions on what feminism

“TUMJETNOSTI



CASOPIS ZA SUVREMENA LIKOVNA ZBIVANJA

permanentnog rata? Odnosno $to feminizam predstavlja u
procesu osiromasenja vecine (npr. putem mjera Stednje) u
procesu privatizacije i neokolonizacije kroz koji se neprestano
proizvode nove marginalizirane grupe / manjine putem
regulativnih mehanizama multikulturalnosti i politika identiteta?

lli drugim rije¢ima, problematizira se $to sve predstavljaju Zenske
borbe, protesti, pokreti, inicijative, Skole i festivali te kako je i zbog
¢ega vecina (ne)vladinih feministickih ili Zenskih organizacija
postala dio neoliberalnih struktura moci u periodu tranzicije.

U potrazi za emancipacijskim ili angaZziranim politikama feminizma
danas, vrlo se ¢esto pribjegava novim oblicima lova na vjestice,
ovog puta drugim sredstvima, onima koja depolitiziraju i
administriraju feminizam u cjelini. Tranzicijski remix postideoloskih
i postpolitickih fragmenata zaglavljenih u nacionalisti¢kim,
klasnim, seksisti¢kim i geografski prisilnim kategorijama
jugoistoéne multi-trans-meduidentifikacije postavio je tako
feminizam ambivalentno u ralje velikog i svjetskog ljudskog
kapitala. Mjesto koje danas odreduje i na$ kontekst i nase

S OBZIROM NA DANASNJE IZVANREDNE
OKOLNOSTI U KOJIMA FEMINIZAM | LJEVICA
KONVERGIRAJU, POVIJESNO NAM ISKUSTVO

GOVORI DA PRIVREMENOST ZENSKOG
POKRETA U PROCESU DRUSTVENIH
PROMJENA NIJE OPCIJA.

CONSIDERING THE EXTRAORDINARY
CONDITIONS OF THE PRESENT-DAY,

IN WHICH FEMINISM AND THE LEFT-
WING POLITICS ARE CONVERGING, THE
HISTORICAL EXPERIENCE SUGGESTS THAT
WOMEN’S MOVEMENT IN THE PROCESS
OF SOCIAL CHANGES CANNOT BE
TEMPORARY.

represents in contemporary global capitalism, in a still patriarchal
society. In recent years, the role of feminism and women’s issues
in the constant crisis of capitalism and permanent war has been a
reoccurring question. That is to say, what does feminism
represent in the process of the impoverishment of the majority
(e.g. through austerity measures)? Where does feminism stand in
the present-day process of privatisation and neo-colonisation
where regulating mechanisms of multiculturalism and identity
politics serve to constantly create new marginalised groups/
majorities? What do women’s struggles, protests, movements,
initiatives, schools and festivals represent, and how and why the
majority of (non)-governmental feminist and women’s
organisations have become a part of neoliberal power structures
in the period of transition? The quest for emancipatory politics of
the present-day feminism often leads to new forms of witch-hunt
but with different means, through which feminism can be entirely
depoliticized and administrated. The transitional remix of post-

revolucionarne zahtjeve kada govorimo o feministi¢kim principima
organiziranja i promjene. -+ S tim u vezi, u ovom bih se radu
dalje osvrnula na dvije politicke paradigme angazmana u
umjetnosti, i to na:

- odnos izmedu individualnog rada i kolektivnih praksi,
¢ija uzajamna povezanost, tj. rubni (Mdbiusovi) prijelazi u
revolucionarne politike angazmana u umjetnosti ovise o
aktualnom kontekstu u kojem se pojavljuju i nisu ideoloski
odvojene;

- feministi¢ke principe djelovanja i organizacije kao na
simptome postoje¢ega drustvenog sustava i okidace
buduce drustvene utopije, odnosno politicke imaginacije
koja bi medusobno uvjetovan odnos revolucija-umjetnost
/ umjetnost-revolucija permanentno mijenjala, izazivala,
oblikovala u sferi svakodnevnih Zivotnih potreba i praksi,
ljudskih odnosa i osjecaja.

............................................................................................................. 53.

ideological and post-political fragments (which are stuck in
nationalist, social class, sexist and geographically enforced
categories of the south-east multi-trans-inter identification) has
pushed feminism in the jaws of global human capital. A position
that continues to determine both our context and our
revolutionary demands in regard to feminist principles of
organisation and change. -------- In that regard, | would like to
reflect on two political paradigms of engagement in art:

the relation between individual work and collective practices,
whose interconnectedness (that is to say, their M6bius
crossings into revolutionary politics of engagement in art)
depends on the current context in which they manifest and in
which they are not ideologically separated.

feminist principles of operating and organisation as
symptoms of the existing social system and triggers of the
future social utopia. Such social utopia represents a political
imagination that could continually change the relation
revolution-art/art-revolution and shape it in accordance with
the everyday life needs and practices, human relations and
emotions.
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Izmedu individualnog i kolektivhog

Drustveni i politicki angazman u umjetnosti, kroz koji se
jugoslavensko drustvo pa i nasljede posljednjih nekoliko
desetljec¢a (u tzv. postsocijalisti¢ckom periodu) transformiralo s
katastrofalnim posljedicama, gotovo je nezamislivo i neodvojivo
od kolektivnih i participativnih praksi u ¢ijem su fokusu upravo
njegova ratna destrukcija i politicko-ekonomska transformacija,
a posljedi¢no i pozicija, uloga i u¢inkovitost onih koji se bave
umjetnoséu ili radom u kulturi. Takvo shvaéanje umjetnickih
praksi, izvan konteksta i struktura u kojima nastaju i djeluju,
postavilo je nove binarne opozicije kao $to su: individualno vs.
kolektivno, esteti¢ko vs. politi¢ko (izjednaceno s eti¢kim),
materijalno vs. diskurzivno, racionalno vs. afektivho — da se
zadrzimo za sada na ovim (lazno) ideolo$ki antagoniziranim

DRZAVNI PROGRAM ZA UMJETNICKE | KULTURNE
DJELATNOSTI SVODI SE NA DRZAVNI BUDZET | NACINE
NJEGOVE RASPODJELE, POSLJEDICNO I NA ,,BORBU”
OKO FINANCIRANJA RAZLICITIH UMJETNICKIH |
KULTURNIH SADRZAJA. KULTURNA POLITIKA DRZAVE
SVODI SE NA TRZISNU LOGIKU I1ZA KOJE STOJI
»POSTIDEOLOSKA” PASIVIZACIJSKA DEMAGOGIJA
OBLIKOVANJA SIMBOLICKOG KAPITALA (KOJI U OSNOVI
SADRZI MITOTVORNU NACIONALNU TRADICIJU |
ESTETSKI KONZERVATIZAM TZV. PRAVIH VRIJEDNOSTI).

e B I. ...................................................

THE STATE PROGRAM FOR ART AND CULTURE IS
REDUCED TO STATE BUDGET AND ITS DISTRIBUTION,
CONSEQUENTLY LEADING TO A “FIGHT” OVER
FINANCING VARIOUS ARTISTIC AND CULTURAL
PROJECTS. THE STATE’S CULTURAL POLITICS IS THUS
REDUCED TO A MARKET LOGIC THAT IS BACKED BY
“POST-IDEOLOGICAL” PASSIVIZING DEMAGOGY OF
CREATING SYMBOLIC CAPITAL (WHICH IS BASED ON
THE MYTH-CREATING TRADITION AND AESTHETIC
CONSERVATISM OF THE SO-CALLED REAL VALUES).

Between the individual and the collective

The social and political engagement in art, through which over
the past decades (in the so-called post-socialist period) the
Yugoslavian society and heritage have transformed themselves
through catastrophic consequences, is practically inseparable
from the collective and participative practices that focus
precisely on its war destruction and its political and economic
transformation. Consequently, these practices also focus on the
position, role and efficiency of those who engage in art or
culture work. Such an understanding of art practices, outside of
the context and structures in which they are created and
operate, has set new binary oppositions: individual vs.
collective, aesthetic vs. political (equalized with ethical), material
vs. discursive, rational vs. affective. We will hold our attention on

odrednicama koje se na neki nacin generiraju iz prve opozicije
individualno vs. kolektivno. -------- Danas se od angaziranih
umjetnickih praksi zahtijeva o¢uvanje javnih institucija,
»zajedni¢kog” dobra i autonomnog prostora umjetnosti, po
principima prethodnog, socijalistickog drustvenog uredenja.
Medutim, drzavni program koji ne zagovara emancipacijske i
revolucionarne umjetni¢ke pojavne oblike (ovdje ne ulazim u
nekadasnje real prakse tog programa u socijalizmu, ve¢ govorim
isklju¢ivo o ideji i strukturi) viSe nije pozeljan, odnosno zahtijeva
se da se realna politika drzave iskljuci iz procesa drzavnog
financiranja kulture i umjetnosti. Drzavni program za umjetnicke i
kulturne djelatnosti svodi se na drzavni budzet i nacine njegove
raspodjele, posljedi¢no i na ,borbu” oko financiranja razli¢itih
umjetnickih i kulturnih sadrzaja. Kulturna politika drzave svodi se
na trzisnu logiku iza koje stoji ,postideolo$ka” pasivizacijska
demagogija oblikovanja simboli¢kog kapitala (koji u osnovi
sadrzi mitotvornu nacionalnu tradiciju i estetski konzervatizam
tzv. pravih vrijednosti). Administriranje i vodenje, kao i
fundraising umijetnickih i kulturnih ,alternativnih” sadrzaja
preuzimaju uglavnom nevladine organizacije (ili jo$ preciznije,
festivali ili sli¢ni nestalni, nesigurni i nestabilni oblici
organiziranja i rada unutar umjetni¢kih vremenski ograni¢enih
dogadaja), pa tako svi ,manjinski” sadrzaji koji se temelje
prvobitno na politici identiteta i ljudskih prava postaju, u

(falsely) ideologically antagonised guidelines that are in a certain
way a result of the first opposition of individual vs. collective.
--------- The present-day engaged art practices are required to
preserve public institutions, the “common” good and the
autonomous sphere of art through principles of the former,
socialist social system. However, a state program that does not
promote emancipatory and revolutionary art practices (here |
refer only to the idea and structure, and not to its former real
practices in socialism) is no longer desirable. The demand is for
the state politics to withdraw from the process of state funding
of art and culture. The state program for art and culture is
reduced to state budget and its distribution, consequently
leading to a “fight” over financing various artistic and cultural
projects. The state’s cultural politics is thus reduced to a market
logic that is backed by “post-ideological” passivizing demagogy
of creating symbolic capital (which is based on the myth-
creating tradition and aesthetic conservatism of the so-called
real values). The tasks of administrating and management, as
well as of fundraising “alternative” or “minority” cultural and
artistic projects, are mostly taken on by non-governmental
organisations (more precisely, by festivals and other inconstant
and unstable forms of organisation and work within time-limited
art events). Therefore, all “minority” projects that were originally
based on the politics of identity and human rights, transform, in
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najbanalnijem smislu, aktivisti¢ke ,0aze” tranzicijskih drzava ili
politicka ,,egzotika” angaZzirane umjetnosti (onako kako je
suvremena umijetni¢ka scena sa slobodnog Zapada vidi odmah
poslije pada Berlinskog zida). Tijekom (post)tranzicijskog perioda
u novonastalim postjugoslavenskim drzavama u posljednjih
desetak godina zapocinje i proces uklju¢ivanja odredenih
yalternativnih” ili ,manjinskih” sadrzaja u drzavne budzete, ali s
istim uvjetima i oblicima rada, drugim rije¢ima privremeno,
fleksibilno i nesigurno, nakon ¢ega vrlo brzo nestaju, rijetko se
uspjesno komercijaliziraju i transformiraju se u jednu od nisa
neoliberalnih kulturnih politika. U ovom sad ve¢ visedesetlijetnom
procesu veza izmedu drustvenog, politickog i ekonomskog u sferi
umijetnosti i kulturne politike tako postaje disfunkcionalna,
zamagljena i instrumentalizirana, $to uglavnom rezultira
svodenjem na navedene binarne opozicije i pojednostavljivanjem
njihovih uzajamnih antagonisti¢kih znacenja u potrazi za
promjenom aktualnog stanja u kulturi odnosno funkcioniranja
umjetni¢kog sustava. -+ Ako uzmemo u obzir geopoliticke i
ekonomske transformacije ovog prostora koji nazivamo
postjugoslavenskim, pogotovo kada govorimo o zajedni¢kim
neuralgi¢nim ili urgentnim to¢kama promjena i posljedica, a u
ovom sluéaju posebno institucionalnih modela medusobno
uvjetovanog funkcioniranja kulturnog, umjetni¢kog i politickog
prostora, ipak ne mozemo izostaviti ¢injenicu da ne govorimo

the most banal sense, into an activist “oasis” of transition
countries or into a political “exoticism” of engaged art (as the
contemporary Western art scene perceived it immediately after
the fall of the Berlin Wall). Over the past decade, during the (post)
transition period in newly formed ex-Yugoslavian states, certain
“alternative” and “minority” projects started to be included in the
countries’ budgets. However, the work conditions remained the
same — temporary, flexible and unstable. Consequently, these
projects often disappear or rarely successfully commercialize and
develop into one of niches of neoliberal cultural politics. In such a
process, the connection between the social, political and
economic in domains of art and cultural politics has become
dysfunctional, vague and instrumentalized. This mostly results in
reduction of the aforementioned binary oppositions, whose
mutual antagonistic meanings are being simplified in the search
to change the current conditions in the culture domain and art
system. ------o In regard to geopolitical and economic
transformations of the post-Yugoslavian territory (particularly in
terms of mutual neuralgic points of changes and consequences —
or, in this specific case, institutionalised models in which political,
cultural and art domains are mutually conditioned), we must
highlight the fact that we no longer refer to the social sphere and
institutions of the socialist social system. They have transitioned
to a neoliberal, peripheral, contemporary capitalist system.

viSe o drustvenom prostoru i institucijama u socijalistickom
drustvenom uredenju, ve¢ neoliberalnom, perifernom,
suvremenom kapitalisti¢kom. Govorimo dakle o javnom prostoru
koji nema istu funkciju kao prethodni ni politicko-ekonomsku
strukturu i koji eventualno daje nostalgi¢ni privid postojanja
,drustvenog” da bi se sadasnja struktura odrzala arbitriranjem
onoga §to javni prostor ozna¢ava.” Shodno tome, revolucionarna
toc¢ka prekida nije u zahtjevu za o€uvanjem javnih institucija u
sadasnjem sustavu, ve¢ u zahtjevu za promjenom sustava i
transformativnim oblicima zagovaranja emancipacijskih ideja,
politika i umjetnosti koje bi ponovno izgradile takav sustav
drustvenog i zajedni¢kog prostora. -------- Ako se vratimo na
zahtjev za odrzanjem ,javnih” u zna€enju ,,drustvenih” institucija
i dobara i njihovim oslobadanjem od realpoliti€kog, bilo tzv.
programskog (,rezimskog”) bilo budzetskog (,liberalnog”), jasno

REVOLUCIONARNA TOCKA PREKIDA NIJE
U ZAHTJEVU ZA OCUVANJEM JAVNIH
INSTITUCIJA U SADASNJEM SUSTAVU,

VEC U ZAHTJEVU ZA PROMJENOM
SUSTAVA | TRANSFORMATIVNIM OBLICIMA
ZAGOVARANJA EMANCIPACIJSKIH IDEJA,
POLITIKA | UMJETNOSTI KOJE Bl PONOVNO
IZGRADILE TAKAV SUSTAV DRUSTVENOG |
ZAJEDNICKOG PROSTORA.

................................................... I 55

THE REVOLUTIONARY BREAK POINT DOES NOT
CONSIST IN DEMAND TO PRESERVE PUBLIC
INSTITUTIONS IN THE CURRENT SYSTEM. WE

NEED TO DEMAND A CHANGE OF SYSTEM AS WELL
AS AN IMPLEMENTATION OF TRANSFORMATIVE
FORMS OF PROMOTING EMANCIPATORY IDEAS,

POLITICS AND ART PRACTICES ON WHICH SUCH A

SYSTEM OF THE SOCIAL AND THE COMMON CAN
BE REBUILT.

We refer to a public space that has no longer the same function
nor the same political and economic structure as its precedent.
It is also a space that can possibly give a nostalgic illusion of the
“social” in order to maintain the present structure, by arbitrating
the meaning of public space.” Accordingly, the revolutionary
break point does not consist in demand to preserve public
institutions in the current system. We need to demand a change
of system as well as an implementation of transformative forms
of promoting emancipatory ideas, politics and art practices on
which such a system of the social and the common can be
rebuilt. - We notice clear differences as we analyse the
demand to preserve the “public” (that is to say, “social”)
institutions and the common good, as well as to liberate them
from the Realpolitik. During socialism, such a demand consisted
of the so-called subversive, mostly individual interventions,
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je da je u socijalizmu rije¢ o tzv. subverzivnim, uglavnom
individualnim, a u sadasnjem kapitalizmu aktivisti¢kim,
uglavnom kolektivnim intervencijama, $to ukazuje na razlike u
kontekstima i umjetni¢kim sustavima u kojima se jedne ili druge
prakse politiziraju, ali i (ne) razumiju. Danas se u umjetnosti s
jedne stane kolektivno izjednacava s drustveno angaziranim i
javnim djelovanjem, procesom i politikom, dok se s druge
strane individualno izjednac¢ava s proizvodom, formatiranjem
ljudskog kapitala, onim $to se u aktualnim kapitalistickim
razmjerima naziva civilnim subjektom neoliberalnog drustva.
--------- Medutim ova ideoloska distinkcija nije tako jednoznaéna.
Npr. rodne ili druge identitarno usmjerene agende - individualne
ili kolektivne — mozda su vidljive, ali u krajnjoj instanciji
neefikasne, jer su u oba slu¢aja povezane s pojmom civilnog/
gradanskog subjekta. U takvom se drustvu sve dimenzije
ljudskog Zivota svode na trziSnu racionalnost kroz drustvene
odnose koji se formiraju putem kategorija profitabilnosti,
normativnosti i kompetitivnosti. Tako napravljen drustveni
sustav, koji u svojoj osnovi operira pojmom gradanskog/civilnog
subjekta, zapravo gradanina/gradanku, odnosno njegova/
njezina znanja, karakteristike i sposobnosti pretvara u ljudski
kapital, inicijalne investicije tog sustava. Ove investicije ovise o
predodredenim uvjetima kao $to su rod, klasa, porijeklo, ali i
odredenim osobinama kao s$to su talent, izgled, snalazljivost,

whereas in the present-day capitalism they have become
activist and collective. This indicates a contrast in regard to
different contexts and art systems in which these practices are
being politicized, as well as (mis)understood. The present-day
art practice equalizes the notion of collective with socially
engaged public activity, process and politics. On the other
hand, the individual is perceived as a product, a formation of
the human capital and a civil subject of the neoliberal society.
--------- However, this ideological distinction is not so
unambiguous. For instance, gender and other identity-oriented
agendas (both individual and collective) are perhaps visible, but
ultimately they are ineffective as they are connected to the
notion of civil/civic subject. In such a society all dimensions of
the everyday life are reduced to market rationality, by means of
social relations which are formed through profitability,
normativity and competition. Such a social system manages the
notion of civic/civil subject and transforms the citizens, their
knowledge and abilities into a human capital - its initial
investments. These investments depend on the predetermined
conditions such as gender, social class and lineage, as well as
on certain qualities (talent, appearance, adroitness, creativity
etc.) which can be altered only if we have the entrepreneurial
abilities (which became primary in the everyday life). It also
includes one’s ability to strategically plan and organise his own

kreativnost itd. koje se mogu pobolj$ati samo ako imamo
poduzetnic¢ke sposobnosti ¢ije mjesto u svakoj sferi
svakodnevnog zivota postaje primarno. Tu su jo$ stratesko
planiranje, organiziranje i administriranje vlastitog Zivota;
takozvani individualni izbor koji znaéi kalkuliranje prema
indikatorima: profitabilnog, korisnog, uspjesnog. To sve dalje
podrazumijeva individualnu odgovornost i brigu (self-care) koje
su usko povezane s moralnom autonomijom s jedne strane i
diskursom tranzicijskih ljudskih prava s druge. Vazno mjesto
civilnog/gradanskog subjektiviziranja zauzimaju i kulturne
razlike i dru$tvene paradigme koje uspostavljaju binarne
opozicije kao $to su: manjina/vecina, centar/periferija, privatno/
javno, univerzalno/partikularno. Proizvod kulturaliziranih
sistemskih razlika (uspostavljenih na tradicionalno odredenim
kategorijama etni¢ke, rodne i klasne pripadnosti) predstavlja
multikulturalno drus$tvo koje ove sistemske drustvene razlike —
ekonomske i politicke — fragmentira i neutralizira politikom
raznovrsnosti i ideologijom pomirenja i tolerancije. Na taj nacin
kulturni (etni¢ki, rodni, klasni) identitet (su)djeluje u proizvodniji
neoliberalnoga gradanskog subjekta i svakako je kolektivan,
participativan i zajednicki koliko i pojedinacan ili indivudualan.
Zajednicki je nazivnik tih razli¢itih zajednica civilnih subjekata
zapravo homo oeconomicus — poduzetnik koji proizvodi samog
sebe.8-eee Veza izmedu koncepta individualnog i kapitalizma

life - his individual choice to estimate what is profitable, useful
and successful. This additionally implies individual responsibility
and self-care, which are closely associated with moral autonomy
and transitional human rights. Cultural differences and social
paradigms that create binary oppositions such as minority/
majority, centre/periphery, private/public and universal/particular
also hold an important place in civil/civic subjectivation.
Culturalized systemic differences (established on traditional
categories of ethnicity, gender and class) produce a multicultural
society in which these economic and political differences are
fragmented and neutralised through the politics of diversity and
the ideology of reconciliation and tolerance. In such a way, the
cultural identity (co)participates in the creation of the neoliberal
civic subject, who is both collective and individual. The common
signifier of those diverse identitarian communities — consisting of
such civil subjects, is homo oeconomicus: an entrepreneur of
himself.8 -------- The connection between capitalism and the
concept of individual is not necessary nor permanent. It
changes accordingly to various ideological contexts, social
systems and politics. This is also applicable to collective and
participative aspects of art practice, which are not necessarily,
as Claire Bishop stresses, “politically progressive and
emancipatory in effect.”® Bishop continues to point out that the
participatory art produced under socialism does not engage
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svakako nije nuzna ni trajna, ve¢ promjenjiva ovisno o razli¢itim
ideoloskim kontekstima, drustvenim sustavima i politikama, $to
isto vrijedi i za kolektivno ili participativno u umjetnosti koje nije
nuzno ,politicki progresivno i emancipacijsko u svojim
ucincima”, kako to kaze Claire Bishop.® Pritom navodi da
participativna umjetnost nastala tijekom socijalizma nije
angazirana idejom javnog prostora ili ,marginalnih” zajednica
kao $to je to danas slucaj, veé: ,umjesto toga djelovanjem uske
ili povijerljive grupe prijatelja” koji ne artikuliraju svoje umjetnicke
prakse ,kao politicke (iako ih danas Zelimo ¢&itati u tom kljucu),
jer je ,politicko’ u to vrijeme sinonim za drzavne interese, koji su
previSe sveprisutni i prenaglaseni. Ono $to je bilo vazno za
umjetnike viSe je egzistencijalno nego politi¢ko, Zelja za
zivopisnijim, individualnijim Zivotom”. U postsocijalisti¢kim
okvirima relacija individualno-kolektivno drugacije se percipira:
»jer zivimo u ,postpolitickim’ vremenima koja umjetnika poti¢u da
bude politican sto je vise moguée. Individualni se
egzistencijalizam u tome prepoznaje kao privatno zadovoljstvo”.!
--------- Takvo opc¢eprihva¢eno kolektivno, participativno ili
kolaborativno ,mi” postaje temom mnogih umjetnickih,
angaziranih praksi od 90-ih nadalje koje se politicki temelje na
relaciji umjetnost-teorija-$kola i sve vise izmjestaju u polje
diskurzivnog, etickog pa i didakti¢kog. Kolektivne umjetnicke,
kustoske i sli¢ne prakse tako se formiraju oko participativhog

with an idea of public space or “marginal” communities. Instead,
“actions are undertaken with a close and trusted group of
friends” who do not articulate their art practice “as political
(even though we wish to read them as such in retrospect), since
the “political” was at that time perceived as synonymous with
state interests, too omnipresent and overdetermined. What was
at stake for artists was existential rather than political, the desire
to live a more vivid, individual life.” The relation individual-
collective is perceived differently in the post-socialist context as
“we live in “post-political” times and so artists compete to be as
political as possible. Individual existentialism is seen as a
private indulgence.”--------- In the 1990s, this generally accepted
collective, participative or collaborative notion of “us” has
become a subject of many engaged art practices. Such
practices are politically based on the relation art-theory-school
and gradually shift to discursive, ethical and didactic framings.
Collective artistic, curatorial and other similar practices are thus
formed around participatory activities and the creation of
exhibition space, in which the aesthetic is transformed and
dematerialised into social relations and interpersonal space. In
late 1990s, Nicolas Bourriaud defined this process as “relational
aesthetics.”" As we reflect on the 2000s, our focus is drawn on
those collective artistic, curatorial, interdisciplinary practices
which are produced in the exhibition space as a place of

djelovanja i generiranja izlozbenog prostora iz njih samih, u
kojem se estetsko transformira i dematerijalizira u drustvene
odnose i meduljudski prostor, oko procesa koji Nicolas
Bourriaud krajem 90-ih naziva relacijskom estetikom." Ako se
osvrnemo na 2000-te, mozemo sagledati i one kolektivne
umjetnicke, kustoske, intersekcijske prakse koje se dogadaju ili
generiraju u izlozbenom prostoru kao mjestu ,,zajedni¢kog” i
sjavnog” djelovanja. Irit Rogoff naziva ih performativnim
praksama, odnosno sam koncept performativna kolektivnost
definira kao ¢&in: ,,zajedni¢kog bivanja u istom prostoru oko
sliénih proklamacija koje nas upozorava na oblik uzajamnosti
drugaciji od onog koji se moZze prepoznati kroz normativne
modele zajednickih uvjerenja, interesa ili srodstva”.'? Ako
istupimo iz uloga koje nam je , kultura dodijelila” u tom prostoru
izloZzenosti, Rogoff smatra da se suo¢avamo s novim
moguénostima, na prvom mjestu s kolektivno$éu koja znadi
denaturalizaciju zajednice odnosno njezinih duboko usadenih
esencijaliziraju¢ih struktura odredenih mjestom, rasom,
srodno$éu itd. Performativnost u tom smislu predstavlja politi¢ki
¢in angaziranja u izloZbenom prostoru koji ne ,prevodi” politi¢ko
u svijet estetike i jezika te ne izvodi i ne upucuje na eticke vjezbe
i usmjerenja kroz umjetni¢ku izlozbu, ve¢ artikulira i proizvodi
aktualan politi¢ki prostor i moguce politicke strukture kroz nase
,bivanje” i uzajamno priznavanje zajednistva i preklapanja u tom

“common” and “public” action. Irit Rogoff defined them as
“performative practices” and described the concept of
performative collectivity as an act: “of being together in the
same space and compelled by similar edicts, might just alert us
to a form of mutuality which cannot be recognised in the
normative modes of shared beliefs, interests or kinship.”'
Rogoff argues that if we abandon the roles that culture assigned
to us, we will face new possibilities — primarily the possibility of
collectiveness. Collectiveness implies a process of
denaturalisation of the community, or more precisely, of its
deeply rooted essential structures that were defined by place,
race and similarity. Performativity in that sense represents a
political act of engaging in an exhibition space. Such an act
does not translate the political into the world of aesthetics and
language nor is it a form of ethical exercise through art
exhibitions. Instead, through our mutual recognition of
togetherness, it articulates and produces a contemporary
political space, as well as possible political structures.® In that
sense, the shift in regard to relational aesthetics is a shift
towards social excess and disruption of existing norms — not by
means of politically articulated and mediated interventions in
systemic and relational structures of the social, but through
problem structures in which the politics is participatively
articulated by way of immediate democracy, outside of ethical
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prostoru kao areni politickog angaziranja.'®* Pomicanje u odnosu
na relacijsku estetiku u tom je smislu pomicanje ka drustvenom
ekscesu, narusavanju postojec¢ih normativa, ne putem ve¢
politi¢ki artikuliranih i posredovanih intervencija u sustavne i
relacijske strukture drustvenog, ve¢ putem problemskih
struktura u kojima se politika participativno artikulira kroz
neposrednu demokraciju, ostajuéi izvan kategorije eticke
navigacije. -+ Kriticki osvrt na drustveni i eti¢ki zaokret u
umjetnosti te na odsutnost estetike u korist relacijskog i
diskurzivnog ukazuje na to da suvremene umjetni¢ke odnosno
kolektivne prakse ipak ne angaziraju u dovoljnoj (djeluju¢oj) mjeri
relaciju umjetnost-revolucija / revolucija-umjetnost. Ako se
vratimo na Claire Bishop, ona u svojem tekstu ukazuje na to da
je nuzno ponovno usmijeriti paznju na konceptualnu i afektivnu
kompleksnost drustveno angaziranih umjetni¢kih projekata,
kako bi se ponovno preispitao odnos drustvenog i umjetni¢kog
iskustva i njihova zajedni¢kog generiranja te da bi se
dekontekstualizirana i depolitizirana estetika (shvaéena najcesée
kao sinonim za art market i konzervativnu kulturnu hijerarhiju)
ponovno razmotrila u svojem izvornom smislu aisthesisa kao:
»,autonomnog iskustvenog rezima koji se ne moze svesti na
logiku, razum ili moral“." Diskurzivni se kriteriji participacijske i
drustveno angazirane umjetnosti tako, prema njoj, izvlace iz
presutne analogije izmedu antikapitalizma i kr§¢anske ,,dobre

navigation. --------- A critical reflection on the social and ethical
turn in art, as well as on the absence of aesthetics in favour of
the relational and the discursive, suggests that contemporary
artistic and collective practices do not engage enough in the
relation art-revolution/revolution-art. Claire Bishop stresses the
need to redirect the focus on the conceptual and affective
complexity of socially engaged art projects. This is necessary in
order to reassess the relation between the social and artistic
experience and their collective generation, as well as to
reconsider the decontextualized and depoliticized aesthetics
(most often perceived as a synonym for art-market and
conservative cultural hierarchy) in the sense of aesthesis as: “an
autonomous regime of experience that is not reducible to logic,
reason or morality.”™ According to Bishop, the discursive criteria
of participatory and socially engaged art is “is drawn from a
tacit analogy between anti-capitalism and the Christian “good
soul”; it is an ethical reasoning that fails to accommodate the
aesthetic or to understand it as an autonomous realm of
experience. In this perspective, there is no space for perversity,
paradox and negation, operations as crucial to aesthesis as
dissensus is to the political.”"®

duse” tako da predstavljaju ,eti¢ko rezoniranje koje ne uspijeva
prilagoditi esteti¢ko niti ga razumijeti kao autonomnu sferu
iskustva. U toj perspektivi zapravo nema mjesta za perverziju,
paradoks ili negaciju, operacije koje su klju¢ne za aesthesis,
isto koliko je i neslaganje klju¢no za politicko”."®

Nevolje s feministickom festivalizacijom i angaziranom
umjetnosti

Veza izmedu drustvenog i umjetni¢kog tako funkcionira na
razli¢itim razinama, individualnim i kolektivnim, i zapravo se
moze sagledati kroz razli¢ite oblike stvaranja (kreativnosti),
rada, pobune i, u krajnjoj instanciji, svakodnevnog Zivota. Kako
je to u jednom od feministi¢kih foruma 54. oktobarskog salona
u Beogradu prije nekoliko godina naglaseno,'® uvijek se iznova
dovodi u pitanje $to je umjetni¢ka akcija, a $to je predmet
umjetnosti u okviru drustveno i politiCki angaziranih umjetnickih
praksi koje imaju za cilj konstituiranje drustveno osvijestenih

i odgovornih politickih subjekata, interveniranje u politiku
svakodnevnog zivota i oblikovanje njegove drustvenosti. Tu

je neizostavno i pitanje predstavlja li kolektivni/kolaborativni
rad umjetnika/umjetnica i kulturnih radnika/radnica nuzno
inherentni oblik otpora logici kapitala i patrijarhata ili je
kolektivnost jednostavno danas isto tako na¢in umrezavanja
koji podrazumijeva viSe podrske i manje otudivanja."”

Difficulties in regard to the festivalisation of feminism and
engagement in art

The connection between the social and the artistic operates
on different levels, both individual and collective, and can be
analysed through various forms of creativity, work, rebellion
and, ultimately, the everyday life. As emphasized on one of

the feminist forums that were held at the 54" October Salon

in Belgrade several years ago'®: again and again the question
arises as to what artistic action means and what is the subject
of art within socially and politically engaged art practices whose
aim is to establish socially aware and responsible political
subjects, as well as to intervene in the politics of the everyday
life and shape its sociality. We also must ask ourselves, is
collective/collaborative work of artists and cultural workers a
necessarily inherent form of resistance to logic of capital and
patriarchy? Or is collectivity in the present-day simply a means
of networking that implies more support and less alienation?"”
Artist Roza El Hassan used the above mentioned discussion
(which included female artists, artist collectives and audience)
to produce a text on collectivity.”® In her text, El Hassan reflects
on fundamental feminist principles as a method to establish

a complex field of interpersonal relations in art. She divided
the feminist principles of work and the transitions between
individual and collective work to:
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Na temelju ovog razgovora u kojem su sudjelovale umjetnice,
kolektivi i publika, umjetnica Roza El Hassan napisala je tekst o
kolektivnosti.”® El Hassan se osvrnula na osnovne feministicke
principe za uspostavljanje slozenog polja meduljudskih odnosa
unutar umjetni¢kog prostora. Pritom je prijelaze izmedu
individualnog i kolektivnog rada te feministi¢ke principe rada
podijelila na:

- postupak odbacivanja drustvenih konvencija i normi, tabua
unutar autonomnih mikroprostora koji kroz samoorganizirane
dogadaje privlace paznju i publiku (festivalske forme)'®

- javne drustvene i politicke intervencije, individualne i/ili
kolektivne (aktivisticke forme)?°;

- apsolutnu nuznost i solidarnost, intimnu podrsku i bliskost
(politike prijateljstva)?’;

- politicku imaginaciju stvaranja novih, nekapitalisti¢kih i
nepatrijarhalnih drustvenih modela u buduénosti (politika
utopije)?? itd.

U idejnom i performativnom djelovanju navedenih principa,
kako dalje El Hassan objasnjava, javljaju se mnogi problemi
koji u odnosu na (izvan)institucionalne modele funkcioniranja
art sustava te nacine financiranja i pojavljivanja, vrlo ¢esto i
promjene smjerova, dovode mnoge od ovih principa u pitanje,

- rejection of social customs and norms as well as taboos
within autonomous micro-spaces that attract attention and
audience through self-organised events (festival forms)™

- public social and political interventions, individual and/or
collective (activist forms)?°

- absolute necessity and solidarity, close support and
familiarity (the politics of friendship)?'

- political imagination in creating new, non-capitalist and non-
patriarchal social models (the politics of utopia)? etc.

The conceptual and performative aspects of the aforementioned
principles, as El Hassan continues to argue, encounter many
difficulties. These difficulties bring many of these principles
into question in regard to (non-)institutional models of art
systems, means of financing and manifesting, as well as in
regard to direction changes. This particularly occurs through
compromises (both individual and collective) that are made
in order to shift the boundaries of the existing condition.
Therefore the mentioned methods of organisation and action
at the same time also represent symptoms of the existing
context and a means of struggle and change. -+ On the
occasion of the 20" anniversary of the international festival
of contemporary art City of Women in Ljubljana (2015), Tea
Hvala took the example of engaged festivals (such as queer,

posebno kroz kompromise koji se ¢ine (individualno i kolektivno)
kako bi se pomaknule granice postoje¢eg. Zato navedeni nacini
organizacije i djelovanja predstavljaju istovremeno i simptome
postojec¢eg stanja (konteksta) i sredstvo borbe i promjene.
--------- Povodom 20. godis$njice Medunarodnog festivala
suvremene umjetnosti Grad Zena u Ljubljani (2015.), Tea Hvala
na primjeru angaziranih festivala, bez obzira na to nazivaju

li se u skladu sa svojim promjenama i politikama Zenskima,
feministickima, queer i sl., suo¢ava nas s ovim ,privremenim
prizorima” te uglavhom kroz intervjue s njihovim sudionicama,
organizatoricama i suradnicama ukazuje na potrebu da se ova
mijesta politi¢ki pozicioniraju i shvate kao prostori ,upornog
nadanja”.?® Pozivajuéi se na definiciju festivala Hirokazuja
Miyazakija koji festival prepoznaje kao periodi¢nu djelatnost
orijentiranu ka buduénosti, anticipiraju¢u transformaciju

NEVOLJE S FEMINISTICKOM FESTIVALIZACIJOM |
ANGAZMANOM U UMJETNOSTI KROZ POIMANJE
KOLEKTIVNOSTI, DRUSTVENOSTI | NJIHOVE
MATERIJALNOSTI U KLJUCU MARKSISTICKOG
ILI LIJEVO POZICIONIRANOG FEMINIZMA ILI PAK
LIJEVIH POLITIKA UOPCE, UCINKOVITE SU SAMO
U TRENUTKU KAD OVE | OVAKVE ,,KARNEVALSKE”
PRAKSE AKTUALIZIRAJU | ANGAZIRAJU, NE KAD IH
ETIKETIRAJU, NEGIRAJU ILI ISKLJUCGUJU.

................................................... I........................................................ 59.

DIFFICULTIES WITH THE FESTIVALISATION OF
FEMINISM AND ENGAGED ART (THROUGH THE
NOTION OF COLLECTIVITY, SOCIALITY AND THEIR
MATERIALITY AS BASED ON MARXISM AND LEFT-
ORIENTED FEMINISM) BECOME EFFICIENT ONLY
WHEN THEY ACTUALISE AND ENGAGE SUCH
“CARNIVALESQUE” PRACTICES, INSTEAD OF
LABELLING, DENYING OR EXCLUDING THEM.

feminist or women'’s festivals) to face us with these “temporary
scenes.” Through interviews with the festival’s participants,
organisers and collaborators, Hvala stressed the need for such
places to take a political stance and to be seen as a space of
“persistent hope.”?® In order to demonstrate that festivals are
indeed possible, she referred to Hirokazu Miyazaki who defined
festival as a periodic activity oriented towards the future and
as an anticipating transformation of local conditions, even
though their “true” transformation may be only temporary.?*
Drawing from the Miyazaki’s definition and the two exemplar
festivals (Wild Women and Lesbian neighbourhood), Hvala
highlights two essential functions of festivals: interior (creating
own space and community) and exterior function (promoting
female artists and their work to general public). The reason

for it can be found in nurturing of one’s own space as well as
in transgressing the limitations which this space produces
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lokalnih uvjeta ,istinski” promijenjenih makar privremeno,?* da
bi pokazala da je njihovo postojanje izvedivo i moguce, ona
istice dvije nuzne festivalske funkcije (na osnovi festivala Divije
Zene / Deuje babe i Lezbijska cetvrt / Lezbi¢na Cetrt): unutrasnju
(stvaranje vlastitih prostora i zajednice) i vanjsku (promocija
umjetnica, odnosno njihova rada u $iroj javnosti). Dalje istic¢e

da je razlog za to u isto vrijeme i njegovanje vlastitog prostora

i transgresija njegovih ograni¢enja da bi se festivali, ovog puta
izmjesteni iz centra u lokalne subalterne okvire uprli ,,u definiciju
javnosti odnosno ,kontrajavnosti’ za koju Nancy Fraser (1990.)
kaze da ne moze biti sama u sebe zatvorena ili, kako to jo$
uvijek u Sloveniji prigovaraju feministi¢kim i lezbijskim grupama,
,separatisticka’.?® -------- Ovo opazanje moze se prenijeti i

na $iri postjugoslavenski prostor u kojem su festivali slicnog
feministickog, zenskog, queer angazmana zauzeli ,kontrajavne”
prostore, da bi se s jedne strane u nekom trenutku razvodnili,
odvojili, komercijalizirali ili pak fetiSizirajuéi vlastitu (radikalnu)
marginu gasili iz mnogih razloga. S druge strane, neki su se od
njih transformirali u skladu s aktualnim kontekstom i ostajali u
polju politicke artikulacije u aktualnom kontekstu kroz (samo)
kriticko preispitivanje upori$nih to¢ka i nuznih polja djelovanja
unutar navedenih praksi (Tea Hvala navodi primjere i intervjue
povezane s dugogodi$njim festivalima Grada Zena i Crvene
zore kao indikativne). Bez ulazenja u dublje analize, festivalska

through festivals. Through the aforementioned examples, the
festivals perform a shift from central towards local subaltern
frameworks. In such a way they fit in the “definition of public,
that is to say the ‘counter-public,” which, as Nancy Fraser
(1990) suggests, cannot be closed in itself, or ‘separatist’

— for which the feminist and lesbian groups in Slovenia are
still being reproached.”? --------- This observation is also
applicable to the wider post-Yugoslavian territory, where
similar festivals occupied “contra-public” spaces. Over
time, some of them at one point became diluted, separated
and commercialized or discontinued their activity for many
different reasons. Others, on the other hand, transformed in
accordance with the prevailing context and continued their
political articulation through (self-)critical reassessment

of reference points and essential fields of action in the
mentioned practices (Tea Hvala cites the long-standing
festivals City of Women and Red Dawns as two emblematic
examples). Without going into any further analyses, we

can state that festival diversification, not only in its general
meaning but also in its feminist and artistically engaged
form, has become obvious. The meaning of “engaged” is
determined by the frequent critique of art festivalisation and
separation, the critique of the particularization of common
interests and the critique of the politics of identity in regard

je diversifikacija, ne samo u opéem znacenju pojma nego i u
umjetnic¢ki angaziranoj i feministi¢koj formi, postala oc¢igledna.
Cesto oéitavanje festivalizacije umjetnosti, pa i separatizacija

ili partikularizacija zajednickih interesa i identitarnih politika
posebno u okvirima postjugloslavenskih promjena u smislu i
institucionalizacije i onoga $to angaZirano zapravo u tim svim
razvojnim ili ,revolucionarnim” fazama suvremene umjetnosti
znadi, postaje nepromisljen (iskustveno i isto tako teorijski) i
pojednostavljen (politicki) statement kojim se ponovno i uglavhom
feminizam izjednacava s liberalnim zahtjevima, osobito ako

je u njegovu fokusu primarno patrijarhat kako u postoje¢em
kapitalistickom tako i u prethodnom ili nekom imaginarnom
socijalistickom sistemu. Ideolo$ki, drustveni i politi¢ki u¢inci
feminizma na taj nacin postaju zamagljeni i unaprijed ,liberalno”
opredeljeni, $to u odredenim situacijama jest slucaj, ali nikako
nije dosljedno pravilo ili, to¢nije, etiketa koja se unaprijed
dodjeljuje odrednici ,feministi¢ko”. -------- Angazirani se festivali
zalazu, prema Mihi Kozorogu,?® za dru$tvene promjene i

one prostore koji predstavljaju alternativu kapitalizmu kroz
druZenje koje pretpostavlja politicki osvijestene ljude i stoje
nasuprot onima koji obeéavaju samo zabavu i uzivanje,
sparticipativno samopotvrdivanje” statusa quo. To ne znaci da
su ovakvi angazirani festivali u potpunosti isklju¢eni iz procesa
»estetizacije razlike i komodifikacije kulturnih oblika”, ali ne znaci

to the post-Yugoslavian art practice and the means of its
institutionalisation. In every emerging or revolutionary phases
of the contemporary art, the notion of “engaged” has become
a reckless (both empirically and theoretically) and politically
simplified statement, so as to discredit certain art practices.
Feminist demands are, thus, being equalized with liberal
demands, particularly if patriarchy is in its primary focus,
whether in regard to the existing capitalist system, socialist
past or some imaginary socialist system. Ideological, social
and political effects of feminism thus become blurred and
“liberally” oriented. This is true for certain situations, however
it cannot be perceived as a constant rule nor is it a “label”
that can be in advance assigned to the notion of “feminism”.
--------- As Miha Kozorog argues?®, engaged festivals promote
social changes and spaces that represent an alternative to
capitalism. Such alternatives gather politically conscious
individuals, as opposed to gatherings that offer nothing but
entertainment and enjoyment (that is to say, a “participative
self-affirmation” of the status quo). This does not imply that
such engaged festivals are entirely excluded from the process
of “aestheticization of differences and commodification of
cultural forms.” However, it also does not mean that these
festivals shape the mentioned process nor that they benefit
from it. The global popularity of festivals is “largely due to
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ni to da taj proces oblikuju i u njemu profitiraju. Za globalnu
je popularnost festivala ,,u velikoj mjeri odgovorna njihova
marketinska privlaénost i profit, tako da ekonomski vidik ne
moze dati odgovor na pitanje zasto su organizatorice Grada
Zena, Crvenih zora i srodnih festivala zapravo ustrajne kad je
njihov rad u pitanju”.?” Oslanjajuéi se na tezu po kojoj festival
predstavlja vremensku dimenziju (,vrijeme izvan vremena”) u
kojoj se organizatoricama, sudionicama i prisutnima temeljna
promjena u odredenom prostoru u odredeno vrijeme ¢&ini
uistinu moguéom, Tea Hvala zaklju¢uje da festival nije samo
puki dogadaj poslije kojeg se sve vraéa na staro ve¢ ima i
daje nadu da se stvari mogu promijeniti. Te to¢ke prekida
tijekom festivala zaustavljaju uobi¢ajene i aktualne formate
svakodnevnog, ukidaju aktualni prostor i aktualno vrijeme te
umjesto postojec¢eg &ine vidljivim ono $to je moguée. Na taj
nacin ovakve prakse stvaraju zajednicko (festivalsko) iskustvo
koje moze donijeti dugoro¢ne drustvene ucinke.?® Festival se

MOZEMO LI ZAMISLITI IDEOLOGIJU
EMANCIPACIJSKIH POLITIKA, NE KAO REPETICIJU
PRETHODNIH FEMINISTICKIH | LUEVICARSKIH RETORIKA
I NJIHOVIH STALNIH MEDUSOBNIH PREGOVARANJA, VEC
KAO OSNOVU ZA STVARANJE NOVIH REVOLUCIONARNIH
SADRZAJA | ZA NJIHOVO POVEZIVANJE S UMJETNICKIM
DJELOVANJEM DANAS.

THIS APPROACH EXPLORES OUR POSSIBILITY
TO IMAGINE AN IDEOLOGY OF EMANCIPATORY POLITICS.
SUCH EMANCIPATORY POLITICS WOULD NOT BE A
REPETITION OF PRECEDENT FEMINIST AND LEFT-
ORIENTED RHETORIC: IT WOULD SERVE AS A FOUNDATION
TO CREATE NEW REVOLUTIONARY CONTENT AND TO
CONNECT IT WITH THE CONTEMPORARY ART PRACTICE.

their marketing appeal and profit; therefore, the economic
aspect cannot explain why are organisers of the City of
Women, Red Dawns and other similar festivals so persistent
in their work.”?” Tea Hvala draws from the idea that festivals
represent a temporal dimension - “a time beyond time” (in
which the participants are aware that a fundamental change
can occur in a certain time and a certain place) and concludes
that festivals are not mere events after which everything
remains the same, but quite the opposite: they offer hope
that things can change. Such break points bring common
and current formats to a halt, discontinue the current time
and space and make possibilities become visible. In such a
way these practices form a common (festival) experience that
can result in long-term social effects.?® Festivals serve as a
means for the politics of hope and the feminist orientation to
conquer and create public space in a solidary post-capitalist
society. -eeeee Difficulties with the festivalisation of feminism

tu pojavljuje kao sredstvo u kojem politika nade i feministi¢ko
opredjeljenje osvajaju i proizvode javni prostor u zajedni¢kom

i solidarnom postkapitalistickom drustvu. -------- Nevolje s
feministickom festivalizacijom i angazmanom u umjetnosti kroz
poimanje kolektivnosti, drustvenosti i njihove materijalnosti u
kljuéu marksisti¢kog ili lijevo pozicioniranog feminizma ili pak
lijevih politika uopc¢e, u€inkovite su samo u trenutku kad ove i
ovakve ,karnevalske” prakse aktualiziraju i angaziraju, ne kad
ih etiketiraju, negiraju ili iskljuéuju. U tom viSestrukom presjeku
drustvene imaginacije i politicke artikulacije nastaje moguci
zajednicki prostor buduénosti sadasnjosti kao sve-u-jednom:
»stanje i statement, poziv i provokacija, afirmativan i subverzivan
¢in koji parodira i razotkriva, a istovremeno ponovno rada
stvarnost, kao bahtinovski karneval”.?® To je zapravo trenutak u
kojem je sve dozvoljeno i koji se ti¢e svih, zajedni¢ke stvarnosti
na granici izmedu umjetnosti i Zivota, kako bi se prikazala
relativna priroda svega $to postoji kroz prikaze ekscesnog i
grotesknog® te kroz moguce zajednicke principe drustvenosti

i zajedniStva. U tom je smislu feministi¢cka borba neizbjezna,

a formati u kojima ima ,karnevalski“ u¢inak nuzni, kao i borba
za njihovo znacenje, odnosno suprotstavljanje kooptivnim i
zajedni¢kim mehanizmima patrijarhata i suvremenog kapitalizma
koji je uvijek iznova otuduju.

............................................................................................................... 61 PRees

and engaged art (through the notion of collectivity, sociality
and their materiality as based on Marxism and left-oriented
feminism) become efficient only when they actualise and
engage such “carnivalesque” practices, instead of labelling,
denying or excluding them. Such a multiple intersection

of social imagination and political articulation creates a
possible common space of the future and the present as all-
in-one: “state and statement, invitation and provocation, an
affirmative and subversive act that, as in Bakhtin’s carnival,
simultaneously parodies, reveals and recreates reality.”?°
This is actually a moment that concerns everyone and where
everything is allowed. A moment of joint reality on the border
between art and life, so as to depict the relative nature of
everything that exists — through depictions of the excessive
and the grotesque,®® as well as through possible common
principles of sociality and commonness. In that sense,
feminist struggle is inevitable and formats in which it carries
“carnivalesque” effects are indispensable. In the same vein, a
continuous fight against patriarchy’s common and co-opted
mechanisms that never cease to alienate feminist struggle is
equally essential.
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I na kraju, nuznost afektivhog zaokreta

Mnogi su zaokreti u umjetnosti (drustveni, eti¢ki, edukativni,
diskurzivni) od 90-ih nadalje postavili nove zahtjeve u na¢inima
oblikovanja umjetni¢kog sustava, prostora i medusobnih
drustvenih odnosa koji su ideolo$ki redefinirali pojmove
individualnog-kolektivnog, estetskog-politickog, diskurzivnog-
materijalnog, ¢esto izvan vremenskog i prostornog odnosno
povijesno odredenog konteksta. U toj rekonceptualizaciji
umjetni¢kih pojmova i njihovih odnosa, kao i samog pojma
,Kreativnosti”, afektivni zaokret koji se pojavio sredinom 90-ih
u drustvenim i humanisti¢kim sferama ostao je u umjetnosti
uglavnom neiskoriSten. Afektivni zaokret koji se pojavljuje kao
otpor konvencionalnim opozicijama izmedu razuma i emocija
ukazuje na nuznost rekonfiguracije ,politickog i etickog (ne)
prisvajanja emocija; kompleksnog odnosa mo¢i, subjektivnosti
i emocije; mjesta emocije; afekta, sentimenta i sentimentalnosti
unutar politikog i unutar politickog teoretiziranja; afektivne
dimenzije normativnog; afektivnog kao uvjeta moguénosti za
subjektivnost; kao i emotivno i afektivno ulaganje u drustvene
norme kao konstitutivni modus subjektivizacije”.?' Patricia
Ticineto Clough® kaZe da je ovakav zaokret izraz ,novog
konfiguriranja tijela, tehnologije i materije koji poti¢e zaokret

u misljenju u kriti¢koj teoriji”3® nastao uslijed transformacije

na ekonomskom, politi€kom i kulturnom planu, $to ga &ini
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The necessity of the affective turn

Starting in the 1990s onwards, many turns in art (such as
social, ethical, educational or discursive turns) have set new
demands in regard to the forming of the art system, space

and social relations that ideologically redefined the notions

of individual-collective, aesthetic-political and discursive-
material, often outside of the temporal and spatial (historically
determined) context. In the mid-90s, this reconceptualization
of artistic notions and their relations, as well as of the notion

of “creativity,” resulted in an affective turn in social and
humanistic field, which, however, remained mostly unemployed
in art. The affective turn manifested as a form of resistance

to conventional oppositions of reason and sentiments and
suggests the necessity to re-configurate “political and ethi-

cal (mis-)appropriations of emotions; the complex relation
between power, subjectivity and emotion; the place of emotion,
affect, sentiments and sentimentality within political and
political theorising; the affective dimension of the normative;
the affective as a condition of possibility for subjectivity; and
the emotive and affective investment in social norms as a
constitutive mode of subjectivation.”! Patricia Ticineto Clough?®2
stresses that such a turn represents a “new configuration of
body, technology and matter instigating a shift in thought

in critical theory.”3® It resulted from the economic, political

primjenjivim i na polju umjetni¢kog djelovanja. Osobito ako
uzmemo u obzir to da takav zaokret posljedi¢no podrazumijeva
politi¢ku artikulaciju koja ima mo¢ mijenjati dru$tvenu percepciju
zajednice, kao i prevladati afektivna ograni¢enja u konstruiranju
novih oblika dru$tvenosti i zajedni¢kog. -------- Ovakav pristup
ne daje potpune odgovore ni kona¢na ideoloska resenja,

ve¢ istrazuje mozemo li zamisliti ideologiju emancipacijskih
politika, ne kao repeticiju prethodnih feministickih i ljevi¢arskih
retorika i njihovih stalnih medusobnih pregovaranja, ve¢

kao osnovu za stvaranje novih revolucionarnih sadrzaja i

za njihovo povezivanje s umjetni¢kim djelovanjem danas.
Afektivni je zaokret na ovom mjestu artikuliran kao radikalna
drustvena imaginacija uspostavljena na ,logici politicke zelje
imanentne egzistenciji“.>* Otvara prostor za u¢inkovite politicke
odgovore nacinima sadasnje organizacije rada i djelovanja

pod postfordizmom. Takoder, otvara i moguénost proizvodnje
novih drustveno-ekonomskih uvjeta i okolnosti svakodnevnog
Zivota Zena kroz drustvenu imaginaciju (ne)rada i (ne)obitel]i*®

u zajedni¢kom i solidarnom postkapitalisti¢kom drustvu.

POLITIKA AFEKTA CINI MOGUCOM DRUSTVENU
IMAGINACIJU NEMOGUCIH ZAHTJEVA KOJI
MOZDA JESU UTOPIJSKI, ALI SVAKAKO
| POKRETACKI, I U KRAJNJOJ INSTANCI
REVOLUCIONARNI.

THE POLITICS OF AFFECT ALLOWS A SOCIAL
IMAGINATION OF IMPOSSIBLE DEMANDS: THESE
DEMANDS MIGHT BE UTOPIAN, BUT THEY
ARE ALSO MOTIVATIONAL AND, ULTIMATELY,
REVOLUTIONARY.

and cultural transformation, which also makes it applicable

in art practice. Even more so, considering that such a turn
consequently implies a political articulation that can change
the social perception of the community, as well as overcome
the affective boundaries in constructing new forms of sociality
and the common. -------- This approach does not give complete
answers nor final ideological solutions, but rather explores our
possibility to imagine an ideology of emancipatory politics. Such
emancipatory politics would not be a repetition of precedent
feminist and left-oriented rhetoric: it would serve as a foundation
to create new revolutionary content and to connect it with the
contemporary art practice. The affective turn is articulated here
as a radical social imagination, established “in a logic of political
desire immanent to existence.”®* It creates a space for an efficient
political response to the current means of organising work and
activity in the post-Fordist system. It also offers the possibility
to produce new socio-economic conditions in women’s
everyday life, through social imagination of (non)work and (non)
family®® in the common and solidary post-capitalist society.

“TUMJETNOSTI



CASOPIS ZA SUVREMENA LIKOVNA ZBIVANJA

--------- Afektivni se zaokret samim time pojavljuje kao nuzno
politi¢ko danasnjice, kao sila egzistencije i istovremeno polje
emancipacije za transformiranje kolektivnog ,tijela”, drustveno
akumuliranog u Zelji, ljubavi, navici, sjeéanju, drugim vrstama
emocija, kao i misljenju. Drugim rije¢ima, politika afekta ¢ini
mogué¢om drustvenu imaginaciju nemogucih zahtjeva koji mozda
jesu utopijski, ali svakako i pokretacki, i u krajnjoj instanci
revolucionarni. Takve su afektivne intervencije, prema Jasmini
Husanovié: ,svijetli, ali istovremeno i tegobni primjeri pobune
koji otvaraju prostor za nove kolektivitete...” ¢ija ,bit leZi u
umijecu i revoluciji, gdje je prekarijat Arbeitskraft, ogoljen Zivot,
dok rad takoder postaje mjesto za emancipacijski zaokret —
subjekta koji ustaje protiv eksploatacije buduénosti”.®® Afekt
kao strukturna pukotina omoguéava: ,nove nacine konstruiranja
pripadnosti, drustvenih modela rada i Zivota, dovoljno jakih da
nas interpoliraju kao politicke subjekte u zajedni¢ku povijest
sadasnjosti, kako bi nas pogurali naprijed ka moguéoj jednakoj
i emancipiranoj buduénosti na ovom planetu. Na kraju krajeva,
to je mjesto kojem svi podjednako pripadamo”.®” Politika afekta
time se razotkriva i djeluje u razli¢itim slojevima drustvene
stvarnosti koju danasnja umjetnost moze prikazati, zamisliti,
dovesti u pitanje, izazvati, osjetiti, mobilizirati i angazirati kroz
svoje prakse i prostore stvaranja. Rekoncipiranjem pojma
kreativnosti izvan kapitalistickog i patrijarhalnog sustava,

--------- The affective turn is therefore a political urgency of

the present-day. It operates as an existential force and at

the same time as a field of emancipation to transform the
collective “body,” socially accumulated in desire, love, habit,
remembrance and other emotions as well as in thought. In
other words, the politics of affect allows a social imagination

of impossible demands: these demands might be utopian, but
they are also motivational and, ultimately, revolutionary. As
Jasmina Husanovi¢ stresses, such affective interventions are
“bright, yet difficult examples of rebellion that open space to
new collectivities.” Their essence, Husanovi¢ continues, “lays
in art and revolution, where precariat is Arbeitskraft, a life
stripped bare, while work also transforms into a place for an
emancipative shift — of a subject who confronts the exploitation
of the future.”?® The notion of affect as a structural fissure
allows: “new ways to construct belonging and social models

of life and work. These models would be strong enough to
interpolate us as political subjects into a common history of the
present; to propel us towards a possible equal and emancipated
future. In the end, it is a place where everyone equally belongs
t0.”%” The politics of affect thus reveals itself and acts in various
layers of social reality, which the today’s art can represent,
imagine, question, provoke, feel, mobilise and engage. The
reconceptualization of the notion of creativity outside of the

stvaranjem politicki angaziranog odnosa izmedu individualne

i kolektivne drustvene imaginacije, vratéamo se na uzajamnu
povezanost revolucije i umjetnosti, na revoluciju koja zahtijeva
nove sadrzaje koji, kako to Marx kaze, moraju doéi, ne kao glas
iz proslosti, veé kao poezija iz budué¢nosti.®®

! Ovaj se sukob i dalje nastavlja u nesto izmijenjenim pojavnim oblicima, s tim da
je njegov danasnji medij viSe prostor suvremene umjetnosti, a manje knjizevnosti
ili drugih umjetnickih ili kulturnih formata. Sukob na ljevici krajem 20-ih i
pocetkom 30-ih bio je povezan s knjizevno$c¢u i dvjema knjizevnim politikama,
socijalnom i nadrealisti¢kom, odnosno socijalisti¢ckim realizmom i avangardnim
pokretima. Po¢etkom 50-ih dolazi do raskida s poetikom socijalnog realizma, a
kao vremenski grani¢nik uzima se 3. kongres Saveza knjizevnika Jugoslavije, na
kojem je Miroslav Krleza, kao jedan od glavnih aktera tok sukoba, odrzao govor
u kojem je dosljedno zastupao umjetni¢ku autonomiju i esteticku funkciju u
umjetnosti (u svojem osnovnom znacenju dozivljaja svijeta), suprotstavljajuci se
njezinim partijskim okvirima i zahtjevima.

*> Analogija s Mobiusovom vrpcom predstavlja na¢in razgradivanja binarnih
opozicija pojmova, pogotovo onih koji djeluju uzajamno i koji se smjenjuju
ovisno o kontekstu u kojem se pojavljuju kao normativne politike. Ovdje bih
ukazala na dvije reference koje su relevantne u kontekstu poimanja feminizma

i revolucionarnih praksi, prva za poimanje roda kao univerzalne kategorije —
ukidanje binarnosti duh/tijelo (Elizabeth Grosz), a druga za poimanje nasilja i
njegove funkcije unutar revolucionarnih praksi, s jedne stane ultrasubjektivnog
(koje proizvodi opsesija identitetom) i ultraobjektivnog nasilja (kao rezultat
svodenja ljudi na prekobrojne ili suvi$ne stvari), medusobno povezanih, a
pritom heterogenih (Etienne Balibar). V. Elizabeth Grosz, Neulovljiva telesa: h

capitalist and patriarchal system and the creation of a politically
engaged relation between individual and collective social
imagination bring us back to the mutual connection of revolution
and art. They bring us back to a social revolution that demands
new contents, which, as Marx put it, cannot take its poetry from
the past, but only from the future.®®

'"This discord is still present, although in slightly different forms. Today, it
mostly takes place in contemporary art and less in literature and other artistic
formats. The conflict on the Left in late 1920s and early 1930s concerned
literature and two literary politics (social and surrealist). In other words, it was
a conflict between the socialist realism and avant-garde movements. The poetics
of socialist realism was abandoned in early 1950s: at the 3" congress of Yugoslav
Writers” Union, which is considered as a turning point, Miroslav Krleza held an
important speech, advocating artistic autonomy and aesthetic role in art and
confronting its Party frameworks and demands.

2 The Mo6bius band analogy refers to disintegration of binary oppositions. This
applies in particular to those binary oppositions which interact and alternate in
regard to the context in which they manifest as normative politics. Here I want
to point out two references which are relevant to the notion of feminism and
revolutionary practices. The first refers to the notion of gender as a universal
category - abolition of the binarity spirit/body (Elizabeth Grosz). The second
reference relates to the notion of violence and of its function in revolutionary
practices: in terms of ultra-subjective violence (which results from obsession
with identity) and ultra-objective violence (a result of defining people as
redundant or unnecessary), which are interconnected, yet different (Etienne
Balibar). Cf. Elizabeth Grosz, Volatile Bodies: Toward a Corporeal Feminism,
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korporealnemu feminizmu, prijevod: Tanja Velagi¢, Ljubljana: Zavod Emanat
(zbirka Prehodi), 2008, str. 258; Etienne Balibar, Nasilje i civilnost. Wellekova
predavanja. 1996, Prijevod: Tomislav Medak, Centar za medije i komunikacije,
Beograd, Multimedijalni institut, Zagreb, 2011, str. 104-105. V. Elizabeth Grosz,
Volatile Bodies: Toward a Corporeal Feminism, Bloomington: Indiana UP, 1994,
p- 116-117; Etienne Balibar, Violence and Civility: On the Limits of Political
Philosophy, New York : Columbia University Press, 2015, p. 73-74.

* Feminizam se kroz povijest ne pojavljuje kao homogeni sustav angaziranog
djelovanja, ve¢ kao kompleksna struktura unutar koje se prepli¢u i suocavaju
emergentne, dominantne i rezidualne prakse. Ova podjela koju Raymond
Williams uvodi kao dinamicki okvir za tumacenje odnosa izmedu ideologije i
kulture primjenjiva je i na drustveno-povijesne tendencije i procese, posebno na
feministicke prakse i vrijednosti koje izmicu ideoloskoj koherenciji, stati¢nosti
i pravocrtnom kretanju na taj nadin §to medusobno utje¢u jedna na drugu,
ponekad koegzistiraju, a ponekad se osporavaju, transformiraju i u krajnjoj
instanciji smjenjuju. V. Raymond Williams, Marxism and Literature, Oxford
University Press, 1977, str. 121-127.

¢ Prema Branimiru Stojanovicu, ukidanje AFZ-a i SKOJ-a pocetak je
kontrarevolucije ili rata koji jo§ uvijek traje, trenutak u kome se socioekonomsko
odvaja od gradansko-politickog djelovanja (iz razgovora s Branimirom
Stojanovicem, 2009.).

> V. Jelena Petrovié, ,What is Left of the Feminist Left?”, u: B. Kasi¢, J. Petrovié,
S. Prlenda i S. Slap$ak (ur.), Critical Feminist Interventions — Thinking Heritage,
Decolonising, Crossing, Red Athena University Press RAUP, Zagreb, 2013, str.
83-93.

¢ Silvia Federici, ,Feminizam i politika zajedni¢kog”, prijevod: Ana Vilenica,
www.uzbuna (zadnji pregled: 1. lipnja 2015.) Silvia Federici, “Feminism and

the Politics of the Commons”, The Commoner 14, 2011, http://www.commoner.
org.uk/wp-content/uploads/2011/01/federici-feminism-and-the-politics-of-
commons.pdf

7 Dihotomija javno/privatno jo$ je jedna vrlo politicki arbitrarna binarna
opozicija nastala u kapitalistickom drustvu i njegovim temeljnim regulacijskim
mehanizmima. Izjedna¢avanje ,,drustvenog” u znacenju socijalistickih

Bloomington: Indiana UP, 1994, pp. 116-117; Etienne Balibar, Violence and
Civility: On the Limits of Political Philosophy, New York: Columbia University
Press, 2015, pp. 73-74.

* Feminism throughout history does not manifest as a homogenous system of
engaged action, but rather as a complex structure in which emerging, dominant
and residual practices entwine and confront each other. This classification was
introduced by Raymond Williams as a dynamic framework to interpret the
relation between ideology and culture. It is also applicable to social and historical
tendencies and processes, particularly to feminist practices and values that evade
the ideological coherence, immobility and linear motion (through their mutual
interaction, coexisting, contesting and transformation, as well as through their
mutual alternation). Cf. Raymond Williams, Marxism and Literature, Oxford
University Press, 1977, pp. 121-127.

* Branimir Stojanovi¢ considers the abolition of the Women’s Antifascist Front and
of the League of Communist Youth of Yugoslavia to symbolize the beginning of the
counter-revolution or of a still ongoing war. He defines it as a moment in which the
socio-economic aspect was excluded from civic and political activity. (From the
interview with Branimir Stojanovi¢, 2009).

® Cf. Jelena Petrovi¢, What is Left of the Feminist Left?, B. Kasi¢, J. Petrovié, S.
Prlenda, S. Slap$ak (ed.), Critical Feminist Interventions - Thinking Heritage,
Decolonising, Crossing, Red Athena University Press RAUP, Zagreb, 2013, pp. 83-
93.

¢ Silvia Federici, Feminism and the Politics of the Commons, The Commoner

14, 2011, http://www.commoner.co.uk/wp-content/uploads/2011/01/federici-
feminism-and-the-politics-of-commons.pdf

7 In political context, the public/private dichotomy is yet another very arbitrary
opposition that emerged in the capitalist society and its fundamental regulative
mechanisms. In the present-day, the equalisation of the “social” (in terms of
socialist institutional framework) with the “public” is a wrong premise for any
revolutionary social practice. Due to the notions’ replaced meanings, such a social
practice cannot produce a long-term effect, but only an illusion of “sociality”.

institucionalnih okvira s ,javnim” danas predstavlja pogresnu pretpostavku

na kojoj se gradi bilo kakva revolucionarna drustvena praksa, jer zbog zamjena
znacenja ovih pojmova takva drustvena praksa zapravo nema i ne moze imati
trajni u¢inak, ve¢ samo privid ,drus$tvenosti”.

8 Prema Michelu Foucaultu: ,,Homo Economicus is an entrepreneur, an
entrepreneur of himself.” Michel Foucault, The Birth of Biopolitics, Palgrave
Macmillan, 2008, str. 226. Prema Wendy Brown: gradanski subjekt (citizen-
subject) kao neoliberani poduzima¢ u svakom aspektu zZivota u neoliberalnom
drustvu. Wendy Brown, ,Neoliberalism and End of Liberal Democracy” u:
Edgework: Critical Essays on Knowledge and Politics, Princeton University Press,
2005, str. 42-44. Prema Jasonu Readu: neoliberalizam kroz prizmu partikularne
proizvodnje subjektivnosti i nac¢ine na koji se individue konstituiraju kao
subjekti ljudskog kapitala. Jason Read, ,,A Genealogy of Homo Economicus:
Neoliberalism and the Production of Subjectivity”, Foucault Studies, Special Issue
on The Birth of Biopolitics, No. 6, February 2009, str. 25-36.

° ,On participatory art, interview with Claire Bishop”, intervjuirao: Dusan
Barok, u okviru: A2 cultural bi-weekly, Prag, 2009, str. 4 (zadnji pregled: 1. lipnja
2015.: http://scribd.com/doc/56968733/, prevela autorica teksta)

19 Tsto. (prevela autorica teksta)

'V, Nicolas Bourriaud, Relational Aesthetics, Presses du réel, Paris, 2002.

12 Trit Rogoff, ,We - Collectivities, Mutualities, Participations”, u: Dorothea von
Hantelmann and Marjorie Jongbloed (ur.), I Promise It’s Political - Performativity
in Art, Museum Ludwig, Koln, 2002, str. 129 (prevela autorica teksta)

B1sto.

" Claire Bishop, Artificial Hells: Participatory Art and the Politics of Spectatorship,
Verso, 2012, London and New York, str. 18.

1* Isto, str. 39-40.

! Forum u okviru izlozbe 54. oktobarskog salona: Niko ne pripada tu vise

nego ti (s feministickim kolektivima h.arta (Maria Crista, Anca Gyemant,
Rodica Tache), ff (Antje Majewski, Charlotte Cullinan, Juliane Solmsdorf),
a7.aufleneinsatz (Margret Schiitz, Greta Hoheisel) i umjetnicama Go6zde Ilkin i
Margaretom Kern, 13. listopada 2013., Beograd.

7 Na ovom mjestu treba imati u vidu da su kolaboracija, kolektivnost i

8 From Michel Foucault: “Homo Economicus is an entrepreneur, an entrepreneur
of himself.” Michel Foucault, The Birth of Biopolitics, Palgrave Macmillan, 2008,
p. 226. From Wendy Brown: citizen-subject as neoliberal entrepreneur in every
aspect of the life in neoliberal society. Wendy Brown, “Neoliberalism and End
of Liberal Democracy” in: Edgework: Critical Essay on Knowledge and Politics,
Princeton University Press, 2005, pp. 42-44. From Jason Read: neoliberalism
through the prism of particular production of subjectivity as well as through the
ways in which individuals are constructed as subjects of human capital. Jason
Read, “A Genealogy of Homo Economicus: Neoliberalism and the Production
of Subjectivity”, Foucault Studies, Special Issue on The Birth of Biopolitics, No. 6,
February 2009, pp. 25-36.

° “On participatory art, interview with Claire Bishop”, interview conducted by
Dusan Barok as part of: A2 cultural bi-weekly, Prague, 2009, p. 4 (last viewed on
June 1% 2015: http://scribd.com/doc/56968733/, translation is mine)

10Tbid. (translated by the author)

' Cf. Nicolas Bourriaud, Relational Aesthetics, Presses du reel, Paris, 2002

12 Irit Rogoff, “We - Collectivities, Mutualities, Participations” in: Dorothea

von Hantelmann and Marjorie Jongbloed (ed.), I Promise It’s Political -
Performativity in Art, Museum Ludwig, Cologne, 2002, p. 129. (translated by the
author)

3 1bid.

1 Claire Bishop, Artificial Hells: Participatory Art and the Politics of
Spectatorship, Verso, 2012, London and New York, p. 18.

15 Ibid, pp. 39-40.

16 Forum as a part of 54" October Salon: Nobody Belongs Here More Than You,
with feminist collectives h.art (Maria Crista, Anca Gyemant, Rodica Tache),

[f (Antje Majewski, Charlotte Cullinan, Julian Solmsdorf), aZ.aufeneinsatz
(Margret Schiitz, Greta Hoheisel) and artists Gozde Ilkin and Margareta Kern,
October 13t 2013, Belgrade.

171t should be noted that collaboration, collectivity and cooperative also form the
basis of capitalist work relations, where the notion of alienation transforms and
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korporative isto tako u osnovi kapitalistickih radnih odnosa, gdje se i pojam
otudenja i alijenacije transformira u novo znacenje koje je potrebno ponovno
postaviti u skladu s ovim novim nac¢inima rada i eksploatacije u neoliberalnom
drustvu.

8 Roza El Hassan: ,,O kolektivnosti®, u: Jelena Vesi¢ i Red Min(e)d (ur.),

54ti Oktobarski salon: Niko ne pripada tu vise nego ti. Zivi arhiv: kuriranje
feministickog znanja, Cicero, Kulturni centar Beograd, 2014.

19 Antje, Juliane i Charlotte-Sasa iz umjetni¢ke mreze ff pri¢aju nam o svojem
kolektivu u kojem se osjecaju oslobodenima od drustvenih konvencija i pritisaka,
gdje stvaraju glazbu, prekoracuju rodne tabue, organiziraju demonstracije

i dobro se zabavljaju. Vec¢ina ih ima samostalne umjetnicke karijere (kao

i prihode). Njihov je kolektivni prostor poseban prostor nekomercijalne
umjetnicke slobode. Njihovi dogadaji odvijaju se uglavnom u Berlinu ili Be¢u.
Za mene je ovo postdadaistic¢ka situacija ukorijenjena u konceptu slobode i
odbacivanju svih nasih konvencija. Antje i Sa§a (Charlotte) opisuju grupu kao
anarhisti¢ku i situacionisticku. Njih dvije nadaju se da ¢e izgraditi jezgru koja ¢e
imati §iri utjecaj.” Isto, str. 194.

2 Sljedeca je govornica Gozde Ilkin iz Istanbula. Poput ¢lanica umjetnicke
mreze ff, i ona ima individualnu karijeru kao umjetnica i stvara slike na tekstilu,
kolaze i patchworke. Uz svoj individualni rad, sudjelovala je i u mnogim grupnim
dogadajima poput stambenih projekata: ,Oda projesi’ i ,Atikult’ (kolektiv
sastavljen od tri Zene koji je bio aktivan od 2006. do 2013.), umjetni¢kim
akcijama, grafiti-intervencijama, izradi naljepnica i odjece, Zenske odje¢e kod
koje se (anti)moda pojavljuje kao pozornica za predstavljanje poruka. Ove se
poruke vide, nose i dijele na ulicama Istanbula (...). Dizajn se javlja kao oblik
otpora u ovoj metropoli ¢ija privreda raste nevjerojatno velikom brzinom, dok
gradovi prolaze kroz ubrzan proces ,gentrifikacije’.” Isto.

2 ,Ove tri Zene dolaze iz Temi$vara, grada iz dijela Rumunjske koji granici s
Madarskom. Zamigljam kako njihov kolektiv sigurno ima oblik intimne privatne
podrske i solidarnosti. Nije toliko vazno jesu li zajedno skuhale i podijelile
lonac hrane, stvorile umjetnicko djelo, diskutirale o ne¢emu ili zasadile urbani
vrt. ,Obi¢no se nista posebno ne dogada na mjestima kao $to je moj rodni

gains a new meaning that should be reset in accordance with these new ways of
working and exploitation in the neoliberal society.

18 Roza el Hassan: “On Collectivity” in: Jelena Vesi¢ I Red Min(e)d (ed.), 54"
October Salon: Nobody Belongs Here More Than You. The Living Archive: Curating
Feminist Knowledge, Cicero, Culture centre Belgrade, 2014.

1 “Members of the art network ff, Antje, Julijana and Sarlota-Sasa, describe their
collective in which they feel liberated from social conventions and pressure.
There they create music, overstep gender taboos, organise demonstrations and
have a good time. Most of them pursue their own individual art career (and

gain their own income). Their collective is a unique space of non-commercial
artistic freedom. Their events mostly take place in Berlin and Vienna. To me

this represents a post-Dadaist situation, rooted in the concept of liberty and
rejection of all our conventions. Antje and Sasa (Charlotte) describe their group
as anarchist and situationist. They hope to establish a basis that could create a
bigger impact.” Ibid, p. 194

? Gozde Ilikn from Istanbul is our next speaker. She is also pursuing her own
individual career as artist and creates textile paintings, collages and patchworks.
Alongside her individual artistic work, she has participated in numerous
collective events such as housing projects Oda projesi and Atikult, artistic
actions, graffiti interventions, creating stickers and women’s clothes, where (anti)
fashion serves as a stage to present messages. These messages can be seen, worn
and shared on the streets of Istanbul (...). Design manifests as a form of resilience
in this metropolis whose economy is growing at full speed while the cities are
being rapidly gentrified.” Ibid.

2 “These three women come from Timisoara, a Romanian city near the
Romanian-Hungarian border. I imagine their collective as a form of intimate
support and solidarity. It is not so important what they do together: prepare

and share a meal, create a work of art, discuss a certain topic or grow an urban
garden. ‘Usually, nothing in particular takes place in cities such as my hometown
Budapest or Timisoara, hence our poverty and our borders make the most
interesting ‘events’. The art collective takes the form of absolute necessity and

siromastvo i nase granice. Umjetnicki kolektiv uzima oblik apsolutne nuZnosti

i solidarnosti. Ovdje, u mojem gradu, ima dana kada jedna od ¢lanica grupe

ili umjetnica, prijateljica ima prihode, a ima dana kada ih ima neka druga.
Pozivamo i majke na veceru’, kazu nam ¢lanice grupe h.arta.”, Isto. 195.

> ,Na moje pitanje namjerava li njihov kolektiv promijeniti svijet nabolje i
vjeruje li u promjenu sistema, jedna od ¢lanica h.arte, Anca Gyemant, odgovara:
,Mi stvaramo prostor za politicku imaginaciju’. Umjetnice i umjetnici imaju mo¢
da u mra¢nim ili beznadnim vremenima zamisle pozitivnu buduénost.”, Isto.

» Povodom 20. godi$njice Medunarodnog festivala suvremene umjetnosti i
kulture Grad Zena u listopadu 2015. Izlazi poseban rad o ovom festivalu koji se
(samo)kriticki osvrée na svoju povijest i kroz tekstove raznih autorica koji su
¢inile ili jo§ uvijek ¢ine dio ovog zajedni¢kog pothvata. O znacaju i znacenju
festivala pige Tea Hvala i uvodi politiku nade u rekonceptualizaciju samog pojma
festivalizacije, isti¢uci vaznost njegove angazirane (karnevalske) privremene
forme. Tea Hvala: ,Zacasni prizoris¢i vztrajnega upanja: Mesto zensk in Rdece
zore”, Casopis za kritiko znanosti, Ljubljana, 2015. (u pripremi)

**Isto. (prevela autorica teksta)

* Isto. (prevela autorica teksta)

*¢ Miha Kozorog u Tea Hvala, isto.

7 Isto.

** Tea Hvala, isto.

» Red Min(e)d, ,Budu¢nost sada$njosti: od drustvene imaginacije do politi¢ke
artikulacije”, Jelena Vesi¢ i Red Min(e)d (ur.), isto, str. 72

V. Andrew Robinson o Bahtinovoj teoriji protumacenoj kao sredstvo politike
otpora i drustvenih pokreta danas: In Theory Bakhtin: Carnival against Capital,
Carnival against Power. http://ceasefiremagazine.co.uk/in-theory-bakhtin-2/
(zadnji pregled: 1. lipnja 2015.)

3 Athena Athanasiou, Pothiti Hantzaroula i Kostas Yannakopoulos, ,Towards a
New Epistemology: The ,Affective Turn’”, u: Performing Emotions. Historical &
Anthropological Sites of Affect, Historein, vol. 8, 2008, str. 5.

*2 Patricia Clough teorijsko je angaziranje emocija i afektivnosti, koje se pojavljuje
sredinom 90-ih godina u humanisti¢kim i dru§tvenim znanostima, identificirala
kao afektivni zaokret, skre¢uéi paznju na nova i produktivna teorijska i

solidarity. Here in my city, on some days one of the members of the collective

or an artist gains some income, on other days it is some other member. We also
invite mothers to dinner’, tell us the members of the h.art collective.” Ibid, p. 195.
> “To my question whether the collective plans to change the world for the better
and do they believe in the change of system, one of the members of h.arte, Anka
Demant, replies: “We create a space for political imagination.” In dark and
hopeless times, artists have the power to imagine a positive future.” Ibid.

» A special publication was issued in October 2015, on the occasion of the 20
anniversary of The City of Women - International Festival of Contemporary Arts,
as a (self)-critical reflection on the festival’s history, comprised of texts written
by different female authors who were or still are included in the project. In her
text on the festival’s importance, Tea Hvala introduces a politics of hope to the
reconceptualization of the notion of festivalisation and stresses the importance
of the festival’s engaged (carnivalesque) temporary form. Tea Hvala: “Zacasni
prizori§¢i vztrajnega upanja: Mesto zensk in Rdece zore”, Casopis za kritiko
znanosti, Ljubljana, 2015 (in preparation).

2 Ibid. (translated by the author)

» Ibid. (translated by the author)

2¢ Miha Kozorog in Tea Hvala, ibid.

7 Ibid.

28 Tea Hvala, ibid.

» Red Min(e)d, “Future of the present-day: from social imagination to political
articulation”, Jelena Vesi¢ and Red Min(e)d (ed.), Ibid, p. 72.

* Cf. Andrew Robinson on Bakhtin’s theory interpreted as a means of politics of
resistance and social movements in the present-day: In Theory Bakhtin: Carnival
against Capital, Carnival against Power. http://ceasefiremagazine.co.uk/in-
theory-bakhtin-2/ (last viewed on June 1* 2015).

' Athena Athanasiou, Pothiti Hantzaroula and Kostas Yannakopoulos, “Towards
a New Epistemology: The ‘Affective Turn’ in: Performing Emotions. Historical &
Anthropological Sites of Affect, Historein, vol. 8, 2008, p. 5.

*2 Patricia Clough defined the theoretical engagement of emotions and affectivity
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epistemoloska kretanja krajem 20. stolje¢a. Ona dolaze prije svega iz polja:
psihoanaliti¢ki informirane teorije o subjektivnosti i subjektivizaciji,
teorije tijela i utjelovljenja (embodiment), postrukturalisticke feministicke
teorije, diskusije izmedu lakanovske psihoanaliti¢ke teorije, politicke
teorije i kriticke analize, queer teoretizacije melankolije i traume. Na tragu
navedenih polja istrazivanja, Clough je ukazala na sve prisutnije zanimanje
za nacine na koje se diskursi o emocijama/afektima javljaju, cirkuliraju,
referiraju, angaziraju i performiraju. Athena Athanasiou et al, isto.

* Patricia Ticineto Clough i Jean O’Malley Halley (ur.), The Affective Turn:
Theorizing the Social, Duke UP, Durham, 2007, p. 2.

** Kathi Weeks, ,Life Within and Against Work: Affective Labor, Feminist
Critique, and Post-Fordist Politics”, Ephemera: Theory & Politics in
Organization, Vol. 7, broj 1, velja¢a 2007, str. 248.

* Isto tako, Weeks smatra da je danas drustvena imaginacija nerada i
neobitelji teza od same kritike drustva rada, jer smo jo$ uvijek povezani

s ovim osnovnim institucijama koje po¢ivaju na radnoj etici i obiteljskim
vrijednostima pa nam je te$ko zamisliti §to bismo bili ako ne bismo bili
radnice i radnici: ,,O ne-radu i ne-obitelji trebamo promisljati kao o
novim prilikama koje bi mogle bitno utjecati na bogatstvo novih oblika i
potreba za uzitkom, njegovanjem nasih aktivnosti, emocija, strasti i Zelja
koje nas oslobadaju zastarjelih institucija - poput obitelji i rada - ¢ije

nam tradicionalne i nevazece vrijednosti, napose uslijed mjera tednje,
spomenute uzitke viSe ne mogu pruziti.” Feministicka politika, socijalna
reprodukcija i Zivot nakon rada, intervju Vedrane Bibi¢ i Ankice Cakardi¢
s Kathi Weeks u Zarezu, 15. listopada 2013. www.zarez.hr/clanci/
feministicka-politika-socijalna-reprodukcija-i-zivot-nakon-rada (zadnji
pregled: 2. lipnja 2015.)

* Jasmina Husanovi¢, ,Feministicke ekskurzije, transverzalnosti,
traverzije: o punoljetnim iskustvima solidarnosti i zajednistva u
proizvodnji znanja i emancipativnoj politici”, Jelena Petrovi¢, Damir
Arsenijevi¢ (ur.) Feminizam politika jednakosti za sve, ProFemina,
specijalni broj, 2011.

(which emerged in humanistic in social sciences in the mid-90s) as the affective
turn, pointing out new and productive theoretical and epistemological
tendencies at the end of the 20" century. These tendencies primarily arose

from the field of: psychoanalytically informed theory on subjectivity and
subjectivation, theory of the body and embodiment, post-structuralist feminist
theory, discussion between the Lacanian psychoanalytic theory, political theory
and critical analysis, queer theorization of melancholy and trauma. Along the
lines of the above-mentioned fields of research, Clough pointed out the rising
interest in the ways in which discourses on emotion/affects manifest, circulate,
refer, engage and operate. Athena Athanasiou et al, Ibid.

* Patricia Ticineto Clough and Jean O’Malley Halley (ed.), The Affective Turn:
Theorizing the Social, Duke UP, Durham, 2007, p. 2.

** Kathi Weeks, “Life Within and Against Work: Affective Labor, Feminist
Critique, and Post-Fordist Politics”, Ephemera: Theory & Politics in
Organization, vol. 7, issue 1, February 2007, p. 248.

* Weeks also believes that the present-day social imagination of non-work and
non-family is more difficult than the critique of the working society, due to our
attachment to these fundamental institutions that rest on working ethic and
family values. Therefore, we have difficulties to imagine what we would do if we
were not workers: “We need to observe the notions of non-work and non-family
as new opportunities that could greatly influence the abundance of new forms of
pleasure - through our activities, emotions, passions and desires that liberate us
from outdated institutions (such as family and work) - whose traditional values
(especially due to austerity measures) can no longer offer us the mentioned
pleasures.” Feminist politics, Social reproduction and life after work, interview
with Kathi Weeks, conducted by Vedrana Bibi¢ and Ankica Cakardié¢ in Zarez,
15/10/2013, www.zarez.hr/clanci/feministicka-politika-socijalna-reprodukcija-i-
zivot-nakon-rada (last viewed on June 24 2015).

36 Jasmina Husanovié, “Feminist excursions, transversalities, traversions: on
adult experiences of solidarity and the common in knowledge production and
emancipatory politics,” Jelena Petrovi¢, Damir Arsenijevi¢ (ed.) The feminism of
politics of equality for everyone, ProFemina, special edition, 2011.

% Red Min(e)d, isto, str. 73

% Karl Marx, The Eighteenth Brumaire of Louis Bonaparte, 1852, https://www.
marxists.org/archive/marx/works/1852/18th-brumaire/ch01.htm (Zadnji pregled:
2. lipnja 2015.)

¥ Red Min(e)d, ibid, p. 73.

*% Karl Marx, The Eighteenth Brumaire of Louis Bonaparte, 1852, https://www.
marxist.org/archive/marx/works/1852/18th-brumaire/ch01.htm (last viewed on
June 2" 2015).

Croatian to English translation: lvana Berti¢
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CASOPIS ZA SUVREMENA LIKOVNA ZBIVANJA

Suvremena umjetni¢ka proizvodnja i joS viSe govor o suvremenoj umjetnosti uvelike su odredeni
retorikom drustvene promjene, utemeljenom na drustvenom angazmanu umjetnika, koji ¢e nas
slobodni od drustvenih zadanosti i kao ljudi od maste povesti prema napretku, i u biti autonomnom
pozicijom umjetnosti kao mjestu emancipacije. Ideologem drustvenog angazmana u umjetnosti

toliko je snazno prisutan da postaje gotovo samorazumljiv: tako se govori o tzv. drustvenom obratu
nakon 1990-ih i - u novijim Zzanrovskim odrednicama - o tzv. socijalnoj praksi. Istovremeno je u
politickom polju ljevica doslovno rastoéena u niz mikropolitickih formacija: sa scene su nestale jake
politicke partije, borbeni sindikati i sl. Dakle umjetnici danas operiraju u vrlo heterogenom i posve
decentraliziranom politi€kom polju, nisu u vezi s politickim projektom, eventualno s labavo definiranim
antikapitalizmom. U takvom kontekstu stoga ne treba ¢uditi ni to da — ¢ak i kad zagovaraju radikalne
pozicije — umjetnici ostaju u svijetu umjetnosti. Za razliku od avangardista koji su stremili napustanju
umjetnicke prakse i dokidanju institucije umjetnosti, umjetnici danasnjice ne zele napustiti svijet
umjetnosti, ve¢ zele umjetnost uciniti korisnom, upravo umjetnoscu mijenjati svijet. Medutim, i opet za
razliku od povijesne avangarde, za to nemaju politiCku podrsku.

Stoga nam se €inilo nuznim u broju koji obraduje odnos umjetnosti i drustvenih pokreta napraviti
korak unatrag i pitanja koja se otvaraju pred nama promotriti na pozadini diskursa politicke
umjetnosti i umjetnickog udruzivanja izmedu dva svjetska rata, u doba nakon Oktobarske revolucije

i pred nadiru¢im fasizmom. Napravile smo izbor iz manifesta i programatskih tekstova kako publici
poznatih tako i nepoznatih revolucionarnih umjetnickih udruzenja te ih promotrile pod svjetlom
aktualne drustvene situacije, u kojoj kontradikcija izmedu sve glasnijih zahtjeva za angazmanom i vrlo
ogranicenih realizacijskih moguénosti u okvirima kapitalistickog drustva raste iz dana u dan.

Polaziste je i referentna tocka svih izabranih razmisljanja o poziciji i ulozi umjetnosti u drustvu
(post)revolucionarna Rusija. U okviru kulturne revolucije u godinama nakon Oktobarske revolucije
pred umjetnike je postavljen tako vazan zadatak kakav nikad dotad u povijesti nisu imali: uloga

u izgradniji i organizaciji novog drustva i novog ¢ovjeka. Izbor otvaramo Deklaracijom Udruzenja
umjetnika revolucionarne Rusije iz 1922. godine - realistickom frakcijom koja se Zestoko obrusavala
na avangardne prakse optuzujuéi ih za intelektualizam i reprodukciju burzujskog poretka. Udruzenje
umjetnika revolucionarne Rusije brojilo je 1926. godine ¢ak 26 filijala. Borba izmedu avangardista i
Stafelajnog slikarstva u Sovjetskom Savezu umnogome je obiljezila 1920-te i 1930-te godine. Stoga
izbor ukljuéuje i Deklaraciju Udruzenja umjetni¢kog rada Oktobar iz 1928. godine, koje nastavlja
liniju Proletkulta, eksperimentalne umjetnicke institucije stasale u revoluciji 1917. koja je zagovarala
industrijalizam/produktivizam i tehnicizam u umjetnosti nasuprot realisti¢koj tehnici kao padu u
konzervativizam proslosti. Udruzenje umjetni¢kog rada Oktobar okupilo je mnoga kanonska imena:
Rodéenko, Stepanova, Lisickij, Ejzenstajn, bra¢a Vesnin, Hannes Meyer, Diego Rivera...

Tekst Diega Rivere Revolucionarni duh u modernoj umjetnosti iz 1932. godine vazan je kao
artikulacija individualne pozicije umjetnika izvan sovjetskog konteksta. Otvoreno se svrstavajuéi na
stranu komunizma, Rivera se razrac¢unava s optuzbama za propagandu kakve plasiraju zagovornici
autonomne umjetnosti. Nadalje Rivera istice umjetnosti murala kao najznaéajniju umjetnost za
proletarijat i kritizira Stafelajnu sliku koja kao luksuzni objekt ,teSko da moze postati sredstvo
proletarijata“. S obzirom na njegov angazman u Udruzenju Oktobar ovo daje dodatni zamasnjak
raspravi izmedu realista i produktivista. Umjetnost murala kao ,,borbena, obrazovna umjetnost za
sve“ osnovna je programatska smjernica Deklaracije o drustvenim, politickim i estetskim principima
koju je priredio David Alfaro Siqueiros 1922. godine, a potpisali su je svi ¢lanovi Sindikata tehnickih
radnika, slikara i kipara. David A. Siqueiros bio je jedan od voda meksickog muralizma, umjetni¢kog
pokreta koji je krenuo 1920. godine nakon Meksicke revolucije prateci razvoj Meksika iz ruralne

u industrijaliziranu zemlju (vode su pokreta uz njega bili prominentni slikari Diego Rivera i José
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Clemente Orozco). Murali su se obracali domorodackom stanovnistvu preuzimajuci motive iz njihove
narodne umjetnosti, ali su i snazno obiljezeni elementima marksizma: borbom radnicke klase protiv
eksploatacije.

Nakon neuspjele socijalisti¢ke revolucije u Njemackoj 1918. godine sukob komunista i
socijaldemokrata odvijao se, dakako, i u umjetnickom polju. Ve¢ 1918. godine osnovana je umjetnicka
grupa Novembar, a Crvena grupa (Rote Gruppe), koju predstavljamo Manifestom iz 1924. godine
proizisla je upravo iz opozicije Novembru. Rije¢ je o prvoj koaliciji komunisti¢kih umjetnika koja je
okupljala uglavhom suradnike radni¢kih novina Der Kniippel (Batina), a €lanovi su, uz ostale, bili: Otto
Dix, George Grosz i John Heartfield. Grupa je bila aktivha do 1927. godine, a njezin je program usao u
statute Udruzenja revolucionarnih likovnih umjetnika Njemacke (poznatije kao Asso). Ovdje donosimo
i njihov Manifest (i spomenute Statute) objavljene 1928. godine. Asso je slijedio primjer Udruzenja
umjetnika revolucionarne Rusije pa su nakon berlinske grupe osnovane brojne filijale diljem Njemacke.
Njujorski klub Johna Reeda, ameri¢ki savez lokalnih organizacija usmjerenih na marksisticke

pisce, umjetnike i intelektualce pokrenuli su suradnici asopisa The New Masses koje se otvoreno
izjaSnjavalo kao glasilo Komunisti¢ke partije i u kojem je objavljen Nacrt manifesta 1932. godine.

U kontekstu kapitalisti¢ke krize i u osvit nadolazecéeg rata, Manifest je usmjeren na srednjoklasne
intelektualce pozivajuéi ih da se pridruze revolucionarnoj borbi radnicke klase, da napuste svoje
liberalne pozicije i da proizvodnji umjetnosti pristupe ,s glediSta revolucionarnih radnika“.

lako smo demarkacijsku liniju u izboru tekstova postavile prije po¢etka Drugog svjetskog rata,
napravile smo jednu iznimku. Rije¢ je o Dokumentu o stajalistu br. 1: O revolucionarnoj umjetnosti

koji je u novinama The Black Panthers 1970. godine objavio Emory Douglas, ministar kulture

u Partiji Crnih pantera. Usmjerena uspostavljanju revolucionarnog socijalizma, Parija Crnih

pantera umjetnost je shvacala kao jedan od instrumenata borbe i jedan od aspekata organizacije
drustvene stvarnosti, poput programa u zajednici koje su provodili. Utoliko je ovaj dokument blizi
programatskim tekstovima umjetnickih udruzenja u postrevolucionarnoj Rusiji i Sovjetskom Savezu
nego onovremenim istupanjima umjetnickih kolektiva usmjerenih institucionalnoj kritici i promjenama
isklju¢ivo u umjetnickom polju.

Nismo zaobisle ni lokalni kontekst, stoga donosimo Manifest Udruzenja umjetnika Zemlja na naslovnoj
stranici kataloga njihove prve izlozbe 1929. godine. Zemlja je bila udruzenje slikara, kipara i arhitekata
ljevicarske orijentacije, prvo umjetni¢ko udruzenje takve vrste u Hrvatskoj.

Za kraj valja napomenuti da ovaj izbor nema namjeru predstaviti sustavan pregled, jer to u nasim
proizvodnim okolnostima, ali i zbog slabe dostupnosti izvora i jezi¢nih barijera, ne bi niti bilo moguce.
Utoliko smo se morale osloniti na objavljene i sabrane tekstove, koji su na ovom mjestu prvi put
prevedeni na hrvatski. Izbor tekstova po€iva na uvodno zacrtanoj poziciji: promotriti te povijesne
dokumente pod svjetlom aktualne drustvene situacije. To znaci posebnu paznju obratiti jeziku:
pojmovima i konceptima koji su tada nudili razumijevanje kako pozicije umjetnika i umjetnosti u
drustvu tako i procesa koji izgraduju drustvo. Takvo sistemsko zahvacanje stvarnosti i vlastite pozicije
u njoj pocetna je pozicija progresivhog angazmana (u umjetnosti).
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Udruzenje umjetnika revolucionarne Rusije):
Deklaracija

Slavna je Oktobarska revolucija, oslobadajuci kreativne snage naroda, probudila svijest masa

i umjetnika — glasnogovornika duhovnog zivota naroda.

NasSa je gradanska duznost pred ¢ovjeCanstvom da, umjetni¢ki i dokumentarno, zabiljezimo
revolucionarni impuls ovog slavhog momenta povijesti.

Prikazivat ¢emo danasnjicu: zivot Crvene armije, radnike, seljake, revolucionare i heroje rada.
Pruzit ¢emo istinitu sliku dogadaja, a ne apstraktne pripravke koji nasu Revoluciju diskreditiraju
pred internacionalnim proletarijatom.

Stare umjetni¢ke grupe, koje su postojale prije Revolucije, izgubile su znaéenje, granice su medu
njima izbrisane i Sto se tie ideologije i Sto se tice forme - i opstaju tek kao krugovi ljudi povezanih
osobnih vezama, ali liSene svake ideoloske baze ili sadrzaja.

Upravo taj sadrzaj u umjetnosti smatramo znakom istine u umjetnickom radu, a zZelja da se taj
sadrzaj izrazi poti¢e nas, umjetnike revolucionarne Rusije, da udruzimo snage; zadaci koji su pred
nama strogo su definirani.

Dan revolucije, moment revolucije, dan je heroizma, moment heroizma - i mi sad moramo objaviti
svoja umjetnicka iskustva u monumentalnim formama stila herojskog realizma.

Prihvacéajuci kontinuitet u umjetnosti i bazirajuci se na suvremenom pogledu na svijet stvaramo
taj stil herojskog realizma i polazemo temelje univerzalne gradevine buduée umjetnosti, umjetnosti
besklasnog drustva.

Osnivacka Deklaracija objavljena je u katalogu ,,Izlozbe studija, skica, crteza i grafika iz Zivota i obi¢aja radnicke
i seljacke Crvene Armije“ odrzane u Moskvi u lipnju i srpnju 1922. godine. Prijevod na engleski preuzet je iz: Art
in Theory 1900-2000: An Anthology of Changing Ideas, ur. Charles Harrison i Paul Wood, Blackwell Publishers,
Oxford, UK & Massachusetts, USA: 1992, str. 384-385.

S engleskog na hrvatski prevela: Vesna Vukovi¢
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Oktobar
(Udruzenje umjetnié¢kog rada):
Deklaracija

U danasnje vrijeme sve umjetnicke forme moraju zauzeti svoju poziciju na frontu socijalisticke

kulturne revolucije.

Duboko smo uvjereni da prostorne umjetnosti (arhitektura, slikarstvo, kiparstvo, grafika,
industrijske umjetnosti, fotografija, kinematografija itd.) mogu izbjeéi svoju trenutacnu krizu jedino
ako se podrede zadatku sluzenja konkretnim potrebama proletarijata, vodama seljastva i nazadnim
nacionalnim grupama.

Svjesno sudjelujuéi u ideoloskoj klasnoj borbi proletarijata protiv neprijateljskih snaga i
podrzavajuci zblizavanje seljastva i narodnosti s proletarijatom, prostorne umjetnosti moraju
proletarijatu i radni¢kim masama sluziti u dva medusobno povezana polja:

u polju ideoloske propagande (s pomocu slika, fresaka, tiskovina, skulpture, fotografije,

kinematografije itd.)

u polju proizvodnje i direktne organizacije kolektivnog nacina zivota (s pomocu arhitekture,

industrijskih umjetnosti, planiranja masovnih festivala itd.).
Pred umjetnicima koji su u potpunosti svjesni ovih nacela stoje sljedeci neposredni zadaci:

1. Umjetnik koji pripada epohi diktature proletarijata ne smatra sebe izoliranom

figurom koja pasivno odrazava realnost, ve¢ aktivnim borcem na ideoloSkom frontu
Proleterske revolucije. To je front koji svojim akcijama organizira masovnu psihologiju

i pomaze oblikovati novi nacin zivota. Ta orijentacija prisiljava proleterskog umjetnika

da se neprestano kriti¢ki preispituje kako bi bio na jednako visokoj ideoloskoj razini s
revolucionarnom proleterskom avangardom.

2.Mora podvrgnuti kritiCkom preispitivanju sva formalna i tehnicka umjetnicka dostignucéa
proslosti. Za proletersku su umjetnost od posebne vrijednosti dostignuc¢a zadnjih
desetljeca, kad su metode racionalnih i konstruktivnih pristupa umjetni¢kom stvaranju -
koje su malogradanski umjetnici proigrali - obnovljene i zna¢ajno razvijene. Upravo su u to
vrijeme umjetnici poc€eli ulaziti u stvaranje dijalekticke i materijalisticCke metodologije, koje
ranije nisu bili svjesni, kao i metoda mehanicke i laboratorijske znanstvene tehnologije.
To je omogucilo mnogo toga $to moze i mora sluziti kao materijal za razvoj proleterske
umjetnosti. Medutim, temeljni zadatak proleterskog umjetnika nije da izradi eklektiCku
zbirku starih zamisli radi njih samih, ve¢ da uz njihovu pomo¢, i na novom tehnoloSkom
temelju, stvori nove tipove i novi stil prostorne umjetnosti.

3.Krajnja orijentacija umjetnika koji e izrazavati kulturne interese revolucionarnog
proletarijata trebala bi biti propagiranje svjetonazora dijalekticCkog materijalizma najvec¢im
mogucim brojem izrazajnih sredstava u okviru prostornih umjetnosti te materijalno
oblikovanje masovnih, kolektivnih formi novoga zivota. S obzirom na to, odbijamo
filistarski realizam epigona; realizam ustajalog, individualistiCkog nac¢ina zivota; pasivno
kontemplativni, stati¢ni, naturalisticki realizam sa svojim jalovim kopiranjem realnosti,

koji uljepSava i kanonizira stari nacin zivota, cijedeci energiju i slabec¢i volju kulturno
nerazvijenog proletarijata.
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Pozdravljamo i izgradit ¢emo proleterski realizam koji izrazava volju aktivne revolucionarne

klase; dinamiéni realizam koji zivot pokazuje u pokretu i u djelovanju i koji sustavno razotkriva
potencijale zivota; realizam koji €ini stvari, koji racionalno ponovno gradi stari nacin zivota i koji,

u zariStu masovne borbe i izgradnje, svim raspolozivim umjetni¢kim sredstvima vrsi svoj utjeca,j.
Ali istovremeno odbacujemo estetski, apstraktni industrijalizam i €isti tehnicizam koji se prodaje
za revolucionarnu umjetnost. Naglasavamo: da bi umjetnost kreativno djelovala na zivot moraju
se iskoristiti sva raspoloziva sredstva izrazavanja i oblikovanja, kako bi se svom silom organizirala
svijest, volja i emocije proletarijata i radni¢kih masa. U tu svrhu mora se uspostaviti organska
suradnja svih formi prostorne umjetnosti.

Objavom ove deklaracije distanciramo se od svih postoje¢ih umjetnic¢kih grupa aktivnih u polju
prostornih umjetnosti. Spremni smo udruziti snage s nekima od njih dokle god priznaju osnovna
nacela nase platforme u praktiénom smislu. Pozdravljamo ideju federacije umjetnic¢kih drustava i
podrzat ¢emo sve ozbiljne organizacijske korake u tom smjeru.

U vrijeme tranzicije upuStamo se u razvoj prostornih umjetnosti u SSSR-u. S obzirom na bazi¢ne sile
aktivne u modernoj sovjetskoj umjetnosti, prirodni proces umjetni¢kog i ideoloSkog samoodredenja
ometen je nizom nezdravih fenomena. Smatramo svojom duznoscéu da javno obznanimo kako
odbijamo sustav osobnog i grupnog patronata te protekcije individualnih umjetnic¢kih trendova i
pojedina¢nih umjetnika. U potpunosti podrzavamo neograni¢eno, zdravo natjecanje umjetnickih
smjerova i Skola u okvirima podrucja tehnicke kompetencije, vece kvalitete umjetnicke i ideoloske
proizvodnije te stilskih istrazivanja. Ali odbijamo nezdravo natjecanje medu umjetni¢kim grupama
oko narudzbi i patronata utjecajnih pojedinaca i institucija. Odbijamo svako polaganje prava bilo
kojeg udruzenja umjetnika na ideoloski monopol ili ekskluzivnu reprezentaciju umjetnickih interesa
radnickih i seljackih masa. Odbijamo sustav koji moze dozvoliti umjetno stvorenu i privilegiranu
poziciju (moralnu i materijalnu) bilo kojoj od umjetni¢kih grupa naustrb drugih udruzenija ili grupa;
to je radikalna kontradikcija umjetni¢ke politike Partije i vlade. Odbijamo nagadanje o ,,drusStvenim
narudzbama“ koje se ukazuje pod maskom revolucionarnih tema i svakodnevnog realizma te koje
svaki ozbiljan pokusaj da se formulira revolucionarni pogled na svijet i revolucionarna percepcija
svijeta zamjenjuje simplificiranom interpretacijom u Zurbi izmisljenoga revolucionarnog subjekta.
Mi smo protiv diktature filistarskih elemenata u sovjetskim prostornim umjetnostima i za kulturnu
zrelost, umjetnicko majstorstvo i ideolosSku konzistentnost novih proleterskih umjetnika, koji sve
brze dobivaju na snazi i napreduju ka prednjem planu.

Deklaracija je originalno objavljena je u ¢asopisu Cospemennas apxumexmypa (Suvremena arhitektura), br. 3, u
ozujku 1928. godine. Prijevod na engleski preuzet je iz: Art in Theory 1900-2000: An Anthology of Changing Ideas,
ur. Charles Harrison i Paul Wood, Blackwell Publishers, Oxford, UK & Massachusetts, USA: 1992, str. 465-467.

S engleskog na hrvatski prevela: Vesna Vukovi¢
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Diego Rivera:
Revolucionarni duh
u modernoj umjetnosti

Umjetnost je drustvena tvorevina. Manifestira podjelu koja prati podjelu drustvenih klasa. Postoji
burzujska umjetnost, postoji revolucionarna umjetnost, postoji seljacka umjetnost, ali ne postoji
- u pravom smislu - proleterska umjetnost. Proletarijat proizvodi umjetnost borbe, ali nijedna
klasa ne moze proizvoditi klasnu umjetnost dokle god ne dosegne najviSi stupanj svojeg razvoja.
Burzoazija je svoj vrhunac dosegnula u Francuskoj revoluciji i otada stvara umjetnost koja je
njezin vlastiti izraz. Ako proletarijat u nekom trenutku stvarno po¢ne proizvoditi svoju umjetnost,
bit ¢e to onda kad diktatura proletarijata ispuni svoju misiju, kad likvidira sve klasne razlike i
stvori besklasno drustvo. Stoga umjetnost buduénosti nece biti proleterska, veé¢ komunisti¢ka.
Pa ipak, tijekom svojeg razvoja, pa i nakon Sto dode na vlast, proletarijat ne smije odbaciti
najbolje tehnicke zamisli burzujske umjetnosti, jednako kao Sto se koristi i burzujskom tehni¢kom
opremom, kao Sto su topovi, mitraljezi i parne turbine. [...]

Covjek koji je istinski mislilac, ili slikar koji je istinski umjetnik, ne moze u danom historijskom
trenutku zauzeti nijednu drugu poziciju do one u skladu s revolucionarnim razvojem njegova
vlastitog vremena. Drustvena je borba najbogatija, najintenzivnija i najplasti¢nija tema koju
umjetnik moze odabrati. Stoga onaj tko je roden da bude umjetnik nikako ne moze biti neosjetljiv
na takav razvoj. Kad kazem roden da bude umjetnik, upuc¢ujem na konstituciju ili pripremljenost
njegovih o€iju, njegova zivéanog sustava, njegove senzibilnosti i njegova uma. Umjetnik je
direktni proizvod zivota. On je aparat roden da bude prijamnik, kondenzator, odasilja¢ i reflektor
aspiracija, zelja i nada svojega doba. Ponekad umjetnik sluzi sazimanju i odasiljanju zelja milijuna
proletera, a ponekad kao kondenzator ili odasiljaé samo za uski sloj intelektualaca ili uski sloj
burzoazije. Mozemo kao temeljnu ¢injenicu ustanoviti to da se vaznost umjetnika mjeri direktno
obimom mnostva cije aspiracije i Ciji zivot sazima i prevodi.

Tipi€éna teorija burzujskoga estetskog kriticizma 19 stolje¢a, naime ,,umjetnost radi umjetnosti“,
indirektna je potvrda ¢injenice koju sam upravo istaknuo. Prema toj je teoriji najbolja umjetnost
takozvana ,,umjetnost radi umjetnosti“ ili ,Cista“ umjetnost. Jedno od njezinih obiljezja jest i to da
je moze cijeniti samo vrlo ograni¢eni broj superiornih osoba. Time se implicira kako je samo tih
nekoliko superiornih osoba sposobno cijeniti takvu umjetnost. A buducdi da je rije¢ o superiornoj
funkciji, ona nuzno implicira da u ¢itavom drustvu postoji svega nekoliko superiornih osoba. Ta
umjetnicka teorija koja pretendira na apoliti€nost zapravo nosi silan politicki naboj — implikaciju
superiornosti nekolicine. Nadalje, ta teorija sluzi diskreditiranju upotrebe umjetnosti kao
revolucionarnog oruzja i afirmaciji ideje da je svaka umjetnost koja ima temu, drustveni sadrzaj,
ujedno lo$a umjetnost. Stovise, sluzi ograniéavanju broja onih koji umjetnost posjeduju, pomaze
da se umjetnost u€ini nekom vrstom trziSne robe koju je izradio umjetnik, koja se kupuje i prodaje
na trzistu, koja je podredena spekulativhom rastu i padu, kao i svaka druga komercijalizirana stvar
u trziSnim manipulacijama. U isto vrijeme ta teorija stvara legendu koja obavija umjetnost, legendu
o njezinu nedodirljivom, nepovredivom i misterioznom karakteru koji umjetnost ¢ini dalekom i
nepristupaénom masama. [...]

Buduci da proletarijat treba umjetnost, nuzno je da je prisvoji kao oruzje u klasnoj borbi. Da bi
prisvojio ili kontrolirao umjetnost, nuzno je da proletarijat borbu vodi na dva fronta. Na jednom se
frontu vodi borba protiv proizvodnje burzujske umjetnosti — a kad kazem borba mislim na borbu

u svakom smislu — a na drugom borba za razvijanje sposobnosti proletarijata da stvara svoju
vlastitu umjetnost. Kako bi zivio bolje, proletarijat se mora nauc€iti koristiti ljepotom. Trebao bi
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razvijati svoje senzibilnosti, nau€iti uzivati u umjetni¢kim djelima i koristiti se umjetnickim djelima
koja je stvorila burzoazija zbog posebnih prednosti svoje izobrazbe. Isto tako, proletarijat ne bi
smio ¢ekati da mu se iz redova burzoazije pridruzi neki slikar dobre volje ili dobrih namjera; doslo
je vrijeme da razvije umjetnike iz svoje vlastite sredine. Suradnjom umjetnika koji su proizisli

iz proletarijata i onih koji simpatiziraju proletarijat i svrstavaju se uza nj trebala bi se stvoriti
umjetnost koja je definitivno i na svaki nacin superiorna umjetnosti kakvu stvaraju umjetnici
burzoazije. Takav je zadatak program Sovjetskog Saveza danas. [...]

[Ruski avangardni umjetnici] vodili su istinski herojsku borbu da tu umjetnost u¢ine dostupnom
ruskim masama. Radili su u uvjetima oskudice, tenzija revolucije i kontrarevolucije te svih
materijalnih i ekonomskih poteskoc¢a koje se mogu zamisliti, a ipak su posve propali u svojim
pokusajima da pridobiju mase da prihvate kubizam, futurizam ili konstruktivizam kao umjetnost
proletarijata. U Rusiji su se pokrenule Siroke rasprave o tom problemu. Te rasprave i pomutnja
nastala kao posljedica odbacivanja moderne umjetnosti pruzila je priliku loSim slikarima da izvuku
korist iz situacije. Akademskim slikarima, najgorim slikarima koji su prezivjeli stari rezim u Rusiji,
vrlo su brzo nasiroko otvoreni natjecaji. Slike inspirirane novim tendencijama najnaprednijih
europskih Skola izlagane su bok uz bok s radovima izvedenima u tradiciji najgorih akademskih
Skola u Rusiji. Nazalost, aplauz javnosti dobili su upravo ti stari i loSi akademski slikari, a ne novi
slikari i nove europske skole. Mozda ¢e zvucati ¢udno, ali ¢ini mi se da u tom sporu nisu u pravu
bili modernisticki slikari, ve¢ mase ruskog naroda. Njihov glas nije pokazao da oni akademske
slikare smatraju slikarima proletarijata, ve¢ da umjetnost proletarijata ne smije biti hermeti¢na,
dakle umjetnost pristupa¢na svima osim onima koji su razvili i prosli razradene esteticke pripreme.
Umijetnost proletarijata mora biti topla, jasna i snazna umjetnost. Nije ruski proletarijat tim
umjetnicima govorio: ,\Vi ste odviSe moderni za nas.”“ Rekao im je sljedece: ,Vi niste dovoljno
moderni da budete umjetnici proleterske revolucije.“ Revolucija i njezina teorija, dijalekticki
materijalizam, ne znaju Sto bi s umjetnoscu koja dolazi iz bjelokosne kule. Potrebna im je umjetnost
koja je puna sadrzaja kao sto je i sama proleterska revolucija, koja je tako jasna i izravna kao $to je
i teorija proleterske revolucije.

U Rusiji postoji umjetnost naroda, naime, seljacka umjetnost. To je umjetnost ukorijenjena u tlo.
Svojim bojama, materijalima i svojom snagom savrseno je prilagodena okolini iz koje je iznikla.

To je proizvodnja umjetnosti iz najjednostavnijih resursa i u najmanje skupom obliku. Upravo iz

tih razloga bit ¢e od silne koristi proletarijatu u razvoju njegove vlastite umjetnosti. Bolji ruski
slikari koji su radili neposredno nakon Revolucije trebali su to znati prepoznati i na tome graditi,
jer bi proletarijat, na mnogo nacina blizak seljastvu, bio kadar razumjeti takvu umjetnost. Umjesto
toga akademski su se umijetnici, intrinzicno reakcionarni, domogli kontrole nad situacijom.
Reakcionarnost u umjetnosti nije tek pitanje teme. Slikar koji odrzava i primjenjuje najgore tehnike
burzujske umjetnosti reakcionarni je umjetnik, ¢ak iako primjenjuje tu tehniku kako bi naslikao
temu kao Sto je Lenjinova smrt ili crvena zastava na barikadama. [...]

Umjetnost murala najznacajnija je umjetnost za proletarijat. U Rusiji su zidne slike projicirane

na zidove klubova, sindikalnih srediSnjica, pa ¢ak i na zidove tvornica. [...] Ali Stafelajna je slika
luksuzni objekt, ona teSko da moze postati sredstvo proletarijata.

*kk

Burzujska ¢e se umjetnost prestati razvijati u trenutku kad burzoazija kao klasa bude unistena.
Medutim, velike slike nece prestati pruzati estetski uzitak, iako nemaju nikakvo politicko zna¢enje
za proletarijat. U Mantegninom Raspecu moze se uzivati i biti njime estetski dirnut i ako nisi
krséanin. Moje je osobno uvjerenje da u Sovjetskoj Rusiji danas ima previSe postovanja proslosti.
Za mene je umjetnost uvijek ziva i vitalna, kao Sto je bila i u srednjem vijeku, kad je zidno slikarstvo
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svaki put iznova oslikavalo novi politi¢ki ili drustveni dogadaj. Zato Sto umjetnost smatram zivuéom, a
ne mrtvom stvari, vidim duboku nuznost revolucije u pitanjima kulture, ¢ak i u Sovjetskom Savezu.

Od svih recentnih pokreta u umjetnosti za revolucionarni pokret najznacajniji je nadrealizam. Mnogi
su od njegovih pristasa ¢lanovi Komunisti¢ke partije. Neki od njihovih recentnih radova savr§eno su
pristupacéni narodnim masama. Njihova maksima glasi ,,Nadrealizam u sluzbi Revolucije“. Tehnicki,
razvijaju najbolje tehnike burzoazije. Medutim, u ideologiji nisu u potpunosti komunisti. A nijedna
slika ne moze dosegnuti najvisi stupanj svojega razvoja ili biti istinski revolucionarna ako nije istinski
komunisticka.

| ovdje dolazimo do pitanja propagande. (Svi su slikari bili propagandisti, inace ne bi bili slikari. Giotto
je bio propagandist duha kr§éanskog milosrda, oruzja franjevackih redovnika njegova vremena u
borbi protiv feudalnog ugnjetavanja. Breughel je bio propagandist borbe nizozemskih malogradanskih
obrtnika protiv feudalne opresije. Svaki umjetnik koji je iSta vrijedio u umjetnosti bio je slican
propagandist.) Poznata optuzba kako propaganda uniStava umjetnost svoje polaziste ima u burzujskoj
predrasudi. Naravno da burzoazija ne Zeli umjetnost upregnutu u sluzbu revolucije. Ne zZeli ideale u
umjetnosti jer njezini vlastiti ideali ne mogu vise sluziti kao umjetni¢ka inspiracija. Ne zeli osjecaje

jer njezini vlastiti osjecaji ne mogu vise sluziti kao umjetni¢ka inspiracija. Umjetnost, misao i osjecaiji
danas moraju zauzeti neprijateljski stav prema burzoaziji. Svi moéni umjetnici imaju glavu i srce. Svi
modéni umjetnici bili su propagandisti. Zelim biti propagandist i ne Zelim biti ni§ta drugo. Zelim biti
propagandist komunizma i Zelim to biti u svemu $to mogu domisliti, u svemu $§to mogu izgovoriti, u
svemu $to mogu napisati, u svemu $to mogu naslikati. Zelim da mi vlastita umjetnost bude oruzje. [...]

Tekst je originalno objavljen u: Modern Quarterly, sv. 6, br. 3, New York: jesen 1932. godine. Pretisak preuzet iz:
Art in Theory 1900-2000: An Anthology of Changing Ideas, ur. Charles Harrison i Paul Wood, Blackwell Publishers,
Oxford, UK & Massachusetts, USA: 1992, str. 404-407.

S engleskog na hrvatski prevela: Vesna Vukovié

“TUMJETNOSTI



CASOPIS ZA SUVREMENA LIKOVNA ZBIVANJA

David A. Siqueiros i dr.:
Deklaracija o drustvenim,
politickim i estetskim principima

Sindikat tehnic¢kih radnika, slikara i kipara okreé¢e se domorodackim rasama koje su ponizavane
stolje¢ima, vojnicima koje su njihovi oficiri u€inili krvnicima, radnicima i seljacima koje bogati bicuju i
intelektualcima koji se ne umiljavaju burzoaziji.

Stajemo uz one koji zahtijevaju nestanak prastarog, okrutnog sistema u kojem radnik na farmi
proizvodi hranu za arogantne politiCare i Sefove dok sam skapava od gladi, u kojem industrijski

radnici u tvornicama tkaju sukno i radom vlastitih ruku ¢ine zivot svodnika i prostitutki ugodnim dok
sami gmizu i smrzavaju se, u kojem indijanski vojnik herojski napusta zemlju koju je obradivao i trajno
Zrtvuje svoj zivot u uzaludnom pokusaju da unisti bijedu koja mu je stolje¢ima pritiskala lice.

Plemeniti rad nase rase, sve do njegovih najznacajnijih duhovnih i fizickih ekspresija, po porijeklu je
domorodacki (i u osnovi indijanski). Sa svojim krasnim i izvanrednim talentom da stvori sebi svojstvenu
liepotu, umjetnost meksickog naroda najzdraviji je duhovni izraz na svijetu i ta je tradicija nasSe najvece
bogatstvo. Najvece jer kolektivno pripada narodu i upravo stoga nas temeljni estetski cilj mora biti
socijalizacija umjetni¢kog izraza i istrebljenje burzujskog individualizma.

Odbacujemo takozvano Stafelajno slikarstvo i svaku vrstu umjetnosti koju favoriziraju ultraintelektualni
krugovi jer je aristokratska i slavimo monumentalnu umjetnost u svim njezinim oblicima jer je javno
vlasnistvo.

Proglasavamo da u ovo vrijeme drustvene promjene iz oronulog u novi poredak kreatori ljepote moraju
uprijeti Sto bolje znaju kako bi proizveli ideoloske umjetni¢ke radove za narod. Umjetnost viSe ne mora

biti izraz individualnog zadovoljstva kakva je danas, ve¢ mora nastojati postati borbena, obrazovna 77

umjetnost za sve.

Deklaraciju je priredio David A. Siqueiros 1922. godine, a potpisali su je svi ¢lanovi Sindikata tehnickih radnika,
slikara i kipara. Prijevod na engleski preuzet je iz: Art in Theory 1900-2000: An Anthology of Changing Ideas, ur.
Charles Harrison i Paul Wood, Blackwell Publishers, Oxford, UK & Massachusetts, USA: 1992, str. 387-388.

S engleskog na hrvatski prevela: Vesna Vukovi¢

MAGAZINE FOR CONTEMPORARY VISUAL ARTS



ZIVOT v

Rote Gruppe (Crvena grupa):
Manifest

|
Komunisti¢ka umjetni¢ka grupa

Slikari i crtaéi organizirani i aktivni u Komunistic¢koj partiji udruzili su se u ,komunisti¢ku
umjetnié¢ku grupu®. Clanovi te grupe, nazvane

»,Crvena grupa“,

Udruzenje komunisti¢kih umjetnika,
prozeti su svijeSéu da je dobar komunist u prvom redu komunist, a tek onda obrtnik, umjetnik itd.
te da su sva znanja i sposobnosti koje posjeduju samo alati u sluzbi klasne borbe.
Postavili su si zadacéu da realizacijom sljedeceg ukratko ocrtanog programa rada u najuzoj
suradnji s centralnim mjesnim organima Komunisti¢ke partije pridonesu snaznijoj djelotvornosti
komunisti¢ke propagande pisanim, slikovnim i scenskim sredstvima. Nac¢in proizvodnje
komunisti¢kih umjetnika, koji je jo$ uvijek odviSe anarhisti¢ki, mora zamijeniti planirana suradnja:

1. organizacija ideoloski konzistentnih propagandnih veceri

2. prakti¢na podrska svim revolucionarnim mitinzima

3. istupanje protiv preostataka ideologije Slobodne Njemacke na proleterskim priredbama
(patriotska romantika)

4. rad na umjetnickom obrazovanju u op¢inama, nacrti primjeraka zidnih novina, upute za
izradu plakata i transparenata za demonstracije itd., podupiranje joS uvijek diletantskih
pokusaja nekih ¢lanova Partije da rijecju i slikom iskazu revolucionarnu volju

5. organizacija putujucih izlozbi

6. ideoloski i prakti¢ni obrazovni rad medu samim revolucionarnim umjetnicima

7. istupanje i reagiranje protiv kontrarevolucionarnih kulturnih manifestacija

8. rad na razdoru, odnosno neutralizaciji burzujskih umjetnika

9. iskoriStavanje burzujskih umjetnickih izlozbi u propagandne svrhe

10. uspostavljanje kontakata s uéenicima umjetni¢kih obrazovnih institucija kako bi ih se
revolucionariziralo.

»,Crvenu grupu“ vidimo kao jezgru organizacije svih proleterskih revolucionarnih umjetnika
Njemacke koja ¢ée se sve vise i vise Siriti.

Mnogo se pisaca, zahvaljujuéi angazmanu kazaliSnog redatelja, druga Erwina Piscatora, dosad
prikljuéilo komunisti¢koj umjetni¢koj grupi. Pozivamo i druge slikare i pisce da nam se prikljuce i
da s nama praktiéno rade na temelju naseg plana rada. Suglasnosti slati na adresu pisca Rudolfa
Schlichtera, Berlin, Neue Winterfeldstr. 17.

U Berlinu 13. lipnja 1924.

»,Crvena grupa“
Udruzenje komunistickih umjetnika
Predsjednik: George Grosz; potpredsjednik: Karl Witte, pisac; tajnik: John Heartfiled.

Manifest je prvi put objavljen u novinama Die Rote Fahne (Crvena zastava), br. 57, 1924. godine u Berlinu.
Prijevod prema pretisku u: Uwe M. Schneede (ur.), Kiinstlerschriften der 20er Jahre. Dokumente und Manifeste aus
der Weimarer Republik, DuMont Buchverlag, K6ln,1986.

S njemackog na hrvatski prevela: Vesna Vukovié¢
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ARBKD - Assoziation Revolutiondrer
Bildender Kiinstler Deutschlands (Asso)
/ Udruzenje revolucionarnih likovnih
umjetnika Njemacke: MANIFEST

Umjetnost je oruzje, a umjetnik borac
u oslobodilackoj borbi naroda protiv

bankrotiranog sistema!

»Drustveno bic¢e odreduje svijest.”
KARL MARX

U svim kulturnim razdobljima proslosti upravo su ekonomski odnosi bili odlu¢ujuéi za razvoj
umjetnosti u cjelini, oni su joj davali kljuéna obiljezja.

Pojava monetarne ekonomije i trgovine u 15. stoljecu stvorila je preduvjete za individualno
umjetnic¢ko stvaranje.

Gradanskoj klasi u usponu umjetnost je bila potrebna kao jedno od najuéinkovitijih sredstava da
pokaze svoju mo¢ i svoju vladavinu u svijetu. Nadalje, akumulacija novca u rukama pojedinaca
otvorila je moguénost investiranja u bogatstva svake vrste, pa i umjetnicka djela.

Samo se tako moze objasniti silan luksuz i raskos renesanse, i samo je na tim ekonomskim
temeljima bio mogu¢ tako snazan uspon umjetnosti.

U razdoblju razvijenoga industrijskog kapitalizma stvari stoje drugacije. Industrijskom kapitalizmu
ni u vrijeme njegove najveée ekspanzije nije bila potrebna pomoé umjetnosti da poja¢a svoju

mo¢ (kao njegova glorifikacija!), njemu su na raspolaganju bila apsolutno djelotvornija sredstva.
Povecanje proizvodnje, ulaganje kapitala u dionice, posjedovanje cjelokupnih drustvenih dobara
omogudilo je burzoaziji da demonstrira svoju mo¢ i da stvaranjem jake burzoaske drzave sa svim
njezinim instrumentima modi osigura svoju vladavinu.

Profit je vrhunski princip kapitalisticCkog sistemal! | samo se tako moze objasniti ¢injenica da se to
mjerilo primijenilo i na umjetnost. Kao rezultat stasala je trgovina umjetninama, a umjetnicka su
djela poprimila oblik trziSne robe, medutim samo oni radovi koji su sa stajaliSta profita mogli postici
najvise cijene.

Kakav je sad poloZaj mase umjetnika u tim uvjetima? Dovoljno je ukazati na poslovicu ,Umjetnost
ide prositi!“, kako bi se dovoljno dobro opisao polozaj umjetnika u kapitalistickom drustvu.

U nemogucénosti da si osigura golo prezivljavanje i bez ikakve socijalne zastite, umjetniku je
uskraé¢ena svaka moguénost razvoja.

Tako u stvarnosti izgleda potreba za umjetnoscu i kulturom u kapitalistickom drustvu. Ako se i
danas jos uvijek uzdrzavaju skupe Skole, akademije itd., to je samo zato da bi se vladajuéa klasa
pokazala kao ,,podrzavatelj umjetnosti i kulture“. U usporedbi sa silnim milijunima koji se godiSnje
troSe na naoruzanje, na izgradnju aparata moci (policija, pravosude itd.), budzet saveznih pokrajina
i opéina za poticanje slobodnih umjetnika smijesno je malen.

Taj sistem, koji je mogao zavladati samo najokrutnijom eksploatacijom milijuna radnih ljudi, ide
svojem kraju. Potresena ekonomskim krizama, ugrozena slobodarskim pokretima revolucionarnog
proletarijata, burzoazija vidi samo jos jedno jedino sredstvo zadrzavanja svoje propasti: faSizam!
Ali fasizam znaci bezobzirnu diktaturu kapitala protiv svakog napredovanja kulturnog Zivota.
Fasizam znaéi daljnje opadanje standarda zivotnih uvjeta svih radnih ljudi, masovno rezanje svih
vecé sad nedovoljnih sredstava za kulturne svrhe.

Ta jasna spoznaja marksisti¢ki orijentiranog umjetnika mora doprijeti do svijesti svih siromasnih
umjetnika, mora razbiti nade i iluzije koje dio umjetnika jos$ uvijek polaze u ,jakog ¢ovjeka*
(Hitlera). Diktatura burzoazije u obliku faSizma nikako ne moze stati na kraj pogubnom djelovanju
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sistema. Samo se ruSenjem kapitalistiCkog sistema i uspostavom socijalistickoga drustvenog poretka
c¢ovjecanstvo moze osloboditi iz okova bijede i potlacenosti.

Samo su u socijalistickom drustvu, u kojem se sveukupna sredstva proizvodnje nalaze u posjedu radnih
ljudi, svi radnici ravnopravni i uzivaoci svih drustvenih i kulturnih dostignuca.

Samo je revolucionarni proletarijat kao kreator svih drustvenih vrijednosti (u €ijim plodovima u
kapitalistickom sistemu ne smije uzivati) pozvan da, zajedno sa svim potlacenima, taj sistem iz korijena
unisti. Popravljanjem materijalnog polozaja milijuna radnih ljudi u socijalistickom sistemu izrast ¢e i nove
snazne potrebe za znanjem i kulturom. Nove se snage bude i nagone na razvoj.

Pogledajte Sovjetsku Rusiju!

Dok posvuda u kapitalistickom svijetu armija nezaposlenih poprima divovske razmjere, materijalna i
kulturna razina Sirokih narodnih slojeva pada na najnize grane, a izgleda da su umjetnost i umjetnici
osudeni na propast, SSSR nema dovoljno ruku da zadovolji sve novonastale potrebe.

Najznacajniji znanstvenici, arhitekti i urbanisti ve¢ rade u SSSR-u i tu, u prvoj radnic¢koj i seljackoj drzavi
na svijetu, nailaze na odusevljen prijam i sferu rada kakvih nema nigdje na svijetu.

»Revolucije su lokomotive svjetske historije!*

Povijesna je ¢injenica da revolucionarni prevrati uvijek sa sobom nose i silan uzlet na svim zivotnim
podruéjima. Ali dok su postignuéa revolucionarnih prevrata iz proslosti sluzila samo vladaju¢oj manijini,
socijalna revolucija sluzi oslobodenju i viSem razvoju ¢ovje¢anstva u cjelini.

Iz ove izloZzene spoznaje revolucionarnog umjetnistva pokrenuto je UdruZenje revolucionarnih likovnih
umjetnika Njemacke (ARBKD).

Likovni umjetnici! Svi vi patite od uzasnih uvjeta i prisiljeni ste Zivjeti i stvarati u najstrasnijim odricanjima
i ponizenjima! Prepoznajte uzrok svoje bijede! Vasa je bijeda ukorijenjena u istim uzrocima kao i bijeda
proletarijata!

Vase je mjesto stoga na strani borbenog proletarijata. Kao ni radnici, ni umjetnici nemaju ,izgubiti niSta
osim svojih okova, a imaju dobiti ¢itav svijet!*“

Prikljucite se!

STATUTI ARBKD-a

1. ,Udruzenje revolucionarnih likovnih umjetnika Njemacke* bratska je organizacija AKhRR-a u
Rusiji (Udruzenje umjetnika revolucionarne Rusije) i poznato je kao ARBKD.

2.ARBKD tezi ujedinjavanju svih revolucionarnih likovnih umjetnika koji se svrstavaju na stranu
proleterske klasne borbe. Tim ujedinjavanjem ARBKD okuplja sve rasute snage na strani klasne
borbe u centraliziranu organizaciju s jasnim ciljem.

3.Za razliku od umjetni¢kih saveza zasnovanih na stilskim usmjerenjima i principu I’art pour I’art
(umjetnost radi umjetnosti), ARBKD podupire klasnu borbu, prilagodenu - kako stilski tako i
sadrzajno - potrebama radnistva.

4.0sim regularne ¢lanarine, ARBKD od svojih ¢lanova dobiva odredeni postotak od svih poslova
koje im je osigurao.

5.Na ¢elu ARBKD-a ne stoji predsjednik, ve¢ peteroclani odbor koji kolektivho odlu¢uje o svemu
u ARBKD-u. Taj odbor ovlaséuje jednog ¢lana za odgovorno vodenje poslova. Odbor izabire
plenarna skupstina, a moze ga se u svakom trenutku smijeniti odlukom veéine na skupstini.
6.Clanovi ARBKD-a sastaju se najmanje jednom mjeseéno.

7.0 primanju u élanstvo odluéuje odbor. Clanovi moraju potvrditi prijam.

Manifest i Statuti prvi su put objavljeni 1928. godine. Prijevod prema pretisku u: Uwe M. Schneede (ur.), Kiinstlerschriften
der 20er Jahre. Dokumente und Manifeste aus der Weimarer Republik, DuMont Buchverlag, Kéln: 1986, str. 146-149.

S njemackog na hrvatski prevela: Vesna Vukovié
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Njujorski klub Johna Reeda:
Nacrt manifesta

Covjeéanstvo prolazi kroz najdublju krizu u svojoj povijesti. Stari svijet umire, novi se rada.
Kapitalisticka se civilizacija, koja je dominirala ekonomskim, politickim i kulturnim zivotom
kontinenata, raspada. Zadobila je smrtonosni udarac tijekom imperijalistickog rata koji je izazvala.
Sad zacinje nove i joS razornije ratove. U ovom trenutku Daleki Istok vrije vojnim sukobima i
pripremama koji ¢e imati dalekosezne posljedice za ¢ovjeéanstvo u cjelini.

U meduvremenu prevladavaju¢a ekonomska kriza stavlja sve tezi i tezi teret na leda vecine svjetske
populacije, na leda manualnih ili intelektualnih radnika. U gradovima pet Sestina zemaljske kugle
milijuni se radnika vuku ulicama u uzaludnoj potrazi za poslom. U ruralnim su podruc¢jima milijuni
farmera u bankrotu. Kolonijalne zemlje odjekuju revolucionarnim borbama potlaéenih naroda protiv
imperijalistiCke eksploatacije; u kapitalistickim zemljama klasna se borba zaoStrava iz dana u dan.
Aktualna je kriza ogolila kapitalizam. On se danas, viSe nego ikad dosad, pokazuje kao sistem
pljacke i prevare, nezaposlenosti i terora, gladovanja i rata.

Sveopca kriza kapitalizma reflektira se i u njegovoj kulturi. Ekonomska je i politicka masinerija
burzoazije u rasulu, njezina su filozofija, njezina knjizevnost i njezina umjetnost bankrotirale. Dijelovi
burzoazije po€inju gubiti nadu u svoje rane progresivne ideje. Burzoazija viSe nije progresivna klasa
i njezine ideje viSe nisu progresivne ideje. Upravo suprotno: kako se burzujski svijet kre¢e prema
provaliji, okreée se misticizmu srednjeg vijeka. Fasizam u politici prati neokatolicizam u razmisljanju.
Kapitalizam ljudskom mnostvu ne moze dati kruha. Isto tako ne moze razviti kreativne ideje.

Ta kriza u svakom aspektu zivota Ameriku, kao i ostale kapitalisticke zemlje, drzi u svojem ¢eli€cnom
stisku. Ovdje ima nezaposlenosti, gladovanja, terora i priprema za rat. Ovdje vlada - nacionalna,
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drzavna i lokalna - skida licemjernu masku demokracije i otvoreno Sepuri svoje fasisti¢ko lice. Na
zahtjev nezaposlenih za radom i kruhom odgovara se pu§éanim metcima. Strajkacke zone zatvorene
su za istrazitelje, dok se vode Strajkac¢a hladnokrvno ubija. | dok glumljenje konstitucionalizma tone,
dok se na radnike koji se bore za bolje zivotne uvjete Salje gruba sila, istrage otkrivaju najvisi stupanj
korupcije i mita u vladi te blisku suradnju kapitalistickih politickih partija i organiziranog kriminala.

| u Americi se burzujska kultura gréi u slijepoj ulici. Od imperijalistiCkog rata najvedi talenti u
burzujskoj knjizevnosti i umjetnosti, filozofiji i znanosti, oni najtananije imaginacije i najbogatijeg
majstorstva, iz godine u godinu otkrivaju sterilnost, krajnju impotenciju burzujske kulture da
¢ovjecanstvo dovede do visih razina. U€inili su razvidnim da je, iako burzoazija ima monopol nad
instrumentima kulture, njezina kultura u propadanju. Ve¢ina americkih pisaca koji su se razuvili

u posljednjih petnaest godina odaje cinizam i beznadnost u kapitalisticke vrijednosti. Filmovi

su golemi korumpirani komercijalni pothvat, koji vrti infantilnu zabavu ili sirovu propagandu za
profit dioni¢ara. Filozofija je postala misticka i idealistiCka. Znanost se dala u potragu za Bogom.
Slikarstvo se gubi u apstrakcijama ili trivijalnostima.

Pa ipak, u posljednje se dvije godine nad americkom inteligencijom nadvila zna¢ajna promjena.
Klasna borba u kulturi poprimila je oStre oblike. Nedavno smo svjedo ili dvama glavnim pokretima
medu americkim intelektualcima: humanistic¢kom pokretu, otvoreno reakcionarnom u svojim
idejama, i pokretu ulijevo medu liberalnim intelektualcima odredenog tipa.

Razloge za skretanje ulijevo nije teSko naci. Najbolji od mladih ameri¢kih pisaca dolaze pretezno iz
srednjih klasa. Tijekom poslijeratnog booma te su klase povecale svoj prihod. Odigrale su na trziStu
dionicama s profitom. Oni su se okoristili Novom erom. Slom u jesen 1929. udario im je po glavama
poput groma. Postali su zrtve najveée eksproprijacije u povijesti zemlje. Artikulirani ¢lanovi srednjih
klasa - pisci i umjetnici, €lanovi u¢enih profesija - izgubili su vjeru u kapitalizam koji ih je tijekom
1920-ih namamio u zamku sanjarenja na dekadentnim obalama poslijeratne europske kulture. Ti su
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intelektualci najednom osvijestili ¢injenicu da zivimo u doba imperijalizma i revolucije, da su dvije
civilizacije u borbi na zivot i smrt te da moraju zauzeti stranu.

Citav niz faktora intenzivirao je njihovu svijest o stvarnom stanju stvari. Kriza je pogodila um
intelektualca zato Sto je pogodila njegov dohodak. Tisuce je Skolskih profesora, inzenjera, kemicara,
ljudi iz novina i pripadnika drugih profesija nezaposleno. Izdavacka je djelatnost snazno pogodena
ekonomskom krizom. Srednjoklasni pokrovitelji viSe ne mogu kupovati slike kao $to su to ranije
¢inili. Kina i kazaliSta otpustaju pisce, glumce i umjetnike. | usred te ekonomske krize srednjoklasna
inteligencija, zgadena posljednjim ratom, vidi jos$ jedan, i jo$§ barbarskiji, kako se pomalja na
horizontu. Oni vide kako se raspada civilizacija na ¢ijim su na¢elima odnjegovani.

Nasuprot tome, vide kako se nova civilizacija rada u Sovjetskom Savezu. Vide zemlju od

160 000 000 ljudi, koja zauzima jednu Sestinu zemaljske kugle, u kojoj radnici upravljaju udruzeni

s poljoprivrednicima. U toj golemoj zemlji nema nezaposlenosti. Usred raspada kapitalisticke
ekonomije, sovjetska se industrija i poljoprivreda svake godine uzdizu na sve viSu razinu
proizvodnje. Nasuprot kapitalisti¢koj anarhiji vide planiranu socijalisticku ekonomiju. Vide kako

je napusten sistem privatnog profita i parazitskih klasa koje je hranio, vide svijet u kojem zemlja,
tvornice, rudnici, rijeke te ruke i umovi ljudi stvaraju bogatstvo, ali ne za Sacicu kapitalista, ve¢

za naciju kao cjelinu. Nasuprot imperijalistickom ugnjetavanju kolonija, linéovanju crnaca, slu¢aju
Scottsboro, vide 132 rase i narodnosti kako u potpunoj drustvenoj i politickoj jednakosti suraduju

u izgradnji socijalistiCkog drustva. Povrh svega, vide kulturnu revoluciju bez presedana u povijesti,
bez paralele u suvremenom svijetu. Vide uniStenje monopola kulture. Vide kako su znanje, umjetnost
i znanost postali pristupacni masi radnika i seljaka. Vide kako sami radnici i seljaci stvaraju
knjizevnost i umjetnost, kako sudjeluju u znanosti i izumima. | vidjevsi sve to, uvidaju da je Sovjetski
Savez prethodnica novoga komunisti¢kog drustva koje mora zamijeniti staro.

Neki intelektualci, koji su ozbiljno promisljali o svjetskoj krizi, nadolazeé¢em ratu i dostignu¢ima
Sovjetskog Saveza, poduzeli su sljededi logi¢an korak. Poceli su uvidati da se u svakoj
kapitalisti¢koj zemlji revolucionarna radnicka klasa bori za dokidanje istroSenog i barbarskog
kapitalistiCkog sistema. Neki su od njih, svrstavajuci se uz americke radnike, otisli u Strajkacke zone
u Kentuckyju i Pennsylvaniji i upregnuli svoje talente u sluzbu radnice klase.

Takve saveznike iz redova razo¢arane srednjoklasne inteligencije treba pozdraviti. Ali ono najvaznije
u ovom stadiju jest razvijati revolucionarnu kulturu same radnic¢ke klase. Proleterska revolucija ima
vlastitu filozofiju koju su razvili Marx, Engels i Lenjin. Razvila je vlastite revolucionarne skole, novine
i Casopise, ima svoje radnike-dopisnike, vlastitu knjizevnost i umjetnost. U posljednja dva desetljeca
razvili su se pisci, umjetnici i kritiCari koji su ameri¢koj sceni pristupili s glediSta revolucionarnih
radnika.

Kako bi tom pokretu u umjetnosti i beletristici prosirio doseg i dao mu veéu snagu, kako bi ga
priblizio dnevnoj borbi radnika, osnovan je Klub Johna Reeda u jesen 1929. godine. U posljednje
dvije i pol godine utjecaj ove organizacije prosirio se na mnoge gradove. Danas postoji trinaest
klubova Johna Reeda diljem zemlje. Te su organizacije otvorene za pisce i umjetnike, bez obzira na
njihovo drustveno porijeklo, koji potpisuju temeljni program usvojen na medunarodnoj konferenciji
revolucionarnih pisaca i umjetnika u Harkovu u studenome 1930. godine. Program sadrzi Sest to¢aka
oko kojih se svi posteni intelektualci, bez obzira na njihovu pozadinu, mogu ujediniti u zajedni¢koj
borbi protiv kapitalizma. To su:

1. Bori se protiv imperijalistiCkog rata, brani Sovjetski Savez od kapitalistiCke agresije.
2.Bori se protiv fasizma, bilo da je otvoren ili prikriven, kao $to je socijalfasizam.

3.Bori se za razvoj i jacanje revolucionarnoga radni¢ckog pokreta.

4.Bori se protiv Sovinizma (protiv svih oblika diskriminacije ili proganjanja crnaca) i protiv
proganjanja onih rodenih u inozemstvu.
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5.Bori se protiv utjecaja srednjoklasnih ideja u radu revolucionarnih pisaca i umjetnika.
6.Bori se protiv zatvaranja revolucionarnih pisaca i umjetnika, kao i drugih zatvorenika
klasnog rata diljem svijeta.

Na temelju ovog minimalnog programa pozivamo sve postene intelektualce, sve postene pisce i
umjetnike da se odluéno odreknu opasne iluzije da umjetnost moze postojati radi sebe same ili
da umjetnik moze ostati izdvojen iz historijskih sukoba u kojima svi ljudi moraju zauzeti stranu.
Pozivamo ih da raskinu s burzujskim idejama koje nastoje prikriti nasilje i prevaru, korupciju i
raspad kapitalistickog drustva. Pozivamo ih da se svrstaju uz radni¢ku klasu u njezinoj borbi
protiv kapitalistiCke opresije i eksploatacije, protiv nezaposlenosti i terora, protiv fasizma i rata.
Pozurujemo ih da se priklju¢e knjizevhom i umjetnickom pokretu radnic¢ke klase u kovanju nove
umjetnosti koja ¢e biti oruzje u bitci za novi i bolji svijet.

Nacrt manifesta originalno je objavljen u: New Masses, lipanj 1932. godine. Pretisak preuzet iz: Art in Theory 1900-
2000: An Anthology of Changing Ideas, ur. Charles Harrison i Paul Wood, Blackwell Publishers, Oxford, UK &
Massachusetts, USA: 1992, str. 401-404.

S engleskog na hrvatski prevela: Vesna Vukovi¢
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Emory Douglas, ministar kulture u Partiji Crnih pantera:
Dokument o stajaliStu br. 1
O revolucionarnoj umjetnosti

Revolucionarna umjetnost ne trazi od revolucionarnog umjetnika nista veéu Zrtvu nego sto se to trazi od
izdajnika (crnca) koji crta za ugnjetavaca. Stoga stvaranje revolucionarne umjetnosti nije tragedija, ve¢
Cast i obveza koju se nikad ne odbija.

Revolucionarna umjetnost pocinje programom koji je uveo Huey P. Newton s Partijom Crnih pantera.
Revolucionarna je umjetnost, poput Partije, za ¢itavu zajednicu i sve njezine probleme. Ljudima pruza
ispravnu sliku nase borbe, dok revolucionarna ideologija ljudima pruza ispravno politicko razumijevanje
nase borbe. Prije negoli se moze pruziti ispravna vizualna interpretacija borbe, moramo prihvatiti da je
Revolucionarna umjetnost ona umjetnost koja dolazi od ljudi. Ona mora biti cjelovit i Zivuéi dio ljudskih
Zivota, njihova svakodnevna borba za prezivljavanje. Kako bismo crtali revolucionarna djela, moramo pucati
i/ili biti spremni da zapucamo kad bude vrijeme za to. Kako bismo crtali ljude koji pucaju, moramo pravu
revoluciju znati uhvatiti slikovno. Moramo osjecéati ono Sto osjec¢aju ljudi koji bacaju kamenje i boce na
ugnjetavace, tako da — kad crtamo o tim stvarima — mozemo razinu njihove svijesti podi¢i do ru¢nih bombi i
dinamita koje je potrebno lansirati na ugnjetava¢a. Revolucionarna umjetnost pruza fizicku konfrontaciju s
tiranima, ali i prosvjetljuje ljude da nastave svoj Zestoki napad tako §to educira mase s pomoc¢u sudjelovanja
i opazanja.

Kroz opazanja Revolucionarnog umjetnika o ljudima mozemo oslikati teritorij na kojem Zivimo (kao robovi):
nanesi maksimalnu Stetu ugnjetavacu uz minimalnu Stetu za ljude i izidi kao pobjednik.

Talenti Revolucionarnog umjetnika tek su jedno od oruzja kojim se koristi u borbi za Crne ljude. Njegova
umjetnost postaje alat za oslobodenje. Revolucionarna umjetnost tako moze napredovati sve dok ljudi
napreduju, jer Ljudi su oslonac Umjetniku, a ne Umjetnik Ljudima.

Kako bi razvio bilo kakvu vizualnu interpretaciju borbe, Revolucionarni umjetnik mora neprestano huskati
ljude, ali prije nego sto huska ljude, kako borba napreduje, mora se duboko ukorijeniti u mase ljudi. Samo

i jedino tad Revolucionarni umjetnik moze obnavljati vizualnu interpretaciju Revolucionarne umjetnosti
unedogled, sve do oslobodenja. Dakle duboko se ukorjenjujuéi u mase Crnih ljudi, Revolucionarni se
umijetnik uzdize iznad pomutnje koju je ugnjetava¢ nametnuo koloniziranim ljudima, jer svi mi (kao robovi), od
kr§éanina do brata iz bloka, student i onaj izbaceni iz srednje Skole, uli¢na prostitutka i sekretarica, svodnik i
propovjednik, obitelj i gangster: svi ti elementi geta mogu razumjeti Revolucionarnu umjetnost.

Sam je geto galerija za crteze Revolucionarnog umjetnika. Njegov je rad polijepljen po zidovima geta, na
izlozima, ogradama, vezama, telefonskim stupovima i govornicama, autobusima, prolazima, benzinskim
crpkama, brijaénicama, kozmeti¢kim salonima, praonicama, prodavaonicama alkohola, kao i u barakama u getu.
Na taj na¢in Revolucionarni umjetnik educira ljude dok prolaze kroz dnevnu rutinu, iz dana u dan, iz tjedna

u tjedan i iz mjeseca u mjesec. Na taj nac¢in Revolucionarni umjetnik zasijeca dimnu zavjesu ugnjetavaca i
stvara potpuno nove slike Revolucionarne akcije - za cjelokupnu zajednicu.

Revolucionarna je umjetnost produzetak i interpretacija za mase u najjednostavnijem i najjasnijem

obliku. Ako nije revolucionar i odan borbi za oslobodenje, umjetnik nikako ne moze izraziti revoluciju.
Revolucionarna se umjetnost uci u getu od patrolnih drotova, politicara demagoga i gramzivih biznismena.
Ne u umjetni¢kim Skolama. Revolucionarni umjetnik ¢uje ljude kako vriSte dok ih drotovi udaraju. Zajedno

s njima psuje kad kipe od bijesa da ubiju drota, ali nemaju oruzja. Gleda i sluSa zvukove koraka Crnih ljudi
kako gaze ulicama geta i prevodi ih u slike polaganog revolta protiv gospodara robova, metcima im po
mozgovima upisujuci poruku kako mozemo imati mo¢ i slobodu da odredujemo sudbinu vlastite zajednice i
da pomognemo izgraditi ,vlastiti svijet”.

Revolucionarna je umjetnost povratak iz zaslijepljenosti, moment u kojem viSe ne damo ugnjetavac¢u da nas
vodi naokolo kao pse ¢uvare.

Objavljeno u: The Black Panthers, Berkeley, 24. sije¢nja 1970. Tekst dostupan na poveznici:

http://www.itsabouttimebpp.com/emory_art/pdf/Position_Paper_on_Revolutionary_Art_Nol.pdf

S engleskog na hrvatski prevela: Vesna Vukovi¢

“TUMJETNOSTI



CASOPIS ZA SUVREMENA LIKOVNA ZBIVANJA

Udruzenje umjetnika Zemlja

Treba zivjeti zivotom svoga doba

Treba stvarati u duhu svog doba

Savremeni zivot prozet je socijalnim
idejama i pitanja kolektiva su
dominantna

Umijetnik se ne moze oteti htijenjima
novoga drustva i stajati izvan
kolektiva

Jer je umjetnost izraz naziranja svijeta

Jer su umjetnost i zivot jedno

Objavljeno na naslovnoj stranici kataloga prve izlozbe Zemlje

koja je otvorena u Salonu Ullrich u Zagrebu 5. studenoga 1929. godine.
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emancipacijske
politicke borbe
Intervju s Jonasom Staalom

Art at the heart
of emancipatory

political struggle
Interview with Jonas Staal
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Nizozemski umjetnik Jonas Staal posljednjih nekoliko godina
s grupom suradnika razvija projekt New World Summit.
Projekt se temelji na direktnoj suradnji s politickim grupama
iz cijeloga svijeta koje se bore protiv suvremenih oblika
kolonijalizma, imperijalizma i represije. Utoliko €injenica

da se on, posebice u prvim godinama realizacije, odvijao u
afirmiranim centrima svjetske umjetni¢ke scene, na bijenalima
i u etabliranim institucijama, dodatno intrigira. O tome kako
jedan takav projekt funkcionira u depolitiziranom svijetu
umjetnosti, kako se nosi s neminovnim kontradikcijama, ali

i to proizvodi u politickom polju, razgovarali smo u rujnu
2015. godine s Jonasom Staalom, istrazujuéi Sto danas znaci
otvoreno politizirati vlastitu umjetni¢ku praksu.

In the last few years together with the group of collaborators
Dutch artist Jonas Staal develops the project New World
Summit. The project is based on the direct collaboration
with political groups on the global scale, which struggle
against contemporary forms of colonialism, imperialism

and repression. The fact that it has been, especially in its
first years, realized in the prominent centres of the global

art scene, such as biennials and established institutions,
makes it insofar more intriguing. How does such a project
function in the depoliticized art world, how does it cope with
inescapable contradictions, but also what does it produce in
the political field, these are all questions we have discussed in
conversation with Jonas Staal in September 2015, examining
what does it mean to openly politicize ones own artistic
practice today.

sk Vas projekt New World Summit, na kojemu radite od 2012.

e U prvom redu, svi su parlamenti svojevrsno ,uprizorenje,

a sama politika u sebi uvijek sadrzi obiljezja performativhog

i teatralnog. Teatar za nas nije prostor izvan politike, oni se
isprepli¢u. Na$i su parlamenti jednako ,stvarni“ kao i pravi
parlamenti. Mozda su €ak i stvarniji, jer teze preispitivanju
institucije parlamenta, Sto parlament jest te Sto bi mogao i
trebao biti. -+ Nasim projektom New World Summit branimo
pojam ,neograni¢ene” demokracije, Sto je direktna kritika
politike sastavljanja ,crnih listi“ koja je uzela maha u tzv. Ratu
protiv terora. Osobama koje dospiju na ,,crnu listu“ putovnica
viSe nije vazeca, putovanja su im onemogucena, a bankovni
rac¢uni blokirani. Rije¢ je o vrlo u€inkovitom nacinu udaljavanja
pojedinaca iz okvira demokratskog sustava, jer time oni zapravo

i Firstly, all parliaments are “stagings,” and politics is always

located in the performative and the theatrical. Theatre for us is
not a space outside of politics, but inherently intertwined with it.
Our parliaments are just as “real” as the existing ones, possibly
even more real, as they aim to question the very conditions

of what a parliament is, could or should be. -+~ As the New
World Summit, we defend a notion of “limitless” democracy,
which is a direct critique of the policies of blacklisting that
actively developed during the War on Terror. Being blacklisted
means that one’s passport is revoked, travelling becomes
impossible and bank accounts are frozen. One is effectively
placed “outside” of democracy by being rendered stateless.

It shows that the model of the state and the practice of
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ostaju bez drzavljanstva. To pokazuje u kolikoj su mjeri model
drzave i demokratska praksa usko povezani. Demokratska
praksa nemoguca je u situaciji u kojoj vam se drzavljanstvo ne
priznaje.

Smatramo da demokracija kao praksa mora biti odvojena od
konstrukta drzave. Demokraciju ne treba nuzno poistovjecivati

s parlamentarizmom, $toviSe, njome se izrazava trenutak
radikalnog egalitarizma. Ponekad glasanje moze rezultirati
takvim trenutkom radikalnog egalitarizma, a ponekad je izravna
samoobrana nuzna kako bismo povratili nase pravo na politi¢ku
i kulturnu reprezentaciju. Fundamentalna praksa demokracije na
mnogo nacina moze postiéi jednakost ili je ¢ak osnaziti. Nadamo
se da nas New World Summit moze doprinijeti stvaranju uvjeta
za takve demokratske momente: moment u kojem se susre¢emo
pod jednakim uvjetima i na jednakim osnovama, iako su

prije i poslije pozicije nasih sudionika obiljezene strahovitom
nejednakos$¢u po pitanju moéi i bogatstva. Pritom ne zelim reéi
da su organizacije koje su se nasle na ,crnoj listi“ automatski
nemocéne. Mnoge od skupina s kojima suradujemo uspjele su

KADA DRZAVA POJEDINCIMA SUZBIJA PRAVO
NA NJIHOV JEZIK | NEGIRA NJIHOVU POVIJEST
| KULTURU, ULOGA UMJETNOSTI SE SNAZNO
POLITIZIRA.

..90 ................................................... I ........................................................

WHEN ONE’S LANGUAGE IS SUPPRESSED,
CULTURE AND HISTORY NEGATED BY THE
STATE, THE ROLE OF ART BECOMES HIGHLY
POLITICIZED.

democracy are inherently tied. Not being recognized by the
state means that a democratic practice becomes impossible.
--------- We believe that democracy as a practice has to be
separated from the construct of the state. For us, democracy
is not necessarily the same as parliamentarism, but rather
articulates the moment of radical egalitarianism. Sometimes
voting can result in such a moment of radical egalitarianism,
sometimes the use of direct self-defence is needed in order
to reclaim one’s right to political and cultural representation.
A fundamental practice of democracy knows many forms in
order to achieve or even enforce equality. We hope that our
New World Summit can contribute to creating the conditions
of such democratic moments: the moment in which we meet
on equal terms on equal grounds, even though before and
after the position of our participants are characterized by
extreme inequality in terms of power and wealth. This is not to
say that blacklisted organizations are by definition powerless,
in many cases, groups that we work with have been able to
achieve far reaching autonomy, such as the Basque Country or

ostvariti zna¢ajan stupanj autonomije, poput Baskije ili nekih
dijelova Kurdistana.

Umijetnost i kultura imaju vrlo istaknutu ulogu u povijesti mnogih
pokreta s kojima suradujemo. Kada drzava pojedincima suzbija
pravo na njihov jezik i negira njihovu povijest i kulturu, uloga
umjetnosti se snazno politizira. Poezija, knjizevnost, glazba i
vizualne umjetnosti tako postaju sredstvo odrzavanja kolektivne
svijesti o porijeklu i ciljevima politi¢ke borbe. Moglo bi se ¢ak

i re¢i da umjetnost tako postaje svojevrsna alternativa drzavi:
prostor u kojem se, kako smo to Boris Buden i ja srocili,
spovijest vraéa s osvetom®. -------- Prema nasem danas$njem

— europskom - poimanju, suvremena je umjetnost domena

koja se nalazi ,izvan“ politike, prostor simulakruma u kojem
promisljamo nacin na koji je predstavljen svijet koji nas okruzuje,
gdje postavljamo pitanja i kriti¢ki sagledavamo nase drustvo,
no sve to bez moguénosti da ostvarimo bilo kakvu promjenu.
Smatram da je upravo to postalo najveci tabu umjetnosti:

da, umjesto stvaranja umjetnosti u svijetu takvom kakav jest,
odlucimo stvoriti svijet. Povijest umjetnosti kao monumentalne

DANAS SLUZIMO KREATIVNOJ INDUSTRIJI
KAPITALISTICKE DEMOKRACIJE,
DOKTRINI KOJA JOS UVIJEK PODLIJEZE
,TOTALITARISTICKIM* UTJECAJIMA
PROSLOSTI.

WE NOW SERVE THE CREATIVE INDUSTRY OF
CAPITALIST-DEMOCRACY, A DOCTRINE THAT
IS FAR FROM FREE OF THE “TOTALITARIAN”
INFLUENCES OF THE PAST.

certain parts of Kurdistan. -------- Our experience has been that
the role of art and culture is prominent in the history of many

of the movements that we work with. When one’s language is
suppressed, culture and history negated by the state, the role of
art becomes highly politicized: poetry, literature, music and visual
art become the means to maintain a collective consciousness of
the origins and aims of a political struggle. One could even say
that art becomes the alternative to the state; a space in which
“history returns with a vengeance,” as Boris Buden and me
framed it. -------- Our present day — European — understanding of
contemporary art is one of a space “outside” of politics, a space
of simulacra, where we reflect on the means of representation
of the world around us, where we ask questions and hold up
critical mirrors to society, but without the possibility to change
anything. | believe this has become the greatest taboo of art:
that instead of making art in the world as it exists, we would
decide to make a world. The history of art as monumental
propaganda for 20t"-century dictatorships provides the means
of pressure to demand an apolitical and faux neutral position of
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propagande za diktatorske rezime 20. stolje¢a stvorila je
pritisak kojim se od umjetnika zahtijeva zauzimanje apoliti¢ne,
lazno neutralne pozicije. No, kao rezultat toga, danas sluzimo
kreativnoj industriji kapitalisticke demokracije, doktrini koja jo$
uvijek podlijeze ,totalitaristickim® utjecajima proslosti. Umjesto
da nase kulturne institucije prepustimo sadasnjem statusu quo,
trebali bismo ih iznova zauzeti, politizirati ih i nas rad posvetiti
novim svjetovima koji se upravo izgraduju pred nasim o¢ima.
Dvadeseto je stoljeée dovoljno dugo zastrasivalo umjetnike;
umjesto da iS¢ekujemo pojavljivanje novog kapitalistickog
totalitarizma (ukoliko ve¢ nije prisutan), trebali bismo umjetnost
postaviti u samo srediste emancipacijske politicke borbe.

Dvije naj¢esce kritike naseg rada na samitu isti¢u da
zloupotrebljavamo umjetnost u politicke svrhe, odnosno da
zloupotrebljavamo politiku u svrhu umjetni¢kog stvaralastva.
Odbacujemo obje kritike. Umjetni¢kim se stvaralastvom sluzimo
u solidarnosti i suradniji s politickim pokretima iz svih dijelova
svijeta: ne samo s predstavnicima nepriznatih zemalja koji
sudjeluju na samitu, nego i s politickim strankama, drustvenim

KADA SE UMJETNICI NASTOJE IZRAVNO
SUPROTSTAVITI STATUSU QUO | SUDJELOVATI U
EMANCIPACIJSKOJ POLITICI; TADA NAS NAZIVAJU
»PROPAGANDISTIMA* | ,,AKTIVISTIMA®.

WHEN ARTISTS TRY TO DIRECTLY CONFRONT
THE STATUS-QUO AND COLLABORATE WITH
EMANCIPATORY POLITICS; THEN WE ARE
“PROPAGANDISTS,” “ACTIVISTS.”

artists. But the result is that we now serve the creative industry
of capitalist-democracy, a doctrine that is far from free of the
“totalitarian” influences of the past. Instead of abandoning our
cultural institutions to the status-quo we should occupy them
anew, politicize them, and dedicate our work to the new worlds
that are being built right in front of our eyes. The 20" century
has intimidated artists long enough, and instead of awaiting
new capitalist totalitarianism to emerge - if they are not present
already — we should relocate art at the heart of emancipatory
political struggle. -------- The two most reoccurring critiques

on the work of the summit is that we abuse art for political
means or that we abuse politics to make art. We reject both
presumptions. We occupy the space of art in solidarity and
collaboration with political movements from all over the world,
not just the stateless groups that speak at the summit, but also
with political parties, social movements, unions and progressive
diplomatic and lawyer groups: employed in such collaborations
art is a political weapon with which we make the world anew. We
will not give into the intimidation that tells us that if we as artists

pokretima, sindikatima te progresivnim diplomatskim i
pravni¢kim skupinama. U takvom obliku suradnje umjetnost
postaje politicko oruzje kojim izgradujemo novi svijet. Ne
dopustamo se zastrasiti porukama da bi se umjetnici, ukoliko
se Zele baviti politikom, trebali pridruziti nekoj politickoj stranci
i ostaviti umjetnost postrani, i obratno — da bi, ukoliko Zele biti
umjetnici, trebali zaSutjeti, ,biti lijepi“ i ne petljati se u politiku.

sok  Projekt New World Summit definirate kao umjetnicku i

sma_U 8iroj, popularnoj koncepciji umjetnost zaista i dalje

predstavlja izuzetan prostor slobode. Suprotno propagandi
tzv. totalitaristi¢kih rezima iz proslosti, umjetnost funkcionira
kao dokaz da se nase drustvo ocistilo od proslosti obiljezene
diktaturama: danas se sve moze redi i izraziti, sva se pitanja
mogu postaviti i svi tabui krsiti. lzuzetak je kada se umjetnici
nastoje izravno suprotstaviti statusu quo i sudjelovati u
emancipacijskoj politici: tada nas nazivaju ,propagandistima®

............................................................................................................. 91 PRees

want to do politics we should join a party and leave art be or
that if we want to be artists, we should shut up and be beautiful
and refrain from the domain of politics.

stk You have been defining the New World Summit project

i In popular conception art indeed remains an exceptional

space of freedom. Different than the propaganda of the so-
called totalitarian regimes in the past, art operates as a proof
that society has cleansed itself from the history of dictatorships:
all can be said and expressed, all questions can be asked and
all taboos can be broken. Except when artists try to directly
confront the status-quo and collaborate with emancipatory

politics: then we are “propagandists,” “activists” and we are told
that we should better join a “real” political party. The underlying
presumption is that art can only be art when it rejects the

political. As the New World Summit we see the paradox that
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i ,aktivistima“ te nam porucéuju da se radije pridruzimo nekoj
»pravoj“ politickoj stranci. Takav stav pociva na pretpostavci
da umjetnost moze biti umjetnost samo ako odbaci politi¢ko.
Okupljeni u New World Summitu, uo¢avamo paradoks koji

iz toga proizlazi: umjetnost koja Zeli predstavljati drustvene
ideale istovremeno ne smije imati nikakvu mo¢ kako ne bi
izgubila svoj povlasteni polozaj. Ne prihvaéamo takav stav i
zahtijevamo moguénost politizacije umjetnosti. Branimo potrebu
umjetnika za direktnim angazmanom u politici i suradnjom s
politickim pokretima koji Zele prestrukturirati odnose moéi.
--------- U danasnje se vrijeme umjetnost ne smije angazirati

ako zeli biti slobodna. No, umjetnost ne treba takvu vrstu
»slobode“, nego oslobodenje od statusa quo demokratskog
kapitalizma. Autonomija umjetnosti trebala bi znagiti kolektivnu
autonomiju drustva. Dakako, braniti takve ideje u svijetu
umjetnosti onakvom kako ga je Hito Steyerl opisala (uglavnom
usredoto¢enim na ,uljepSavanje kapitalizma“), znac¢i da smo
suoceni s kontradikcijama. No, kontradikcije zato i postoje, da
bismo se s njima suogili i premostili ih.

siox Jedan od kljuénih pojmova u konceptu projekta New World

Summit jest pojam ,fundamentalne demokracije”. Definirate

.o 92 .............................................................................................................

this results in: an art that wants to represent societal ideals,

but it has to remain powerless in order not to lose its privileged
position. We reject it and demand a politicization of art and we
defend the need to be directly involved with politics and political
movements that aim at restructuring power. --------- In our present
time, in order for art to be free it cannot act. Art does not need
this “freedom,” what it needs is liberation: liberation from the
status-quo of democratic-capitalism. The freedom of art instead
should be the collective freedom of society. The autonomy of
art should be the collective autonomy of society. Of course, to
defend these ideas in the art world as it is — mainly concerned
with “making capitalism more beautiful,” as Hito Steyerl said,
means that we are faced with contradictions. But contradiction
is there to confront, to work through, to overcome.

sk A crucial notion in New World Summit as a concept is

o umijetnic¢ki rad New World

monopoli mo¢i prizeljkuju. No, ka

Summit nuzno je reprezentacija.

S Sociografija New World Summita zasniva se na fizickom

okupljanju ljudi u fizi€kom prostoru u kojem je moguce

artikulirati i ostvariti intimnu politiku. U tom je smislu pojam
prisustva vrlo znacajan. To, naravno, ne nadilazi reprezentaciju,
nego je definira i proSiruje. -+ Primjerice, tijekom Cetvrtog
New World Summita u Bruxellesu napravili smo seriju mapa u

DILAR DIRIK, PREDSTAVNICA POKRETA
KURDSKIH ZENA DALA JE ODGOVOR NA TU
KONTRADIKCIJU | PREDLOZILA KARTU NA
KOJOJ NIJE PRIKAZAN NIKAKAV TERITORIJ,
IDEOLOSKU MAPU KOJA PREDLAZE NOVI MODEL
»DEMOKRACIJE BEZ DRZAVE* KOJI JE KURDSKI
REVOLUCIONARNI POKRET RAZVIO TIJEKOM
NIZA DESETLJECA BORBE ZA NEOVISNOST.

DILAR DIRIK, REPRESENTATIVE OF THE KURDISH
WOMEN’S MOVEMENT, PROPOSED A MAP
THAT DID NOT SHOW ANY TERRITORY AT ALL,
BUT FORMED AN IDEOLOGICAL MAP THAT
PROPOSED A NEW MODEL OF “STATELESS
DEMOCRACY”, BASED ON SELF-GOVERNANCE,
GENDER-EQUALITY AND COMMUNAL ECONOMY,
DEVELOPED OVER DECADES OF STRUGGLE BY
THE KURDISH REVOLUTIONARY MOVEMENT.

with representation,” whereas the other side results from the

Js?ﬁ’;f_._The sociography of the New World Summit is based on

a physical gathering of people, in a physical space where we
articulate and perform an intimate politics — in that sense it is
strongly invested in the notion of presence. This of course does
not so much overcome representation, but rather redefines

it, broadens it. -+ During the 4" New World Summit in
Brussels for example, we developed a series of maps in
collaboration with about twenty participating “stateless states”
— unrecognized states — from all over the world.
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suradnji s dvadesetak nepriznatih zemalja sudionica iz cijelog
svijeta. Nastojali smo razviti vizualna sredstva reprezentacije
njihove borbe za autonomiju i neovisnost. Karte su bile izloZzene
tijekom izlaganja i debati $to je omogucilo da se primjerice o
Baskiji i Azawadu govori kao zemljama Baskiji i Azawadu, a ne
kao ,,pokrajini Baskiji u Spanjolskoj“ ili ,Azawadu u sjevernom
Maliju“. Drugaciji model vizualne reprezentacije omogucio

je drugaciju retoriku, drugacgiji referentni okvir i artikulaciju
vlastitih uvjeta za raspravu i reprezentaciju. -------- Time se
naravno nije izbjegao paradoks. Sam model karte snazno je
utemeljen u kolonijalnoj i imperijalisti¢koj povijesti. Dilar Dirik,
predstavnica Pokreta kurdskih Zena dala je odgovor na tu
kontradikciju i predlozila kartu na kojoj nije prikazan nikakav
teritorij, ideolosku mapu koja predlaze novi model ,demokracije
bez drzave* koji je Kurdski revolucionarni pokret razvio tijekom
niza desetljeéa borbe za neovisnost. Njihov je model zasnovan
na samoupravljanju, rodnoj ravnopravnosti i komunalnoj
ekonomiji . Na taj na¢in samit postaje prostor u kojem se javljaju
potpuno novi modeli reprezentacije. ------- Nasim publikacijama,
izlozbama, dokumentarnim filmovima i online sadrzajima
takoder nastojimo ove ideje pribliziti Siroj publici. To je drugi sloj
reprezentacije, pored samih okupljanja na samitu. On, naravno,
povladi rizik da se ideal prakse fundamentalne demokracije vrati
u podrucje mas-medijacije. No, vjerujemo da su nam potrebna

We tried to develop the visual means to represent their specific
struggle for autonomy or independence. Standing in front of
their maps during the speeches and debates, this avoided to
have to speak of “Basque Country in Spain,” or “Azawad in
northern-Mali,” but allowed to speak of Basque Country, or
Azawad, proper. A different model of visual representation thus
allowed for a different speech, a different frame of reference; it
allowed for an articulation of one’s own conditions for debate
and representation. -+ Of course this does not avoid
paradox. The very model of the “map” is strongly embedded in
colonial and imperialist history. An answer to this contradiction
came from Dilar Dirik, representative of the Kurdish Women'’s
Movement, who proposed a map that did not show any territory
at all, but formed an ideological map that proposed a new
model of “stateless democracy,” based on self-governance,
gender-equality and communal economy, developed over
decades of struggle by the Kurdish revolutionary movement.
Thus, the summit is also an arena where completely new models
of representation emerge. --------- Our publications, exhibitions,
documentaries and online channels try to communicate these
ideas to a broader public. Thus, they form a second layer of
representation apart from the physical gatherings of the summit
itself. The risk is of course that it moves the ideal of a practice
of fundamental democracy back into the sphere of mass

sva sredstva koja imamo na raspolaganju kako bismo privukli
paznju na srz nadega rada. A to je redefinirati demokratsku
praksu kroz alternativne parlamente i prosiriti sredstva
politi¢ke reprezentacije konkretnim prijedlozima - strukturama
i simbolima koje oblikujemo u suradnji sa skupinama iz nase
mreze.

siok Osvréuéi se na tri godine rada New World Summita, koji

Tt U politiskom smislu razvili smo mreze solidarnosti izmedu

tridesetak politickih organizacija iz nepriznatih zemalja s
kojima smo povezani. Pomogli smo povezati progresivne
pravne stru¢njake s organizacijama s kojima smo suradivali,
izmedu ostalih i uz pomo¢ naseg partnera Progress Lawyer
Network iz Bruxellesa. Uspostavili smo dugoro¢nu suradnju s
Unrepresented Nations and People Organisation sa sjediStem
u Haagu i Bruxellesu. Oni su skupine s kojima suradujemo
ukljugili u svoju diplomatsku mrezu, s glavnim ciljem njihovoga
boljeg predstavljanja u Europskom parlamentu. Jedan od
nasih partnera je i Zaklada Berghof iz Berlina koja se takoder
povezala sa skupinama i pozvala ih da sudjeluju i na drugim

mediation; but we believe we need all these instruments at our
disposal to draw attention to our core work: to redefine the
practice of democracy through our alternative parliaments, and
to extend means of political representation through concrete
propositions — the structures and symbols that we design in
collaboration with the groups from our network.

stk You now look back on three years of working with New

i In political terms, we have developed networks of solidarity

between about thirty stateless political organizations from our
network. We have helped progressive lawyers to connect to
organizations that we worked with, among others through our
partner the Progress Lawyer Network in Brussels. We have
developed a long-term collaboration with the Unrepresented
Nations and Peoples Organization (UNPO) in The Hague and
Brussels that has taken groups that we work with into their
diplomatic network, mainly aimed at stronger representation in
the European parliament. Another such partner is the Berghof
Foundation in Berlin that has invested in groups from the summit
network as well and invited them to join other international
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medunarodnim konferencijama. Takoder smo organizirali

brojna okupljanja u poznatim debatnim centrima na kojima

su skupine iz nase mreze mogle raspravljati s politicarima,
novinarima i ¢lanovima akademske zajednice. Producirali

smo i dva dokumentarna filma: Umijec¢e stvaranja drZzave

(The Art of Creating a State) iz 2015. godine (Rob Schroder i
Gabriélle Provaas) koji govori o borbi za neovisnost u Azawadu

i Demokracija bez drZave (Stateless Democracy, Michiel
Landeweerd, Rens van Meegen i New World Summit) koji se
upravo snima u autonomnoj regiji Zapadni Kurdistan. Trenutno
radimo i na organizaciji politicke delegacije u Zapadnom
Kurdistanu, a u suradnji s tamo$njom autonomnom vliadom
razvijamo i projekt trajnog parlamenta na otvorenom u jednom
od njihovih gradova. -------+ Rad i djelovanje New World Summita
u obliku konferencije ipak ima svoje granice. lako smo u suradnji
s BAK-om (Baza za suvremenu umjetnost) u Utrechtu pokrenuli i
vlastitu akademiju, svjesni smo da éemo nakon idu¢a dva samita
morati fokus nasega rada preusmjeriti na pomoc¢ u razvijanju

TROJE JE NASIH CLANOVA OPTUZENO
ZA PRUZANJE ,MATERIJALNE
PODRSKE TERORISTICKIM
ORGANIZACIJAMA“ TE NAM JE OTADA
ZABRANJEN POVRATAK U INDIJU.

B B

THREE OF OUR MEMBERS
WERE ACCUSED OF PROVIDING
“MATERIAL SUPPORT TO TERRORIST
ORGANIZATIONS,” AND AS SUCH, WE
HAVE NOT BEEN ABLE TO RETURN TO
THE COUNTRY SINCE.

conferences. We have further organized many events in popular
debate centres where groups from our network debated

with politicians, journalists and academics. We have further
commissioned two documentaries, one about the independence
struggle in Azawad (The Art of Creating a State, Rob Schréder
and Gabriélle Provaas, 2015) and one that is currently being
produced in the autonomous region of West-Kurdistan
(Stateless Democracy, Michiel Landeweerd, Rens van Meegen
and New World Summit, 2016). Currently, we are also organizing
a political delegation to West-Kurdistan and in collaboration
with the autonomous government we are also developing a
permanent open-air parliament in one of its cities. -+ There
is also a limit to the work of the New World Summit. The form of
the conference can only bring about so much. And even though
we also have our own academy, established with BAK - Base
for Contemporary Art in Utrecht, we feel that after the next

two planned summits we need to shift our focus on helping

konkretnijih i trajnijih infrastruktura za organizacije u nasoj mrezi.
Jedan od koraka u tom novom smijeru je i osnivanje naseg prvog
trajnog parlamenta.

siox New World Summit okuplja razne politicke pokrete. Poznato

sma_Godine 2013. planirali smo odrzati 3. izdanje New World

Summita u gradu Kochi u indijskoj drzavi Kerala. No, troje

je nasih ¢lanova optuzeno za pruzanje ,materijalne podrske
teroristi¢kim organizacijama“ te nam je otada zabranjen
povratak u Indiju. Trenutno planiramo dva nova samita: jedan
ée se odrzati ove godine u novom parlamentu koji gradimo

u Zapadnom Kurdistanu, a drugi po¢etkom 2016. godine u
Utrechtu na kojem ¢e po prvi puta sudjelovati i organizacije iz
Kolumbije i ostalih juznoameri¢kih zemalja.

Nizozemska je zaista odigrala vaznu ulogu u odnosu na mnoge

to develop more concrete and durable infrastructures for the
organizations of our network. The building of our first permanent
parliament is a step in this new direction.

siox New World Summit involves various political movements

JONAS

STAAL_"AS you might know, in 2013 we planned the 3™ New World
Summit in Kochi, Kerala, in India. But three of our members
were accused of providing “material support to terrorist
organizations,” and as such, we have not been able to return to
the country since. We currently have two summits planned, one
in the new parliament that we are building in West-Kurdistan

in 2015, and one in Utrecht early next year. Colombian and
other south-American organizations will participate for the first
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tzv. ,teroristic¢ke® organizacije. Mnogi su ¢lanovi Frakcije Crvene
armije (RAF) djelovali iz Nizozemske, a Kurdska radni¢ka
stranka (PPK) neko je vrijeme na jugu Nizozemske organizirala
kampove za obuku, to je uvelike povezano s progresivhom
politi¢kom klimom iz 1960-ih i 1970-ih godina. Tamna strana
nizozemske uklju¢enosti u potpunosti se veze na njezinu vlastitu
kolonijalnu proslost. Primjerice, vlada Zapadne Papue u egzilu

s kojom redovito suradujemo neko¢ je pomagala Nizozemskoj

u njezinom nastojanju da zadrzi kolonijalnu vlast u Indoneziji.
Nizozemska im je zauzvrat obecala neovisnost, no to se nikada
nije ostvarilo. U tom pogledu Nizozemci danas nose dvostruku
povijesnu odgovornost: s jedne strane da se javno ispri¢aju

za ratne zlo¢ine pocinjene u Indoneziji i da pomognu ponovno
uspostavljanje tamosnje vlade, a s druge strane odgovornost da
pomognu Zapadnoj Papui na njenom putu prema neovisnosti.
Medutim, Nizozemci su pokazali da su sistemski slijepi $to

se tic¢e njihove kolonijalne proslosti te su moguénosti za
uspostavljanje ijedne od navedenih drzava vrlo male. -------- Nas
odabir sudionika ovisi o specifi¢noj temi pojedinog summita.
Primjerice, u fokusu prvog izdanja samita u Berlinu bile su
organizacije koje su se bavile politikom ,,crnih lista® u tzv.

Ratu protiv terora. Stoga smo pozive na sudjelovanje uputili
skupinama koje su se nasle na ,,crnoj listi“ i gradili kontakte kroz
medunarodne konferencije na kojima smo sudjelovali. Cetvrto

time in the latter. -------- The Netherlands indeed has played

an interesting role in relationship to many so-called terrorist
organizations. Many members of the Red Army Faction (RAF)
were based in the Netherlands, and the Kurdistan Workers
Party (PKK) for some time had training camps in the south

of the country — this has much to do with the progressive
political climate of the 60s and the 70s. The dark side of Dutch
involvement has everything to do with its own colonial past, in
the case of the Government of West-Papua in exile for example
that we work with regularly that fought with the Dutch who
wanted to maintain its colony in Indonesia with the promise
that independence would be granted to the West-Papuans
afterwards, but this never happened. The Dutch today have

a dual historical responsibility in this regard, on one hand

to publicly apologize for its war crimes in Indonesia and to
restitute its government; on the other, to help the independence
of West-Papua to move forward. But the Dutch have proved to
be systemically blind to their colonial history, so the chance of
restitution for either state is slim. -------- We invite participants
based on the specific theme of each summit. For example,

in the case of the first summit in Berlin this was focused on
organizations that dealt with blacklisting in the War on Terror,
so we dispatched invitations to groups that are listed as such

izdanje samita u Bruxellesu fokusiralo se na pojam ,nepriznate
drzave“, teme koja je ukljucivala i skupine koji se ne nalaze na
»crnoj listi“, poput Somalilanda i Rehoboth Basters. Pritom
smo nas program razaslali na 36 nepriznatih drzava ¢lanica
Unrepresented Nations and Peoples Organizations i nastojali
pomoci svakome tko nam je jasno dao do znanja da prepoznaje
vaznost programa. Redovito nam se s upitima javljaju
organizacije koje zele sudjelovati, stoga smo napravili popis
ljudi i organizacija i trudimo se razviti programe koji bi doprinijeli
njihovoj borbi. Samit u velikoj mjeri oblikujemo prema politickoj
vaznosti pojedinih aspekata nase mreze.

siok ETA je u meduvremenu pokrenula unilateralni mirovni

Sa Smatram da ETA i njezini bira¢i sami odlu¢uju o tome

kako mogu najbolje osnaziti svoje zahtjeve i pravo na
samopredjeljenje, i da to i treba biti tako.

siox New World Summit je 2013. godine, u suradnji s BAK-om

and built contacts through international conferences that we
attended. In the case of the fourth summit in Brussels, the focus
was on the notion of the “stateless state,” which also included
non-blacklisted groups such as Somaliland and the Rehoboth
Basters. In the latter case, we proposed the program to the
thirty-six unrecognized member states of the Unrepresented
Nations and Peoples Organizations (UNPO) and tried to facilitate
everyone who made clear that they saw urgency in our program.
We also regularly get mails with questions from organizations
that want to participate, so we maintain a list of people and
organizations and try to develop programs that benefit their
specific struggle. The summit is largely shaped after the political
urgencies of our network.

siok Meanwhile, ETA has launched a unilateral peace process

sma_| believe that the constituency of ETA decides themselves

on what they think is the best strategy to strengthen their
demand and right to self-determination, and that is how it
should be.
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studentima kako biste, kako ste to istaknuli na vasoj

, »zajedno razvijali istrazivacke projekte

internetskoj stranici

staa_Svaki na$ samit dodatno popratimo politickim i

kulturnim kampanjama, kako bismo u cijeli proces ukljudili

bazu politicke podrske skupinama s kojima suradujemo,
politi¢ke stranke, aktivisticke grupe, nevladine organizacije,
diplomatske skupine te novinare i akademske institucije. Veliku
vaznost pridajemo sudjelovanju studenata, kako iz podrucja
umjetnosti, tako i polja politi¢kih znanosti i mirovnih studija.

NEW WORLD ACADEMY ZELI BITI PROSTOR
KOJI STUDENTIMA PRUZA MOGUCNOST
ISTRAZIVANJA DRUGIH SVJETOVA UMJETNOSTI,
A NE SAMO ONIH KOJI SU USMJERENI
ISKLJUGIVO NA KARIJERIZAM | PROFIT.

..96 ........................................................ I ...................................................

THE NEW WORLD ACADEMY WANTS TO SERVE
AS A SPACE THAT GIVES THE POSSIBILITY TO
STUDENTS TO SEEK FOR OTHER ART WORLDS
THAN THOSE MERELY DIRECTED AT CAREERISM
AND PROFIT.

siok In 2013, New World Summit collaborated with BAK (Base

2wl We have developed political and cultural campaigns around

each of our summits, to involve the constituency of each of the
groups that we work with, to involve political parties, activist
groups, NGO'’s and diplomatic groups, as well as journalists
and academic institutions. We put a lot of emphasis on the

Takoder suradujemo i s pojedincima koji su aktivni u umjetnosti
i teatru. - Vazno nam je da nasa publika dijeli iste ideale

na kojima se zasniva nasa organizacija kao interdisciplinarno,
umjetnicko i politi¢ko tijelo. Smatramo kljué¢nim ukloniti
postojece barijere u javnosti; raznolikost javnosti nije nesto Sto
se razvija spontano, stoga kako bismo je postigli, moramo ici
od osobe do osobe, od grupe do grupe, od jedne baze politicke
podrs$ke do druge. Cilj naseg rada nije samo stvarati platforme,
nego i publiku kojoj se obra¢amo.

sok ldeja ,,zajednikog istrazivanja uloge umjetnosti u politi¢koj

Js?ﬁﬁf_._SudjeIovanje u New World Academy je besplatno, no od

studenata ipak traZzimo da u svojoj prijavi priloZe i motivacijsko
pismo. Uz to, raspravu o umjetnosti i politici ne volimo zapoceti
od nule, stoga u programu sudjeluju studenti koje otprije zanima
ideja izravne suradnje s nekim od politickih pokreta. Istina,
mnogi se studenti ovdje po prvi puta susre¢u s takvom vrstom
rada. To znaci da je potrebno kolektivno proc¢esljati brojne

participation of students, both from the field of art as well as
political science and conflict studies. And of course, we invest
in people who are engaged in art and theatre. -------- For usitis
important that our public reflects the ideals of our organization
as a cross-disciplinary, artistic and political body. We feel that it
is crucial to break down the barriers between publics, and as we
know that a diversity of publics is not achieved spontaneously,
we work from person to person, group to group, constituency

to constituency to achieve it. Our work is not just about creating
platforms, but also about creating publics.

sk The idea of jointly “exploring the role of art in political

i?ﬁﬁf_._Participation in the New World Academy is free, but we

ask students to write us their motivation beforehand. We are
also not willing to start the discussion on art and politics from
scratch: our participants were beforehand open to the idea of
working directly with a political movement. But indeed, for many
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pretpostavke o organizacijama iz nase mreze i provesti diskusiju
o prenamjeni umjetnosti u svrhu oblikovanja novog politi¢kog
prostora. Studij se kao takav odvija u zati¢enoj okolini, a greske
su dio procesa. Smatramo da je gore pasivno prihvacati status
quo zbog straha od politicke promjene nego se angazirati u
politi¢koj promjeni i pritom &initi greske. New World Academy
zeli biti prostor koji studentima pruza moguénost istrazivanja
drugih svjetova umjetnosti, a ne samo onih koji su usmjereni
isklju¢ivo na karijerizam i profit. Mnogi nasi studenti nastavili su
suradivati s politickim organizacijama s kojima su se upoznali
tijekom sudjelovanja u na§em programu.

sk Projekt Artists Organisations International po formatu je

dosta sli¢an projektu New World Summit. Razlika je u tome

PONEKAD SU DISKUSIJE ZAPINJALE NA
PITANJIMA POPUT GENTRIFIKACIJE BERLINA:
TAKVA SU PITANJA OD VRLO OGRANICENOG
ZNACENJA ZA UMJETNIKE KOJI SU IZRAVNO
POVEZANI S ORUZANOM BORBOM ILI
POLITIEKOM KRIZOM.

AT TIMES, DISCUSSIONS GOT STUCK IN ISSUES
SUCH AS THE GENTRIFICATION OF THE CITY
OF BERLIN: FOR ARTISTS DIRECTLY INVOLVED
WITH ARMED STRUGGLE OR POLITICAL
CRISES, THESE ARE OF VERY LIMITED
IMPORTANCE.

students this is a first experience, which means that a lot of
presumptions about the organizations from our network have
to be worked through collectively, and the repurposing of art as
part of shaping a new political sphere needs to be discussed. As
such, the days of study take place in a protected environment.
Mistakes are part of the process. We consider it worse to serve
the status-quo out of fear for political change, than to engage
with political change and make mistakes. The New World
Academy wants to serve as a space that gives the possibility to
students to seek for other art worlds than those merely directed
at careerism and profit, and many of our students still work with
the political organizations that were introduced to them during
the sessions that they participated in.

siok The Artist Organisations International project is rather

svakodnevnoj politi€koj borbi“. | ovaj projekt, kao i New World

Summit, okuplja razlicite aktere, narocito po pitanju njihovog

s Trodnevni kongres Artists Ogranisations International koji

sam pokrenuo zajedno s Florianom Malzacherom i Joannom
Warsza bio je vrlo konfliktan. Bilo je jasno da smo okupili
umjetni¢ke organizacije koje su medusobno bile prerazliCite

da bi se mogla pokrenuti prava rasprava o tome $to bi pojam
,medunarodno” u tom kontekstu mogao ili trebao biti. Umjesto
razgovora o ujedinjenosti i zajedniCkim programima, kongres je
uglavnom ukazivao na razlike i u tom je pogledu bio vazan - ali
iz drugacijih razloga od onih koje smo ocekivali.

Tako su primjerice, organizacije Artist Association of Azawad

i Concerned Artists of the Philippines, obje povezane s
organizacijama s kojima suradujemo na New World Summitu,
ostvarile zna€ajan kontakt s vrlo politiziranim udruzenjima poput
Laboratory for Insurrectionary Imaginaries (koji je na kongresu

............................................................................................................. 97.

engagement that is not just based on personal interest and

sma_The three-day Artist Organizations International that

| initiated with Florian Malzacher and Joanna Warsza was
very conflictual. It was clear that the artist-organizations that
we brought together were far too different from one another
to really discuss what an international could or should be.
Rather than about unity or common programs, the congress
mainly articulated difference along the way, and as such, it
was important — although for other reasons than the ones that
we anticipated. -------- For example, the Artist Association of
Azawad and the Concerned Artists of the Philippines — both
related to organizations we work with in the summit - had
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predstavljao John Jordan) i koalicije sindikata umjetnika i
Cistaca (koju je predstavljao Matthijs de Bruijne). Ti se umjetnici
otprije zalazu za dalekoseznu suradnju s drustvenim pokretima
i sindikatima te su njihov vizualni jezik i definicija autorstva
neodvojivi od vecih politi¢kih konstelacija kojih su dio. S
druge pak strane, grupe poput Institute of Human Activities

of Renzo Martens ili Centre for Political Beauty su pseudo-
politi¢ke organizacije koje se sluze tom formom kako bi odaslale
specifiénu umjetni¢ku poruku ili izazvale politicki odgovor.
Kongres je okupio organizacije s prevelikim i nepremostivim
razlikama u njihovoj umjetnic¢koj strategiji i agendama,
prevelikim da bi se nadisle. -------- Druga su poteskocéa bile
dimenzije politicke borbe. Ponekad su diskusije zapinjale na
pitanjima poput gentrifikacije Berlina: takva su pitanja od vrlo
ograni¢enog znacenja za umjetnike koji su izravno povezani

s oruzanom borbom: ili politickom krizom. Ponekad se gubila
ravnoteza u raspravama, a povrh toga je i sam kongres bio
kritiziran da prakse politicke umjetnosti pretvara u zanr. lako
svakoj kritici pristupam ozbiljno, ovu smatram tipiénim trikom
institucionalne kritike: umjesto da se iskoristi prilika koju

pruza takvo okupljanje, radije se odlucije u nedogled kritizirati

NOVOJ POLITICI POTREBNI SU NOVI JEZIK |
NOVI VIZUALNI IMAGINARIJ. UMJETNOST IMA
KLJUCNU ULOGU U TOM PROCESU.

- ¥ - T T l .......................................................

A NEW POLITICS NEEDS A NEW LANGUAGE, A
NEW VISUAL IMAGINARY. ART HAS A CRUCIAL
ROLE TO PLAY IN THAT PROCESS.

meaningful exchanges with highly politicized groups such as
the Laboratory for Insurrectionary Imaginaries represented by
John Jordan and the coalition of artists and cleaners union
represented by Matthijs de Bruijne. These are artists that

have already committed to far reaching collaboration with
social movements and unions, and whose visual language

and definition of authorship is embedded in the larger political
constellations that they are part of. Groups such as the Institute
of Human Activities of Renzo Martens or the Centre for Political
Beauty on the other hand, are more mock-up organizations that
use the front of something that looks like a political organization
in order to make a specific artistic statement or to provoke a
political response. This was a big gap of artistic strategy and
agendas, too big to overcome. -+ Another difficulty were

the dimensions of political struggle. At times, discussions got
stuck in issues such as the gentrification of the city of Berlin:
for artists directly involved with armed struggle or political
crises, these are of very limited importance. The balance was
sometimes lost, conflict being the main remainder. On top of
that, there was of course a critique on the congress itself, for
“genrefying” practices of political art. While | take all critique

uvjete samog okupljanja kako bi izbjegao rizik sudjelovanja u
ne¢emu $to bi zaista moglo biti politickog karaktera. -------- No,
zahvaljujuéi svim ondje okupljenim umjetni¢kim i politickim
stavovima, postalo je jasno da postoji izuzetho mnogo
medusobno razli¢itih umjetni¢kih svjetova. Buduénost projekta
Artist Organisations International ovisi o tome u kojem ¢emo od
tih umjetnickih svjetova nastaviti nasu aktivnost.

sk Historijska avangarda uzivala je podr§ku Komunistic¢ke

St Smatram da umjetnost ima ulogu pomodéi oblikovati

emancipacijsku politiku 21. stolje¢a. Iskoristiti svoju sposobnost
imaginacije u okupljanju nove politicke koalicije koja bi objedinila
Sirok spektar aktera: od drustvenih pokreta do aktivistickih
grupa, od politi¢kih stranaka, do sindikata, od zadruga do
novinarskih akcijskih grupa, od ¢lanova akademske zajedince
do studenata. Moramo redefinirati pojam socijalne ekologije

i uciniti je takvom da pozelimo u njoj sudjelovati. -------- Novoj
politici potrebni su novi jezik i novi vizualni imaginarij. Smatram

seriously, the latter | find to be a typical trick of institutional
critique: instead of taking the opportunity of a gathering, one
chooses to endlessly critique the conditions of the gathering

as such in order not to have to take the risk of getting involved
in something that could be truly political. But because of all of
these political and artistic positions at least one thing became
clear: there are many, many different art worlds. The future of
the Artist Organizations International depends on which of these
art worlds we engage for its continuation.

sma_| believe that the role of art is to help to shape the project

of emancipatory politics in the 21st century. To employ its
imagination to assemble a new political coalition that crosses
from social movements to activist groups, from political parties
to unions, from cooperatives to journalist action groups, from
academics to students. We need to redefine the social ecology
that we wish to be part of and that we are willing to declare our
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da umjetnost ima kljué¢nu ulogu u tom procesu. Danas se naziru
obrisi onoga $to taj projekt moZze postati u 21. stolje¢u, a primjeri
su brojni: od Los Indignados do pokreta Occupy, od Gezi Parka
do nedavnih masovnih studentskih prosvjeda diljem Europe;

od Wikileaksa do Chelsea Manning, od Edwarda Snowdena

do piratskih stranaka; od Skotske nacionalne stranke do Sinn
Féina, od koalicije Basque Bildu do pokreta Barcelona en
Comu, $panjolskog Podemosa i gréke Syrize; od Zapatista do
autonomnog Kurdskog Zenskog pokreta. Novi svijet koji nam je
potreban, ve¢ je u nastajanju. No mi ga moramo vidjeti, trebamo
alate da bismo ga mogli prepoznati i pomoc¢i ga oblikovati.

Na snazi je dijaloski pokret protiv politike Stednje, traze se

novi modeli autonomije i masovne demokratizacije. Oblikuje

se transnacionalna i komunalisti¢ka paradigma, ne samo u
knjigama, nego i u praksi. Smatram da i mi kao umjetnici u tome
trebamo sudjelovati. -------~ Da odgovorim na vase drugo pitanje,
ja i veéina mojih kolega smo libertarijansko-socijalistickog
opredijeljenja. Libertarijanski socijalizam ima vrlo specifi¢nu
povijest, javlja se u komunalistickom pokretu u Kataloniji 1936.
godine, kao i u danasnjoj borbi Kurdskog zenskog pokreta u

MODEL DRZAVE | SAM IMA SVOJU VLASTITU
REVOLUCIONARNU POVIJEST: TEMELJI EUROPSKE
MODERNE DRZAVE SEZU U RAZDOBLJE
FRANCUSKE REVOLUCIJE.

THE MODEL OF THE STATE OBVIOUSLY HAS ITS
OWN REVOLUTIONARY HISTORY, IN THE EUROPEAN
CONTEXT THE MODERN STATE WAS FORMED
THROUGH THE FRENCH REVOLUTION.

fidelity to. --------- A new politics needs a new language, a new
visual imaginary. | believe that art has a crucial role to play in
that process. We see the contours of what that project can be
in the 215t century: from Los Indignados to Occupy, from Gezi
Park to the recent massive student occupations all over Europe;
from Wikileaks to Chelsea Manning, from Edward Snowden to
the Pirate Parties; from the Scottish National Party to Sinn Féin,
and from the Basque Bildu coalition to Barcelona en Comd,
Podemos and Syriza; from the Zapatista’s to the autonomous
Kurdish Women’s Movement. The new world that we need is
already in the making. But we need to see it. We need the tools
to recognize it, and to help to shape it. There is a dialogical
movement of anti-austerity, the demand for new models of
autonomy and mass democratization taking place as we speak.
A transnational and communalist paradigm is taking shape: not
just in books, but in practice. | believe that is where our place as
artists should be too. -------- To answer your final question: most
of my team considers themselves to be libertarian-socialists;
me too. Libertarian-socialism has quite a unique history that
re-emerges from the 1936 revolutionary communalist movement

Rojavi u Zapadnom Kurdistanu. Zapadni Kurdistan se 2012.
godine proglasio autonomnom regijom, slijedeci ideje Abdullaha
Ocalana, vode PKK-a. PKK je od svog osnutka 1978. godine
prosao brojne faze, od marksisti¢ko-lenjinisticke borbe za
neovisnu kurdsku drzavu do odbacivanja pojma drzave kao
partijahalne, imperijalne i kapitalistike tvorevine. Ocalan
instituciju drzave smatra ,kolonijom kapitala“ i umjesto nje
predlaze model ,,demokratskog konfederalizma®, odnosno
»,demokraciju bez drzave“. Taj sam model veé spomenuo dok
sam govorio o karti idealnog konfederacijskog bezdrzavnog
entiteta koju je predlozila Dilar Dirik na ¢etvrtom izdanju New
World Summita. Dilar autonomiju definira kao praksu ,Zivljenja
bez odobrenja®“. -------- U sustini, u tom principu ,,Zivljenja bez
odobrenja“ vidimo ideal fundamentalne demokracije, no mi
sami to nikada ne bismo mogli tako artikulirati. Mi stvaramo
uvjete za prostor u kojem mozemo od toga ugiti i zatim, prema
tim idealima, razvijamo i oblikujemo nase programe. New World
Summit Zeli biti parlament bez drzave za demokraciju bez
drzave.

siok Instituciju drzave izjednacujete s kapitalizmom, medutim,

............................................................................................................. 99.

in Catalonia to the present day struggle of the Kurdish Women'’s
Movement in Rojava, West-Kurdistan. The latter established
their own autonomous region in 2012, based on the ideas of
PKK-leader Abdullah Ocalan. The PKK since its founding in
1978 went through very different phases, from Marxist-Leninist
struggle for an independent Kurdish nation-state, to the
rejection of the state all together as a patriarchal, imperial and
capitalist construct. Ocalan calls the state “a colony of capital”
and instead proposes a model of “democratic confederalism”:
a “democracy without the state.” That is the model that |
mentioned earlier in relation to the speech of Dilar Dirik at the
4t New World Summit, where she showed the map of this ideal
confederate non-state entity. Dilar defines autonomy, in length
of Ocalan, as a practice of “living without approval.” -+~ In
essence, we see in that principle of “living without approval” the
ideal of fundamental democracy, but we could never articulate
it by ourselves. We create the conditions for a space where

we could learn from it, and as a consequence, we develop

and shape our programs according to these ideals. The New
World Summit wants to be a stateless parliament for a stateless
democracy.
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socijalisti¢ke drzave ne spominjete kao mogucéi protuprimjer,

sma_Pogresno zakljucujete. Odbijam upotrebu pojma

totalitarizma kao oblik propagande svoje vrste. Kao $to sam
veé naveo, taj se izraz odnosi samo na diktatorske rezime

20. stolje¢a i u potpunosti zaobilazi razdoblje kapitalisticke
demokracije. Upotreba totalitarizma kao ,,uzviSenog zla“,
odnosno ,provizornog rieSenja“ — kako ga je okarakterizirao
Slavoj Zizek, vie nas kodi nego $to nam omoguéava kriti¢ko
sagledavanje danasnjih rezima.

Nadalje, u projektu New World Summit izravno suradujemo

s progresivnim politi¢kim strankama koje ocigledno Zele
artikulirati oblike progresivne drzavnosti. Vecina organizacija
iz nepriznatih zemalja koje su uklju¢ene u summit bore se za
svoje vlastite neovisne drzave, ¢esto s drustvenim motivima

i agendama. Smatramo se njihovim partnerima, dijelom
koalicije parlamentarnih i neparlamentarnih pokreta. Tu

ideju sam razradio u rezoluciji koju sam napisao zajedno s
Marikom Petersom iz Nizozemske Zelene Stranke. U rezoluciji
navodimo da je nuzno odbaciti ideju prema kojoj bi parlament
trebao ¢initi samu srz politike te istaknuti vaznost paralelnih

slox You equal state with capitalism, but you see state as an

e | find this a wrongful conclusion to this conversation. First

of a]l, | reject the very use of the notion of totalitarianism as a
form of propaganda in its own right. As | said earlier on, the
term is only applied to dictatorships of the 20t century and
bypasses the age of capitalist democracy completely. This

use of totalitarianism as a kind of “sublime evil,” a “stopgap”

as Slavoj Zizek formulated it, it stops us to think rather than
enabling us to be critical to the present day regimes that govern
US. --oeeeeee Secondly, we as the New World Summit work together
directly with progressive political parties who obviously intend
to articulate forms of progressive statehood. The majority of
stateless organizations tied to the summit struggle for their own
independent state, often with social and popular motives and
agendas. We see ourselves as a partner of such movements,

i politickih struktura civilnog drustva kao vodecéih politickih
sila. - Model drzave i sam ima svoju vlastitu revolucionarnu
povijest: temelji europske moderne drzave sezu u razdoblje
Francuske revolucije. Njezino najvaznije naslijede je moguénost
formiranja opéeg interesa koji nadilazi kategorije klase, etnicke
pripadnosti ili vieroispovijesti. Medutim, u danasnje doba
hiperkapitalizma i masovnog nadzora trebali bismo se zapitati
vrijedi li jo$ uvijek takav model drzave? Grcki je primjer vrlo
ilustrativan: institucije koje ne snose nikakvu odgovornost
prema bira¢ima ekonomskim su terorizmom, protivno volji
grékog naroda, natjerale Gréku, navodno ,,suverenu zemlju® i
njezinu ljevic¢arsku vladu na povratak politici $tednje. Trebamo
se upitati je li u 21. stoljeéu model drzave jo$ uvijek odrziv za
emancipacijsku politku.

Umjesto odbacivanja institucije drzave takve kakva jest, radije
bismo voljeli doprinijeti radikalizaciji njezinog emancipacijskog
naslijeda. Za to bi trebalo mo¢i oformiti velike suradnicke
strukture koje ne bi bile vezane za nadnacionalne organizacije
kao $to su NATO, Europska unija u svome trenutnom obliku ili
Medunarodni monetarni fond. Upravo te organizacije terorom
politike Stednje vrSe pritisak na progresivne vlade poput one u
Grcékoj. Zbog toga su izuzetno vazne ideje o razvoju paralelnih
struktura samoupravljanja za kakve se zalazu Ocalan i Kurdski
zenski pokret. One predstavljaju oblik samoobrane koja bi mogla

as a part of a coalition between parliamentary and non-
parliamentary movements. | elaborated on this in a resolution
that | developed with Dutch Green Party MP Mariko Peters:
we argued for the need to reject the idea that parliament is the
heart of politics, and to emphasize the importance of parallel
and civil political structures as leading political forces. ---------
The model of the state obviously has its own revolutionary
history, in the European context the modern state was formed
through the French Revolution. Its most important heritage is
its potential capacity to articulate a notion of common interest
that is not limited to categories of class, ethnicity or religion.
But today we should ask, in the age of mass surveillance and
hyper-capitalism: is the model of the state still effective? The
Greek case is telling: a supposed “sovereign country” with a
popular left-wing government was violently forced back into
austerity against the will of its own people through economic
terrorism of institutions that are unaccountable to any voters
or constituencies. The question is if the model of the state

is still viable in the 21%t century for emancipatory politics.
--------- Instead of abandoning or rejecting the state as it is, we
rather see ourselves contributing to a radicalization of the
emancipatory heritage of the state. For this, we imagine the
possibility of large scale cooperative structures that are not
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prevesti ideale zajedni¢kog dobra, neko¢ artikulirane u modelu
drzave, iz korupcije unutar nadnacionalnih organizacija nad kojima
narod nema kontrolu. -------- Paradoksalno, ¢ini se da ¢emo prvo
morati napustiti model drzave formiran u kapitalisti¢koj demokraciji
kako bismo mogli sacuvati emancipacijsko naslijede drzave. Ta se
tranzicija odrazava upravo u demokraciji bez drzave.

S engleskog na hrvatski prevela: Ivana Berti¢

tied to supranational structures such as NATO, the current state

of the European Union, the International Monetary Fund and so

on, because these are exactly the actors that force the possibility

of progressive governments — such as that of the Greeks — under
the terror of austerity, whether its citizens support it or not. This

is why Ocalan’s and the Kurdish Women’s movement ideas about
developing parallel structures of self-governance are so crucial: they
are essentially a form of self-defence that might translate the ideals
of the general will and common good once articulated through the
state, from its corruption within supranational structures outside of
people’s control. -------- The paradox today seems that in order to
save the emancipatory heritage of the state, we will have to abandon
the state as formed under the regimes of capitalist democracy first.
Stateless Democracy is a practice that articulates that transition.
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LET’S COLLECT/IVIZE PROGRESSIVE
ACTIONS. ORGANIZE YOUR
EMANCIPATORY EVERYDAY LIFE.
#OPENTHEBORDERS. CREATE PARADOXES
AND POSSIBILITIES. FLUCHTLINGE,

DU UND ICH HABEN EIN RECHT AUF
PERSPEKTIVEN. WHAT ABOUT GLEICHE
GESELLSCHAFTLICHE, KULTURELLE UND
OKONOMISCHE TEILHABE, UNABHANGIG
VON STATUS UND HERKUNFT. ...ABER
NICHT VON KLASSE UND KAPITAL.
RETHINK YOUR PRIVILEGES. LET’S
PRACTICE SOLIDARITY.

m PETJA DIMITROVA
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Infrastruktura kulturna,
djelovanje politicko -
becki primjer

Intervju s Canom Giilciiom

[BLOK]:
ANA KUTLESA,

IVANA HANACEK,
VESNA VUKOVIC

Cultural infrastructure,
political action - Viennese
example

Interview with Can Giilcu
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U gradu bogate tradicije lijevih politi¢kih pokreta
aktivisti¢ka scena i danas je Ziva i aktivna u razvijanju
progresivnih politi¢kih reakcija na aktualne mehanizme
opresije. Koja bi mogla biti uloga umjetnic¢kih i kulturnih
praksi u tim borbama, sredisnje je pitanje festivala
Wienwoche. Ova oktobarska manifestacija koristi kulturne
prakse za politicko djelovanje, ali to nije njena jedina veza
s politikom: samo osnivanje inicirala je Zelena stranka
2010. godine kao reakciju na druge gradske festivale koje
su pokrenule i financiraju politicke stranke. Nakon céetiri
godine djelovanja, koja je pozicija Wienwochea, koji su
ucinci na Siru scenu, kako kulturnu tako i politicku, kako se
radi i gdje leze zamke, teme su o kojima smo razgovarali s
Canom Giilciiom, ¢lanom kustoskog tim festivala.

The activist scene in Vienna, a city with a rich tradition of left
political movements, is still today very active in developing
progressive political reactions to current mechanisms of
oppression. The Festival Wienwoche explores the possible
role of artistic and cultural practices in these struggles.
This October event uses cultural practices as a means of
political action, however this is not its only connection to
politics: it was initiated by the Green Party in 2010, as a
reaction to other festivals in Vienna that were established
and financed by political parties. Can Giilci, member of the
Festival’s curatorial team, spoke with us about the position
that Wienwoche holds today after four years of activity, its
effects on the wider cultural and political scene as well as
about their concept of work and the possible traps that they
encounter along the way.

sl Clan ste kustoskog tima festivala Wienwoche od njegovih

auoy, Nasa polazidna tocka bila je ukljuciti u festival razlicite
skupine iz Be€a koje se aktivno bave kulturom i politikom i koje
nastoje javno izraziti svoju poziciju u javnoj sferi. Suradujemo

s razli¢itim inicijativama: od onih aktivnih u LGBTIQ zajednici

ili u migrantskim zajednicama, do skupina koje se bave
urbanisti¢kim razvojem ili pak pitanjima alternativhe ekonomije.
Osnovni princip festivala je uspostavljanje suradnje s takvim
inicijativama. Projekte razvijamo zajedno od samog pocetka

i nastojimo pronaci nacin kako ih prezentirati. U po€etku smo
imali poteSkoca s formatom dvotjednog festivala koji se odrzava
u rujnu, no s druge strane to takoder nosi i neke prednosti.

sok Takav je format festivala sam po sebi vrlo reprezentativan,

slok You have been a member of the curatorial team of the

Gufé'd_._Our starting point was to include different groups that
engage both in cultural and political practices in the city

of Vienna and which are trying to state certain positions in

the public sphere. We collaborate with various initiatives:

from people who are active in the LGBTIQ community or in

the migrant communities to people who are active in urban
development questions or those who are engaged in questions
of alternative economies, and so on. The basic principle is,

| would say, a co-operative work with these initiatives; we
develop projects from the very beginning until the end and we
try to find formats of presentation within a certain time frame.
At the beginning we were a bit struggling with the two-week
festival format in September but on the other hand, it has some
advantages as well.
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kao format koncentrira se na prezentaciju radova, pri ¢emu ne

auoy,_Produkcijska faza nije iskljuGena iz koncepta festivala
Wienwoche, naprotiv, ona je glavni dio festivala i u fokusu je
nasega rada od samih pocetaka festivala. Primjerice, 2012.
godine, u prvoj godini festivala, svi sudionici razvijali su vlastite
projekte rasporedeni u pet radnih skupina. No, godi$nji ritam
nije se pokazao idealnim, s obzirom na to da grupe nisu imale
mnogo vremena za realizaciju svojih projekata. Stoga smo
promijenili koncept i u posljednje smo tri godine nastojali
maksimalno unaprijediti procese produkcije.

siox Znadi li to da inicijativama mozete pruziti i financijsku

auoy,_Mislim da bih trebao nesto vise reci o organizaciji
Wienwoche festivala kako bih mogao odgovoriti na vase pitanje.
Mi smo poprili€éno malen, no vrlo aktivan tim. Projekte zaista

B IR I R T T EREErT

sk This festival format itself is highly representative, which

ey, ON the contrary, the production processes are not actually

excluded from the concept of the Wienwoche; they are its main
part and they were a primary focus of our discussions at the
beginning and later in our work. In the first year of the project, in
2012, all the participating groups developed their projects within
five working groups, with feedback of the other participants
who were not directly involved in the production. However, as
the annual rhythm (which means that each group did not have
enough time to realize their project) was not ideal for such time-
intensive collective processes, we have changed the concept

in the last three years and we tried to optimize the production
processes with the groups and our team.

slox Does it mean that you can support these processes,

financially and infrastructurally, or do you have to rely on the

razvijamo zajedno, u suradnji s raznim inicijativama. Putem
otvorenog poziva primamo prijedloge i ideje za projekte, o
kojima odlucuje odbor u kojem su i vanjski stru€njaci. Prijedloge
zatim razmatramo unutar nasega tima, dakle s kolegama koji su
zaduzeni za produkciju ili odnose s javnoscu. U drugoj se fazi
natje€aja sastajemo s kandidatima i dajemo im detaljan osvrt
na njihove prijedloge i ideje. Zatim slijedi razdoblje od tri tjedna
tijekom kojeg kandidati dodatno elaboriraju svoje prijavljene
projekte te su za to (kao $to je to slu€aj u arhitektonskim
natje€ajima) i placeni, $to je vrlo vazno istaknuti. Takve doradene
prijedloge potom ponovno razmatramo i donosimo kona¢nu
odluku. U idu¢oj fazi, uglavnom pocetkom travnja, odabrani
autori i skupine u suradnji s umjetni¢kim direktorima festivala

i nasim timovima za produkciju i odnose s javnoS¢u razraduju
koncept projekata i formate u kojima €e se ti projekti realizirati.
Od tog trenutka svi zajedno radimo na projektima. Produkcijska
je faza, dakle, jedan od glavnih aspekata nasega festivala. Nasa
se uloga organizatora ne svodi na puko financiranje projekata

ZA RAZLIKU OD MNOGIH DRUGIH FESTIVALA,
NE ZANIMA NAS SAMO KONACNI REZULTAT
PRODUKCIJSKOG PROCESA, CILJ NAM JE | DA
UCIMO JEDNI OD DRUGIH U TOM PROCESU |
DA PRONALAZIMO NOVE NACINE KULTURNE |
POLITICKE KOMUNIKACIJE.

IT IS NOT JUST ABOUT SEEING A RESULT OF
THE PRODUCTION PROCESS IN ONE CERTAIN
MOMENT, A PURE REPRESENTATION, LIKE MANY
FESTIVALS DO, BUT ALSO ABOUT LEARNING
FROM EACH OTHER AND DISCOVERING
NEW WAYS OF CULTURAL AND POLITICAL
COMMUNICATION.

willingness of people involved? Certainly, this implies a lot of

cuoy,_TO answer your question, it makes sense to say something
about the organization of the Wienwoche. We are a quite

small, yet quite active team of people. And by saying that we
develop projects in collaboration with initiatives, | mean that
we really develop projects together. We have an open call
through which we collect proposals and ideas for projects in a
public board meeting with external experts. Then we discuss
the projects within the team, that is to say, with people who are
involved in the production process or public relations. In the
second phase of the open call we meet with the candidates
who proposed projects and we give them a detailed feedback
on their applications. There is a period of three weeks, in
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i njihovu prezentaciju na festivalu u rujnu, cijelo vrijeme
suradujemo s inicijativama u razvijanju projekata. Za razliku od
mnogih drugih festivala, ne zanima nas samo kona¢ni rezultat
produkcijskog procesa, cilj nam je i da u¢imo jedni od drugih u
tom procesu i da pronalazimo nove nacine kulturne i politicke
komunikacije. -+ Takoder je vazno istaknuti sljedece:

prije nego $to smo poceli raditi na projektima i suradivati s
incijativama, mnogo smo vremena posvetili promisljanju radnih
uvjeta u kulturi; razvili smo svojevrstan sistem honoriranja autora
za njihov rad. Nastojimo slijediti princip kolektivnih ugovora, koji
autorima garantiraju odreden iznos za odredeni rad. Planiranje
realisti¢nog i pravednog budzeta takoder je vazan dio cijelog
procesa.

aox Slijedite sindikalne principe rada, iako nemate sindikat...
auiey_Upravo tako. Za rad u kulturi ne postoje kolektivni ugovori,
ali su razli¢ite kulturne inicijative postavile smjernice o tome
koliko bi odredeni rad trebao biti plaéen i njih nastojimo slijediti.
To je vrlo vazno za rad u sklopu festivala Wienwoche, tim vise jer
mnogo ljudi u kulturi radi za vrlo malen ili nikakav novac i unato¢
tome odraduju maksimalan obim posla koji pojedini festival ili
institucija trazi. To nastojimo izbjeéi.

which they can further elaborate their applications and - this

is quite important to emphasize - are paid a certain amount of
money for that work (which is the usual practice, for example,
in architectural field). So these adapted applications make the
basis for our final decision. In the next step, authors and groups
have meetings with our production and PR teams, as well as
with us, the artistic directors, in order to outline the conceptual
framework and to discuss the formats. And from that moment
on, usually in early April, we work together, meet, discuss, share
work etc. So, the production process is one of the main issues
for the Wienwoche. Our role as organizers is not reduced to a
mere financing and presenting finalized projects; we constantly
cooperate with the initiatives in development of their projects.
It is not just about seeing a result of the production process in
one certain moment, a pure representation, like many festivals
do, but also about learning from each other and discovering
new ways of cultural and political communication. --------- Itis
important to underline one further thing: before we started
working with projects, with initiatives, we gave a lot of thought
on the working conditions in the cultural field. For instance,

we have developed a certain framework on how the authors
are paid. We try to follow collective contracts, so that you get
certain amount granted for certain work. Constructing and

sk Festival Wienwoche okuplja i suraduje s inicijativama koje

auoy, Wienwoche pokrenut je kao inicijativa Zelene stranke.
Rijec€ je o stranci koja je na vlast doSla na lokalnim izborima
2010. godine i vodi grad u koaliciji sa Socijaldemokratskom
strankom. U Becu se, uz Wienwoche, odrzavaju jo$ dva
festivala: Donauinselfest, Ciji je ogranizator Socijaldemokratska
stranka i Stadtfest, koji organizira konzervativna stranka. Oba
festivala financiraju se iz gradskog prorac¢una za kulturu. Po
dolasku na vlast, Zelena stranka nije zeljela da se spomenuti

planning a realistic and fair budget with us and our co-workers
who are responsible for administration is part of the whole
process.

slok S0, you don’t have a union, but you follow these practices,

oy Exactly. There are no collective contracts for the cultural

work, but there are recommendations from different cultural
initiatives, in regard to how much a certain job should be paid,
that we try to follow. This is quite important when talking about
working for and within the Wienwoche, all the more because in
the cultural field a lot of people work for nothing and still do the
maximum that a certain festival or an institution demands, which
is something that we try to avoid.

siok You collaborate with and bring together the initiatives that
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festivali nastave financirati iz gradskog prora¢una, s obzirom na
to da u odredenoj mjeri sluze politi¢koj promociji — $to zapravo

i nije to¢no, barem ne sto se ti¢e festivala Donauinselfest.

No, buduc¢i da je rije¢ o afirmiranim festivalima, vladajuc¢a
koalicija nije se uspjela usuglasiti u odluci o prestanku njihovog
financiranja. Stoga su Socijaldemokrati predlozili da se
polovica sredstava predvidenih za financiranje Stadtfestivala
prenamjeni za organizaciju novog, treéeg festivala. Zelena
stranka odbila je organizirati ,,svoj vlastiti“ festival i umjesto
toga predlozila platformu za festival najboljih praksi, po pitanju
transparentnosti, pravednog pla¢anja rada, ukljucivanja svih
stanovnika grada i slicno. Nakon toga osnovano je spomenuto
Udruzenje i otvoren je natjeCaj za ravnatelje festivala. Radostina
Patulova, Petja Dimitrova i ja smo se javili na natjec¢aj i dobili
posao.------- No, zasto je to istovremeno i otezavaju¢a okolnost?
Tijekom prve dvije godine, mediji i ostale politicke stranke
poistovjeéivali su festival sa Zelenom strankom — zbog nacina
na koji je festival osnovan i Sporazuma o transparentnosti

koji su Zelena stranka i Udruzenje bili potpisali. No, u odboru
Udruzenja, kao ni u festivalskom timu, nema nijednog ¢lana
Zelene stranke. Zelena stranka ni na koji nacin nije organizacijski
povezana ni s Udruzenjem niti s festivalom Wienwoche. Kao i
svi ostali festivali i institucije u gradu, apliciramo za financijska
sredstva gradskom uredu za kulturu: dobivena sredstva ulozimo

soey The Wienwoche started as an initiative of the Green

Party, as they came in the government on the local level in
2010 - so we have a coalition between the Social Democrats
and the Greens on the level of the city government. The city of
Vienna has two more festivals, Donauinselfest and Stadtfest,
which are organized by the Social Democratic Party and by

the conservative party, and both of them are financed from

the cultural budget. When the Green Party came to power,

they did not want these two festivals to be any longer financed
from the municipal cultural budget, as they are in some extent
promotional of political agendas, which is actually not exactly
true, at least concerning Donauinselfest. What they wanted was
clear, nevertheless they had to discuss it within the coalition
and they could not reach an agreement on this point since
these were both established festivals. So the Social Democrats

u projekt i zatim dostavimo izvje$ée o utroSenom novcu. Osim
toga nismo ni na koji nacin povezani s gradskim uredom za
kulturu. Otezavajuéu je okolnost stvarala ¢injenica da su mediji

i pojedine politicke stranke (konzervativci i politicka desnica)
festival Wienwoche tijekom prve dvije godine odrzavanja ¢esto
nazivali Zelenim festivalom. To je bilo vrlo uznemiravajuce za
nas, kao i za incijative koje su sudjelovale u festivalu, jer nisu
zeljele da ih se ni na koji nacin povezuje sa Zelenom strankom.
Nismo Zeljeli promovirati Zelenu stranku. -------- Medutim,
prednost je to $to je festival od samog pocetka ,nedodirljiv“.
Ocjenjivacki sud, iako okuplja pojedince koji su blisko povezani
sa zajednicama, koje djeluju u kulturnom polju i u lokalnim
institucijama, i mi kao festivalski tim, od po¢etka smo bili
potpuno neovisni od ikakve vanjske kontrole. Imali smo slobodu
raditi $to smo htjeli, kao i grupe s kojima smo suradivali. |z istog
smo razloga izazvali dosta skandala u ove &etiri godine: tro§imo
novac iz gradskog prora¢una za kulturu za otvoreno politicke
projekte, projekte koji pomi¢u zakonske granice. Pretpostavljam
da nikada vise nec¢u raditi u takvoj institucionalnoj infrastrukturi,
s jednakim budzetom i bez ikakve kontrole.

sk Blize se lokalni izbori u Austriji. Hoée li to utjecati na

proposed to take half of the budget of the Stadtfestival (which
is organized by the conservative party) and to organize a new
festival. The Green Party refused to organize its “own festival”
and proposed instead to create a platform for a best practice
festival in regard to transparency, fair payment, inclusion of all
the people living in the city etc. At that point the Association
was founded and they made an open call for the directors.
Radostina Patulova, Petja Dimitrova and | applied together and
we got this job. -+ So, why is this a disadvantage? In the
first two years the media and other parties created a strong
connection to the Green Party, although there is no real one,
due to the process of foundation and because of a transparency
contract (Transparenzvereinbarung) signed between the Green
Party and the Association (which defines and includes all the
points | have mentioned before and it is also available on our
website). However, there are no members of the Green Party

in the Association board, nor in the team. So, the Green Party
has no organizational connection to the Association nor to the
Wienwoche. As every other festival or institution in the city, we
apply for the money at the city’s cultural department: we get

it, spend it and make reports on the money spent. But besides
that, there is no connection to the department for culture. ---------
The disadvantage was that the Wienwoche in the first two years
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aeo Smatram da se festival u protekle &etiri godine izgradio

i afirmirao. ViSe ga se ne povezuje sa Zelenom strankom -
ove godine nije bilo nijednog takvog ¢lanka u novinama. |

kao dodatak na prethodno pitanje: svjesni smo potencijalne
instrumentalizacije Festivala. Naravno da Zelena stranka,

s obzirom da je na vlasti, promovira svoje projekte, i
Wienwoche je jedan od tih projekata. Medutim, smatram da
je velik dio naseg rada na festivalu previSe eksperimentalan i
prekontroverzan za stranku koja se obraca Siroj publici. Stoga
je takav festival nemoguce instrumentalizirati. Dapace, Zelena
stranka nikada ne promovira Wienwoche, dok ga stranke
politicke desnice vrlo glasno kritiziraju: primjerice 2014. su
godine organizirali konferenciju za tisak na kojoj su napali na$
festival.

auoy,_Tako bi bilo kada bi se oni zaista drzali toga to govore.

Zelena stranka u velikoj se mjeri nastoji obracati Siroj publici,

a takvo Sto ne provodi se konfliktima. Obraca joj se putem
yveselih” plakata i pozitivnih poruka, a €injenica da je konflikt
tema ovogodiSnjeg izdanja festivala zasigurno im ne ide na

of its existing was frequently addressed by certain media, and
also by certain political parties (the conservatives and the right-
wing) as the Green Festival. This was unnerving for us, as well
as for the initiatives which participated with their projects, who
did not want to be connected to the Green Party in any way.
We did not want to do the promotion for the Green Party. --------
However, the advantage is that the project is untouchable from
the beginning, the Board (although it gathers people who are
very much connected to the communities, in the cultural work
and in the local institutions) and we, as a team, were completely
independent of any control from the outside. So we had the
freedom to do what we wanted to do, and the projects and the
groups were free to do what they wanted to do. This is also

the reason why we produced quite a lot of scandals in these
four years: we spend the money from the municipal cultural
department for quite obvious political projects, which move the
line of the law. | guess | will never work in the same institutional
infrastructure, with the same budget, without any control, like
this, again.

siok As we talk, the local elections are just around the corner.

ruku. Zelena stranka konflikte oko naseg festivala i antagonizme
koje nasa praksa proizvodi ne smatra produktivnim izvorom
svoje politike — vrlo je velika razlika izmedu naseg nacina

rada na festivalu Wienwoche i nacina na koji ga Zelena

stranka koristi kao svoju politicku poruku. Stoga Zelena

stranka tesko moze Wienwoche okarakterizirati kao dio svoje
politike, i zapravo tako nesto nikada nisu ni izjavili. Takoder,
organizacije civilnog drustva nisu potpuno bespomocéne i

znaju kako izraziti i postaviti svoje zahtjeve. Svjesni su kako
funkcioniraju mehanizimi predstavni¢cke demokracije i znaju
kako izbje¢i instrumentalizaciju. -------- Nadalje, uvijek smo
izbjegavali ,brendirati“ festival. Wienwoche se uvelike fokusira
na pojedinaéne projekte i svojim formatom festivala okuplja

sve projekte koji su medusobno vrlo raznoliki. Za razliku od
drugih festivala, mi nemamo sredi$nju bazu, poput sredisnjeg
informativnog centra. Sve je vrlo decentralizirano i obra¢amo se
razli¢itim publikama. To takoder znaci da nas festival nije lako
promatrati kao jednu cjelinu i pretvoriti ga u igracku stranacke
politike.

siox Nase sljedece pitanje tiCe se razli¢itih inicijativa s kojima

suradujete. Zanima nas na koji nacin povezujete umjetnike

suoy,_My opinion is that the Wienwoche has quite established
itself in the last four years and this connection to the Green
Party is not a topic any longer — there was not a single article
this year that even mentioned this issue. And to answer about
the other aspect, namely the instrumentalization of the Festival. |
think that we are quite aware of that. The Green Party of course
promotes its projects, as they are in the government, and the
Wienwoche is one of these projects. However, | think that a lot
of the things that we do are too edgy and too controversial for
the party that wants to have a broad voice in the public sphere.
So, these cannot be instrumentalized then, actually quite the
opposite. The Green Party has never promoted the Wienwoche,
the right-wing, on the other hand, criticizes it massively: last
year, for example, they made an extra press-conference to
attack the festival.

sok But it works for them. When the right-wing is doing

auoy,_Well, it would be if they would stand behind it. The Green
Party is very much trying to address broader audiences, and
that does not happen through conflicts. They address them
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stoga Sto je povijest civilnog drustva u Hrvatskoj vrlo specifi¢na,

Gufé'd_._Naravno, »Civilno drustvo® vrlo je Sirok pojam. Mi ga
definiramo kao svako djelovanje koje se odvija izvan drzavnih
okvira. Donekle sam upoznat s povijeSéu civilnog drustva

na Balkanu nakon 1990. godine, koji su uglavnom formirale
nevladine organizacije i smatram da se ono razlikuje od civilnog
drustva u Austriji. Format ,nevladine organizacije” je samo oblik
organizacije koji vam pruza odredene prednosti. Kao primjer
navest ¢u grupu Rosa Lila Villa s kojom smo suradivali nekoliko
puta dosad. Rijec¢ je o LGBTIQ drustvenom centru sa Sirokim

through happy posters and nice messages, and the conflict

is the topic of this years’ festival. They do not see it as a
productive source of politics — there is a very thick line between
how we do the work within the Wienwoche and how the Green
Party makes its political statement. Therefore it is hard for
them to say that it is part of their politics, and they actually
never said so. Besides, all these civil society organizations

are not completely out of power, they know how to state their
own demands. They are aware of how the mechanisms in
representational democracy function and they know how to
avoid being instrumentalized. -------- Furthermore, we have
always avoided putting the Wienwoche on top of everything. The
Wienwoche is very concentrated on single projects; it is a sum
of all, completely different projects. We do not have a central
location like other festivals do, such as central info center

for example. Everything is very decentralized and addresses
different audiences. This also means that it is not very easy to
take it as a whole and transform it into some kind of a toy for
party politics.

siok Our next question is focused on these different initiatives

spektrom aktivnosti: sudjeluju u podizanju svijesti o LGBTIQ
problematici, bave se organizacijskim aktivnostima i savjetuju
pojedince po pitanju javnog izjasnjavanja njihove seksualne
orijentacije i/ili rodnog identiteta. Dijelom ih financira i drzava.
Povremeno suraduju s gradskom administracijom ili drzavnim
organizacijama, no inae sami kreiraju svoju vlastitu politiku
djelovanja. -------- Nadalje, kao §to ste spomenuli u vaSem
pitanju, ne fokusiramo se na umjetni¢ke, nego na kulturne
prakse, $to nije isto. Umjetnicke prakse ¢ine samo jedan dio
produkcije Wienwoche festivala, najceSc¢e u fazi osmisljavanja
konagnog formata. Cilj je uociti Sto pojedine grupe Zzele, i

ovdje nije rije¢ samo o vecim organizacijama poput nevladinih
organizacija ili pak vecih institucija poput Rosa Lila Villa,

nego i o malim incijativama. Mnogi se projekti unutar festivala
Wienwoche medusobno povezuju, nastoje suradivati i povezivati
svoje teme, strategije i datume... Smatram da razilaZzenje izmedu
nevladinih organizacija i underground organizacija nije toliko
relevantno u kontekstu beckog civilnog drustva. Neke su od tih
organizacija etablirane i dugogodis$nje, neke su tek osnovane -
no to ne znaci da su se one niotkuda u jednom trenutku pojavile
samo zato $to se odjednom otvorila moguénost za njihovo
financiranje.

oy The term “civil society” is, of course, a very broad notion.

We define it as every practice that takes place outside of state-
organized frameworks. As | am to a certain extent familiar with
the history of the civil society in the Balkans after 1990, mainly
organized by NGO'’s, and | think it is not the same. An NGO is

a just an organisation form that gives you certain advantages.
We can take the example of Rosa Lila Villa, a group that we have
worked with on several occasions. It is an LGBTIQ community
house not far from here, doing different things, from raising
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sox_Takve organizacije sluZe i kao ideoloski aparati. | kad se
nacelno zalazu za drugacije ciljeve, jo$ uvijek mogu biti u sluzbi
odredene politike, i to se ne ti¢e samo nastojanja da se izbore za
financijska sredstva, nego i reproduciranja ideja o tome kako bi
drustvo trebalo izgledati. To mozda funkcionira u manjem okviru,
medutim ne vide Siru sliku o na€inu na koji drustvo funkcionira
kao jedna cjelina...

Gufé'd_._Naravno, svaki euro iz financijskih fondova ima svoje
pozadinsko znacenje, ta su sredstva dio odredenog programa i
s odredenom svrhom. S obzirom da imamo slobodu odlugivati
o nasim aktivnostima, nastojimo dobiti sredstva iz gradskog
proracuna za kulturu i usmijeriti ih u politicko djelovanje. |

to zapravo radimo. To se, dakako, dogada u odredenom
okviru, dakle u okviru festivala, i upravo u takvom okviru
moramo udovoljiti odredenim zahtjevima, Sto zaista moze

biti problemati¢no. S druge se strane time otvara moguénost
za medusobno povezivanje ljudi, pruza im se moguénost
produkcije i ostvarivanja kontakata s ljudima koji ih podrzavaju.
Takav je pristup znatno drugaciji od dobivanja financijskih

MI SE NA MIGRACIJE NE FOKUSIRAMO KAO NA
»OSJETLJIVU | POTREBITU“ TEMU, MIGRACIJE SU
ZA NAS NORMALNA POJAVA U DRUSTVU.

THE POINT IS THAT WE DO NOT FOCUS ON THE
MIGRATION AS A TOPIC “WITH SPECIAL NEEDS,”
BUT AS A NORMALITY OF OUR SOCIETY.

awareness on LGBTIQ issues, organizing, to advising people
about “coming out.” It is also partly funded by the state.

From time to time they work with the city administration or
state organizations, but they create their own politics. --------
Furthermore, we are not, as you mentioned in your question,
concentrated on artistic practices, but on cultural practices,
which is not the same. Artistic practices are just one part of
the production of the Wienwoche, mostly in regard to finding
the format at the end. But the point is to detect what are the
demands of different groups, which are of course not only
organized in NGOs or bigger institutions like Rosa Lila Villa,
some of them are “pop-up” initiatives. There are many projects
within the Wienwoche that connect to each other, trying to
cooperate, connect topics, strategies, dates... | think this
diversion between NGOs or more underground organizations
is not quite relevant for the Viennese context, as it could be the
case in the Balkans. Some of these organizations have been
active for a quite long time, otherse maybe for two weeks, but
they did not just pop out at a certain moment because the
possibility to get to the resources suddenly opened.

sredstava sudjelovanjem u nekom ve¢em projektu poput
programa Europske unije. Iza naSeg pristupa ne stoji nikakav
program, promisljamo $to u danom trenutku i politi€¢kom
kontekstu ima najviSe smisla.

sk Prije po€etka intervjua imali smo malu raspravu; komentirali

cuoy,_Vada je pretpostavka pogresna zbog izraza ,fokusiran

na migrante“. Migracija je bila srediSnja tema pros$logodisnjeg
izdanja festivala, i jedna je od tema koje se uvijek javljaju u
projektu Wienwoche. No mi se na migracije ne fokusiramo kao
na ,osjetljivu i potrebitu” temu, migracije su za nas normalna
pojava u druStvu. Gotovo svaki drugi stanovnik Be¢a ima
migrantsko zalede. Migracije su samo jedan od aspekata kojim
se bavimo; naime, svjesni smo toga da bi u velikim institucijama,
kada bi se one time bavile, bila rije¢ o migracijama. Od
pocetka smo bili svjesni da na$ rad nije usmjeren na migracije
ili migrante, nego da su upravo migranti i ljudi s migrantskim

............................................................................................................. 119--

siok They are also ideological apparatuses. They can think

Gufé'd_._Sure, any euro of a fund has a subtext. It is within a certain
program and has a certain purpose. What we try, since we can
freely decide about our action, is to take the money from the
cultural department and redistribute it for political issues. That
is actually what we do. Of course, it has a certain framework,
which is the Festival, and we have to meet certain demands
within this framework and maybe that is problematic in a way.
On the other hand, it is also a way of connecting people to each
other and giving them the possibility to produce and to get in
touch with people who support them. It is rather different from
getting funds by taking part in a bigger project, such as an EU
program. There is no program behind it, the program is to think
what makes most sense politically at the moment.

siox We had a little disagreement prior to our interview: you said
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zaledem dio produkcijskog tima festivala Wienwoche. To je
vidljivo u naSem kustoskom timu (sva tri ¢lana tima su migranti),
kao i u naSem organizacijskom i produkcijskom timu. Tu nema
ni¢ega posebnog. To je stvarnost grada i drustva u kojima
zivimo. Ukoliko velike institucije to ne odrazavaju u svome
djelovanju, to ne znaci da je to nesto posebno, razlog tome je
¢injenica da njihov rad ne uvazava kontekst u kojem zivimo.
--------- Da odgovorim na vase pitanje o tome kako povezujemo
migrante iz razli¢itih sredina. To je takoder dio naSeg vlastitog
zaleda. Dolazimo iz antirasistickog pokreta, rada u zajednici

i konteksta koji uklju€uju kulturni rad s razli¢itim skupinama u
gradu, no pritom ne postavljamo identitetska ograni€enja. Uvijek
smo se fokusirali na teme. Ako primjerice festival Wienwoche
istrazuje temu demokracije i njezino danasnje stanje, osmislit
¢emo projekt poput Wahlwexel koji propituje ,tko moze glasati
i tko je dio danasnje demokracije” jer mnogo ljudi u Be€¢u nema
biracko pravo. Takav projekt nije projekt o migrantima, nego

o samom sistemu; tako, naime, pristupamo temi migracija. Ne
govorimo samo o migrantima, nego o problemu strukturnog
rasizma koji isklju€uje. Zanima nas problem isklju€ivanja,
procesi participacije i organizacije — kako se organizirati i
povezati s drugima, kako promijeniti drustvene odnose. To je
politicki aspekt Wienwochea. On nije participativni projekt.

- 20 ............................................................................................................

is utterly wrong. Still, it would be very interesting for us to hear

Gufé'd_._The term “focused on migrants” is what is wrong in your
presumption. Migration was last year the main topic and is one
of the topics that always come out through the Wienwoche. But
the point is that we do not focus on the migration as a topic
“with special needs,” but as a normality of our society. Almost
every second person in Vienna has a migrant background.
Migration is one of the aspects that we engage in because we
know that if the big institutions would deal with it, it would be
about migration. From the beginning it was clear for us that we
are not focused on migration nor on migrants, but that migrants,
or people with a migrant background, are producers at the
Wienwoche. That is visible both in the curatorial team (3 out of
3 are migrants) and in the organizational and production teams.
The point is that it is nothing special. This is the reality of the
city that we live in and the society that we are a part of. If the big
institutions do not reflect this, it does not mean that it is special.
They are the ones that are not up to date. -------- As to how we

Participativan je ukoliko se pod time podrazumijeva borba

za sve, za drustvo u cjelini, jer mi se zalazemo za strukturne
promjene. Participativan projekt koji se odnosi na odredenu
skupinu ljudi i na odredeno vrijeme ne moze donijeti strukturne
promjene.

auoy,_Nasa poveznica s umjetnickim svijetom i njegovim
institucijama (dakle, muzejima, galerijama i kazalistima) slijedi
decentralizirani koncept. Stvaramo male projekte u razli¢itim
prostorima: ponekad samo koristimo prostor neke institucije,
a ponekad i suradujemo s njima. KoriStenjem prostora nekog
kazalista koje ima specifi¢an politi¢ki profil ili koje je prema
nasem shvacéanju visoko reprezentativno, te suradnjom s

JEDNA JE MOGUCNOST DJELOVATI SAMO U
ONIM PROSTORIMA U KOJIMA SE OSJECATE
SIGURNIMA. DRUGA JE POKUSATI DOCI DO
DRUGACIJE PUBLIKE | TO JE SRZ KONCEPTA
WIENWOCHE FESTIVALA.

ONE OPTION IS TO GO ONLY IN THOSE SPACES
IN WHICH YOU FEEL SECURE. BUT THE OTHER
IS TO TRY TO REACH THE OTHER, DIFFERENT
AUDIENCE AND THAT IS THE VERY CONCEPT OF
THE WIENWOCHE FESTIVAL

connect migrants of different backgrounds... again, it is part

of our backgrounds. We come from the anti-racist movement,
community work and contexts which include cultural work with
different groups in the city, but without the identity border,

to say like “you are a migrant, come and do something.” Our
point was always about topics. If the topic of the WienWoche is
democracy and the state of it today, we will produce a project
such as Wahlwexel, which asks “who can vote, who is a part of
this democracy,” because a lot of people cannot vote in Vienna.
Such a project is not about migrants. It is about the system
itself, and that is how we approach the topic of migration. We
are not talking about migrants, we are talking about racism,
structural racism that excludes people. We are talking about
exclusion, processes of participation and organizing — how

to organize and connect with others, to change relations in

the society, that is the political aspect of the Wienwoche. It is
not a participatory project. Or, if participatory project means
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takvom institucijom otvaramo potpuno drugaciji nacin rada

u odnosu na ono $to je uvrijezeno za tu instituciju, zapravo
¢inimo intervenciju u njihovu praksu i prostor. Jednu smo takvu
interevenciju nedavno izveli u be¢kom Etnoloskom muzeju

— pripremili smo dvije izlozbe ¢&ija su tema bili stereotipi koje
takve institucije oblikuju. U ovom specificnom sluc¢aju fokusirali
smo se na stereotipe vezane za zidovsku bastinu i kolonijalne
prakse koje ta institucija i dalje proizvodi, primjerice u dijelu
muzeja posvec¢enom Latinskoj Americi. Organizirali smo izlozbu
pod nazivom Iskopavanje kolonijalnih rana (Una excavacion

de la Heridas Coloniales). Kustosica izlozbe Verena Melgarejo
Weinandt odli¢no je prikazala kako je kolonijalizam pomogao
Europi u stjecanju ekonomske, politi¢ke i vojne nadmoéi.
Eurocentri¢ko znanje bilo je nuzno za legitimaciju kolonijalne
dominacije. Sukladno tome, osnivanje etnografskih muzeja

i zbirki bilo je vazan dio duge povijesti kolonijalnog nasilja i
izrabljivanja. Takav pristup i takvu izlozbu becki Etnografski
muzej dosad nije imao.

siox Sve institucije imaju svoju publiku, takoreéi pretplatnike.

everything for everyone, then yes, but it is a structural change
we go for. But if it means something for some people for a
certain period, then it is not structural, but representational.

siok You mentioned that artistic works are not the main part of

cuoy,_The connection to that world, to the institutions of the

art world, by which | mean the museums, galleries, theatres,

is following the decentralized concept. We are producing
small-scale projects in different spaces: sometimes we

use the space of an institution or we collaborate with such
institutions. If we have a theatre piece in the theatre space that
works in very special way politically, or in our understanding
highly representationally, if we do something with them that is
completely different from what they would do, this is intervention
in their practice or in their space. For example, we recently made
an intervention in The Museum of Ethnology in Vienna, where
we held two exhibitions focusing on stereotypes that such
institutions produce. In this case, we focused on the stereotypes
regarding Jewish heritage and the colonial practices that this

suoy,_Jedna je moguénost djelovati samo u onim prostorima

u kojima se osjecate sigurnima. Druga je pokuSati doc¢i do
drugacije publike i to je srz koncepta Wienwoche festivala.

U rujnu 2015. godine predstavili smo dva projekta u jednom
otmjenom beckom kazaliStu. Jedan je multimedijalni
performans, djelo austrijskog pionira elektronske glazbe,

koji je u suradniji sa skupinom mladih ljudi adaptirao tekst
spisateljice Elfriede Jelinek. Drugi je projekt dokumentarni

film Auf nach Europa (Put prema Europi) u kojem njegov autor,
nekadas$nji izbjeglica Mohamed Mouaz, opisuje svoje putovanje
od Istanbula do Be¢a. Ta smo dva rada povezali. Glazbeno
kazaliSte ima svoju tradicionalnu publiku, ljude koji se dotjeruju
za izlazak u kazaliste: gradanski srednji sloj. Radi se o bijeloj,
tradicionalno kulturnjackoj publici, zato smo i odabrali otmjeno
kazalisSte, a ne aktivisticki prostor, dakle prostor u kojem

se srednja klasa osje¢a ugodno. Time smo toj publici, koja
vjerojatno nije odviSe upoznata s temom borbe protiv rasizma,
pruzili mogucnost vidjeti dokumentarni film i razgovarati

s aktivistima i autorom filma. Takva strategija, strategija
povezivanja razli¢itih publika srz je koncepta Wienwoche
festivala. Nedavno smo imali The Black Her* Stories Project,
kao prvi queer, feministi¢ki festival crnackog filma u Becu.

institution still produces, for example in the part of the Museum
dedicated to Latin America. Actually we have organized a
pretty classical exhibition called Una excavacion de las Heridas
Coloniales (An excavation of the colonial wounds) curated by
Verena Melgarejo Weinandt, who made it visible how colonialism
has helped Europe to reach its economic, political and military
supremacy. The generation of Eurocentric knowledge was
necessary to legitimize colonial dominance. Accordingly, the
process of establishing ethnographic museums and collections
has been an important part of the long history of colonial
violence and exploitation. They did not have an approach such
as this in their own institution before.

stk The institutions have their audiences (subscribers so to

suoy,_One option is to go only in those spaces in which you

feel secure. But the other is to try to reach the other, different
audience and that is the very concept of the Wienwoche festival.
In September 2015 we held an event presenting two projects

in a very posh Viennese theater in the second district. One of

MAGAZINE FOR CONTEMPORARY VISUAL ARTS



P\l

Naravno, povremeno neki veliki filmski festival ukljuci i takav
Zanr u svoj program, no mi smo htjeli kolektivu Black Women*
Space osigurati prostor i sredstva kako bi cijeli program mogle
same provesti. To je cilj Wienwochea, stvoriti zajednic¢ki prostor,
povezivati ljude koji ina¢e ne bi mogli lako doéi u kontakt jedni s
drugima, pa ni u potencijalan izravni konflikt.

siox Novi drustveni pokreti koje povezujete u festivalom

GUEé'd_._,,FundamenataIni klasni odnos“ mnogo je sloZeniji pojam
od dualnosti kapitalist-radnik. Uz to, ekonomija se uvelike
promijenila u posljednjih nekoliko desetljeéa. Identitetska
politika nije postala vaznija zato $to ljude vise ne zanimaju
klasni odnosi, nego zato §to je upravo idenitet glavni aspekt
oblikovanja tih odnosa. Navest ¢u vrlo jednostavan primjer:
stanovnici Austrije koji nemaju austrijsko drzavljanstvo nemaju
jednaka prava kao Austrijanci. Nemaju jednaka prava po pitanju

the projects was a music theater piece, of an Austrian pioneer
of electronic music who adopted a text by Elfriede Jelinek and
worked on it with a group of young people. The second one was
a documentary film Auf nach Europa (Off to Europe) made by
Mohamed Mouaz, a former refugee, who made a road movie
about his journey from Istanbul to Vienna. We have brought

this two works together in program. The musical theatre has its
own audience: people who dress up when going to the theatre,
a somewhat bourgeois middle class. So, we had a white,
traditional cultural audience and for that reason we have chosen
a space that is accessible for them; we did not go to the usual
activist places, we chose a high-class space that is comfortable
for the bourgeoisie. Such a strategy opened up the possibility
for these people, who are probably not much connected to

the issue of political anti-racism, to see the film and to talk

with the activists and the filmmaker after the screening. This
strategy of connecting different audiences is the core concept
of the Wienwoche festival. Recently we also had The Black Her*
Stories project which was the first queer, feminist, black film
festival in Vienna. Of course, it happens from time to time that
one of the big film festivals covers such genres, but our point
was to give space and resources to The Black Women* Space

obrazovanja, politi¢ke participacije, zdravstvene skrbi,
zaposlenja ili stanovanja — ¢ak i ako pripadaju istoj klasi.
Kako postaviti pitanje drustvene nejednakosti, a da se
pritom takoder ne osvrnemo na problem rasizma ili rodne
neravnopravnosti u drustvu? Znadi li to da s feminizmom
i rodnom ravnopravnoscéu trebamo pri¢ekati, nakon
revolucije? Novi se drustveni pokreti ne zasnivaju na
identitetskoj politici, nego su svjesni da su klasni odnosi
puno slozeniji od jednostavnih podjela na uobic¢ajene
klasne kategorije.

S engleskog na hrvatski prevela: Ivana Berti¢

organization to do this all by themselves. And this is all the
Wienwoche is about, to create shared spaces and to connect
people who usually would not come together and also would not
come in potential direct conflict.

slok These new social movements, which you bring together

as important, “changing relations in the society,” “structural

Gufé'd_._WeII, the point is that the “fundamental class relation” is
much more complex than the duality of capitalist and worker as
the organization of the society, and beyond that the economy
has changed massively in the recent decades. Identity politics
has not become more important because people are not
interested in class relations and struggle anymore, but because
the identity is the main aspect in forming class relations. For

“TUMJETNOSTI
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instance, Austrians and Non-Austrians do not have the
same legal rights; they do not have the same access to
education, political participation, health-care, jobs or
accommodation — even if they are of the very same class
background. So, how can we raise the issue of class without
raising the issue of racism or of gender inequality? Does
that means that we hold with feminism and gender equality
after the revolution? The new social movements are not
based on identity politics, but they are aware of the fact
that class relations are interconnected with much more than
simple divisions in classical class categories.

MAGAZINE FOR CONTEMPORARY VISUAL ARTS
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KUSTOSKI KOLEKTIV IZ ZAGREBA,
OSNOVAN KAO NEPROFITNA
ORGANIZACIJA 2001., A DJELUJE

U MEBUPROSTORU UMJETNOSTI,
RADA U KULTURI, URBANIZMA |
POLITICKOG AKTIVIZMA. NASI SU
PROJEKTI ZAMISLJENI | REALIZIRANI
KAO PLATFORME ZA UDRUZENI

RAD UMJETNIKA, KUSTOSA,
ISTRAZIVACA, POLITICKIH AKTIVISTA

I SVIH ZAINTERESIRANIH ZA
PROSTORNE POLITIKE, PROIZVODNJU
ZAJEDNICKOG, INTERVENCIJU U
ELITIZAM VISOKE KULTURE, KRITIKU
KREATIVNIH INDUSTRIJA TE KAO
PROSTOR ZA RECEPCIJU | REFLEKSIJU
UMJETNICKIH PRAKSI OSJETLJIVIH

NA DRUSTVENE OKOLNOSTI | UVJETE
PROIZVODNJE U KOJIMA NASTAJU.

IS A CURATORIAL COLLECTIVE BASED
IN ZAGREB, ESTABLISHED AS A NON-
PROFIT ORGANIZATION IN 2001, WHICH
ACTS AT THE INTERSECTION BETWEEN
ART, CULTURAL WORK, URBANISM AND
POLITICAL ACTIVISM. OUR PROJECTS
ARE CONCEPTUALIZED AND REALIZED
AS PLATFORMS FOR THE COLLECTIVE
EFFORTS OF ARTISTS, CURATORS,
RESEARCHERS, POLITICAL ACTIVISTS
AND ANYONE WITH AN INTEREST

IN THE POLITICS OF PUBLIC SPACE,
PRODUCTION OF URBAN COMMONS,
INTERVENTION INTO ELITE MACHINERY
OF HIGH CULTURE, CRITIC OF CREATIVE
INDUSTRIES, AS WELL AS A SPACE TO
REFLECT ON THE ARTISTIC PRACTICES
RESPONSIVE TO POLITICAL CONTEXT
AND PRODUCTION CONDITIONS IN
WHICH THEY ORIGINATE.

UMJETNICA, RODENA JE U SOFIJI
(BUGARSKA), A OD 1993. ZIVI U
BECU. NJEZINA SE UMJETNICKA
PRAKSA SMUESTA U MEDUPROSTORU
UMJETNOSTI TE POLITICKOG |
PARTICIPATIVNOG RADA U KULTURI.
PREDAJE NA AKADEMIJI LIKOVNIH
UMJETNOSTI U BECU, CLANICA JE
MREZE NETWORK FOR CRITICAL
BORDER AND MIGRATION REGIME
RESEARCH | INICIJATIVE 1. MART —
MEDUNARODNI DAN MIGRANTSKOG
STRAJKA. SUUREDNICA JE ZBORNIKA
SKETCHES OF MIGRATION:
POSTCOLONIAL ENMESHMENTS,
ANTIRACIST CONSTRUCTION WORK
(SUUREDNICI: BOBADILLA, GURES,
ACHOLA | DEL SORDO) | REGIME.
HOW DOMINANCE IS ORGANISED
AND EXPRESSION FORMALISED
(SUUREDNICI: EGERMANN, HOLERT,
KASTNER | SCHAFFER). NJEZIN RAD
PREDSTAVLJEN JE NA BROJNIM
1ZLOZBAMA | U CASOPISIMA ZA
SUVREMENU UMJETNOST.

DIMITROVA

IS AN ARTIST LIVING IN VIENNA, HER
ARTISTIC PRACTICE BEING SITUATED
BETWEEN FINE ARTS AND POLITICAL
AND PARTICIPATORY CULTURAL
WORK. TEACHES AT THE ACADEMY OF
FINE ARTS IN VIENNA, IS A MEMBER
OF THE NETWORK FOR CRITICAL
BORDER AND MIGRATION REGIME
RESEARCH, AND OF THE INITIATIVE
1ST MARCH — TRANSNATIONAL
MIGRANT STRIKE. ASSOCIATE EDITOR
OF FOLLOWING PUBLICATIONS:
SKETCHES OF MIGRATION:
POSTCOLONIAL ENMESHMENTS,
ANTIRACIST CONSTRUCTION WORK
(WITH BOBADILLA/GURES/ACHOLA/
DEL SORDO) AND REGIME. HOW
DOMINANGE IS ORGANISED AND
EXPRESSION FORMALISED (WITH

EVA EGERMANN, TOM HOLERT, JENS
KASTNER, JOHANNA SCHAFFER). SHE
PARTICIPATED IN SEVERAL EXHIBITIONS
AND ART MAGAZINE PROJECTS.
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KUSTOS | PREDAVAC NA INSTITUTU
ZA PEDAGOSKI PROFESIONALIZAM
NA SVEUCILISTU KARL-FRANZES U
GRAZU. PREDAVAO JE NA AKADEMIJI
LIKOVNIH UMJETNOSTI U BECU,

BIO CLAN KUSTOSKOG TIMA
INSTITUCIJE SHEDHALLE U ZURICHU
TE VODITELJ | UMJETNICKI DIREKTOR
BECKOG FESTIVALA WIENWOCHE

DO 2015. GODINE. NJEGOV RAD
USREDOTOCGEN JE NA PREISPITIVANJE
DRUSTVENIH | POLITICKIH ODNOSA

U KONSTRUIRANJU MOCI. CLAN

JE INICIJATIVE ZA GRADANSKA

PRAVA SOS MITMENSCH TE AUTOR
KNJIGE (ZAJEDNO S LORENZOM
AGGERMANNOM | EDURDOM
FREUDMANNOM) BEOGRAD GAZELA —
VODIE KROZ SIROTINJSKO NASELJE.
ZIVI 1 RADI U BECU.

IS CURRENTLY TEACHING AT THE
INSTITUTE FOR PROFESSIONALISM IN
EDUCATION AT THE KARL-FRANZENS
UNIVERSITY IN GRAZ. HE HAS TAUGHT
AT THE ACADEMY OF FINE ARTS

IN VIENNA AND WAS PART OF THE
CURATORIAL TEAM OF THE SHEDHALLE
IN ZURICH. GULCU IS UNTIL THE

END OF 2015 ARTISTIC DIRECTOR

AND MANAGER OF THE FESTIVAL
WIENWOCHE. HIS WORK FOCUSES

ON THE QUESTIONS RELATING TO
SOCIETAL, POLITICAL, AND SOCIAL
BALANCE OF POWER. BOARD MEMBER
OF THE CIVIL RIGHTS INITIATIVE SOS
MITMENSCH AND AUTHOR (TOGETHER
WITH LORENZ AGGERMANN AND
EDUARD FREUDMANN) OF BEOGRAD
GAZELA - REISEFUHRER IN EINE
ELENDSSIEDLUNG (BEOGRAD GAZELA
— TRAVEL GUIDE FOR A SLUM). LIVES
IN VIENNA.



AKTIVIST | KULTURNI RADNIK. CLAN
JE BAZE ZA RADNICKU INICIJATIVU

| DEMOKRATIZACIJU. GLAVNI JE
UREDNIK CASOPISA RAD. STALNI JE
SURADNIK PORTALA KULTURPUNKT

| DVOTJEDNIKA ZAREZ, GDJE
OBUJAVLJUJE KNJIZEVNE | KAZALISNE
KRITIKE TE KOMENTARE. AUTORSKE
TEKSTOVE OBJAVLJIVAO JE | U LE
MONDE DIPLOMATIQUEU TE NA
PORTALIMA BILTEN | VOX-FEMINAE
TE NA HR3. TIJEKOM 2014. 1 2015.
SUDJELOVAO JE KAO PREDAVAC U
OBRAZOVNOM PROGRAMU CENTRA
ZA ZENSKE STUDIJE TE SURABIVAO S
[BLOK]-OM NA NEKOLIKO PROJEKATA.
STRUCNE TEKSTOVE 1Z KULTURNE
POLITIKE OBJAVLJIVAO JE U
CASOPISIMA STUDIA ETHNOLOGICA
CROATICA, FRAKCIJA | TEORIJA KOJA
HODA. OD JESENI 2015. CLAN JE
PROGRAMSKOG TIMA U PRIPREMI
KANDIDATURE DUBROVNIKA ZA
EUROPSKU PRIJESTOLNICU KULTURE.

IS AN ACTIVIST AND CULTURAL
WORKER, A MEMBER OF THE
ORGANIZATION FOR WORKERS'
INITIATIVE AND DEMOCRATIZATION

AND THE EDITOR IN CHIEF FOR THE
MAGAZINE RAD. HE HAS BEEN A
REGULAR CONTRIBUTOR TO THE
WEBSITE KULTURPUNKT AND THE BI-
WEEKLY MAGAZINE ZAREZ. FOR THE
LATTER, KIKAS WRITES COMMENTARIES
AND LITTERARY AND THEATER
REVIEWS. HIS TEXTS HAVE ALSO BEEN
BROADCAST ON CROATIAN RADIO
THREE, AS WELL AS PUBLISHED IN LE
MONDE DIPLOMATIQUE AND ON THE
WEBSITES BILTEN AND VOX-FEMINAE.
IN THE YEAR 2014 AND 2015, KIKAS
TOOK THE ROLE OF A LECTURER IN
THE CENTRE FOR WOMEN'’S STUDIES’
EDUCATIONAL PROGRAMME AND
COLLABORATED WITH [BLOK] IN
SEVERAL PROJECTS. HIS SPECIALIZED
TEXTS ON THE SUBJECT OF CULTURAL
POLITICS HAVE BEEN PUBLISHED IN
THE MAGAZINES STUDIA ETHNOLOGICA
CROATICA, FRAKCIJA AND WALKING
THEORY. SINGE AUTUMN 2015, KIKAS IS
PARTICIPATING AS A MEMBER OF THE
PROGRAM TEAM IN THE PREPARATION
THE CITY OF DUBROVNIK'S CANDIDACY
FOR THE EUROPEAN CAPITAL OF
CULTURE.
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DOKTORANDICA NA SVEUCILISTU

ZA UMJETNOST | DIZAIN U LINZU.
NJEZINA DOKTORSKA DISERTACIJA
ISTRAZUJE PUTANJE | MODALITETE
TRANSFORMACIJE KULTURNE
PRODUKCIJE U POSTSOCIJALISTICKOJ
SLOVENIJI IZ HISTORIJSKO-
MATERIJALISTICKE PERSPEKTIVE.
NJEZIN SIRI ISTRAZIVACKI INTERES
OBUHVACA TEME POVEZANE S
DRUSTVENOM INTEGRACIJOM
KAPITALISTICKIH ODNOSA U
DRUSTVENI ZIVOT. KAO AKTIVNA
CLANICA SVEUCILISNOG KOLEKTIVA
DPU (DELAVSKO-PUNKERSKA
UNIVERZA) U PERIODU OD 2005. DO
2013, OSMISLILA JE | ORGANIZIRALA
NIZ RAZLICITIH OBRAZOVNIH
PROGRAMA U POLJU UMJETNOSTI

I KULTURNE TEORIJE. KAO CLANICA
ODBORA KULTURNO-POLITICKE
ORGANIZACIJE IG KULTUR STEIERMARK
ANGAZIRALA SE U PRONALAZENJU
NOVIH STRATEGIJA KOMUNIKACIJE
IZMEDU KULTURNE UPRAVE |
NEZAVISNIH KULTURNIH PROIZVOBACA.

LIDIJA
KRIENZER-RADOJEVIC

IS A PHD STUDENT AT THE
KUNSTUNIVERSITAT LINZ (THE
UNIVERSITY OF ART AND DESIGN

LINZ). IN HER PHD THESIS SHE DEALS
WITH THE PATHS AND MODALITIES OF
TRANSFORMATIONS OF CULTURAL
PRODUCTION IN POST-SOCIALIST
SLOVENIA FROM THE HISTORICAL
MATERIALIST PERSPECTIVE. HER
BROADER RESEARCH INTEREST
CONCERNS THE SOCIAL INTEGRATION
OF CAPITALIST RELATIONS INTO SOCIAL
LIFE. DURING HER PARTICIPATION AT
THE WORKERS PUNKS UNIVERSITY
COLLECTIVE (2005-2018) SHE
CONCEPTUALIZED AND ORGANISED
VARIOUS EDUCATIONAL PROGRAMS

IN THE FIELD OF ART AND CULTURAL
THEORY. AS A MEMBER OF |G KULTUR
STEIERMARK BOARD SHE IS ENGAGED
IN FINDING NEW STRATEGIES OF
COMMUNICATION BETWEEN CULTURAL
ADMINISTRATIONS AND INDEPENDENT
CULTURAL PRODUCERS.

FEMINISTICKA TEORETICARKA
ANGAZIRANIH PRAKSI | RADNICA

U UMJETNOSTI. (SU)AUTORICA JE
ISTRAZIVACKIH RADOVA, PUBLIKACIJA,
UMJETNICKO-TEORIJSKIH DOGADANJA,
1ZLOZBI | PROJEKATA KOJE SE BAVE
(POST)JUGOSLAVENSKIM PROSTOROM,
NJEGOVOM FEMINISTICKOM
POVIJESCU, POLITIKOM SJECANJA,
UMJETNICKIM | KUSTOSKIM PRAKSAMA
U PRAVCU NOVIH EPISTEMOLOSKIH
MODELA PRODUKCIJE | ANGAZIRANJA
ZNANJA. GODINE 2011. SA
SURADNICAMA OSNIVA FEMINISTICKU
KUSTOSKU GRUPU RED MIN(E)D, S
KOJOM ISTE GODINE ZAPOCINJE

RAD NA PROJEKTU O ODNOSU
SUVREMENE UMJETNOSTI | FEMINIZMA
U POSTJUGOSLAVENSKOM PROSTORU
BRING IN TAKE OUT - LIVING ARCHIVE.
GODINE 2014. BILA JE VANJSKA
SURADNICA | PREDAVACICA NA
AKADEMIJI LIKOVNIH UMJETNOSTI

I DIZAJNA U LJUBLJANI, A OD 2015.
ZAPOSLENA JE NA AKADEMIJI LIKOVNIH
UMJETNOSTI U BECU.

JELENA
PETROVIC

IS A FEMINIST THEORETICIAN OF
ENGAGED PRACTICES AND A WORKER
IN THE ART FIELD. SHE HAS (CO-)
AUTHORED SEVERAL RESEARCH
PAPERS, PUBLICATIONS, ARTISTIC AND
THEORETICAL EVENTS, EXHIBITIONS
AND PROJECTS THAT DEAL WITH THE
(POST-)YUGOSLAVIAN TERRITORY,

ITS FEMINIST HISTORY, THE POLITICS
OF MEMORY AS WELL AS WITH
CURATORIAL AND ART PRACTICES
THAT OPERATE TOWARDS NEW
EPISTEMOLOGICAL MODELS OF
PRODUCTION AND THE ENGAGEMENT
OF KNOWLEDGE. SINCE THE YEAR
2011, PETROVIC HAS BEEN A MEMBER
OF THE FEMINIST CURATORIAL
COLLECTIVE RED MIN(E)D WHICH

SHE HAS ALSO CO-FOUNDED. IN THE
SAME YEAR, TOGETHER WITH HER
RED MIN(E)D FELLOW MEMBERS, SHE
HAS INITIATED A PROJECT BRING

IN TAKE OUT - LIVING ARCHIVE,
DEALING WITH THE RELATION OF

THE CONTEMPORARY ART AND
FEMINISM ON THE POST-YUGOSLAVIAN
TERRITORY. SINCE 2014, SHE HAS
BEEN COLLABORATING AS AN
EXTERNAL ASSOCIATE AND LECTURER
AT THE ACADEMY OF FINE ARTS AND
DESIGN IN LJUBLJANA. SHE HAS
STARTED WORKING AT THE ACADEMY
OF FINE ARTS IN VIENNA IN 2015.
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UMJETNIK. STUDIRAO JE
MONUMENTALNU UMJETNOST U
NIZOZEMSKOJ | SAD-U. TRENUTACNO
JE DOKTORAND NA SVEUCILISTU U
LEIDENU (DOKTORAT UMJETNOSTI) S
TEMOM SUVREMENE PROPAGANDE.
NJEGOV UMJETNICKI RAD UKLJUCUJE
INTERVENCIJE U JAVNOM PROSTORU,
KAZALISNE IZVEDBE, IZLOZBE |
PUBLIKACIJE KOJE PROBLEMATIZIRAJU
ODNOS IZMEBU UMJETNOSTI,
DEMOKRACIJE | PROPAGANDE. STAAL
JE OSNIVAC UMJETNICKE | POLITICKE
ORGANIZACIJE NEW WORLD SUMMIT,
AU SURADNJI S BAK-OM, BAZOM

ZA SUVREMENU UMJETNOST 12
UTRECHTA, POKRENUO JE OBRAZOVNI
PROJEKT NEW WORLD ACADEMY. U
POSLJEDNJIH JE NEKOLIKO GODINA
OBJAVIO NIZ PUBLIKACIJA TE IZLAGAO
NA BROJNIM IZLOZBAMA. REDOVITO
OBJAVLJUJE TEKSTOVE U NOVINAMA
UMJETNICKIM CASOPISIMA. U
SKLOPU PROJEKTA NEW WORLD
SUMMIT UPRAVO SE U SURADNJI S
DEMOKRATSKOM SAMOUPRAVOM
ROJAVE (SIRIJA-KURDISTAN) GRADI
JAVNI PARLAMENT. ZIVI | RADI U
ROTTERDAMU.

IS AN ARTIST WHO STUDIED
MONUMENTAL ART IN THE
NETHERLANDS AND THE US. HE IS A
PHD RESEARCHER IN CONTEMPORARY
PROPAGANDA AT PHDARTS/
UNIVERSITY OF LEIDEN, WHOSE
WORK INCLUDES INTERVENTIONS IN
PUBLIC SPACE, EXHIBITIONS, THEATER
PERFORMANCES, AND PUBLICATIONS
AND FOCUSES ON THE RELATIONSHIP
BETWEEN ART, DEMOCRACY

AND PROPAGANDA. STAAL IS THE
FOUNDER OF BOTH THE ARTISTIC
AND POLITICAL ORGANIZATION NEW
WORLD SUMMIT AND, TOGETHER WITH
BAK, BASIS VOOR ACTUELE KUNST,
UTRECHT, OF THE EDUCATIONAL
PROGRAM NEW WORLD ACADEMY.

IN PAST FEW YEARS HE HAS ISSUED
SEVERAL PUBLICATIONS AND HIS
WORK HAS FURTHER BEEN INCLUDED
IN NUMEROUS EXHIBITIONS.

HE REGULARLY PUBLISHES IN
NEWSPAPERS AND MAGAZINES.
CURRENTLY NEW WORLD SUMMIT IS
CONSTRUCTING A PERMANENT PUBLIC
PARLIAMENT IN COLLABORATION
WITH THE DEMOCRATIC SELF-
ADMINISTRATION OF ROJAVA (SYRIAN-
KURDISTAN). LIVES AND WORKS IN
ROTTERDAM.
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Svakoy drugoy petka. Potrazite nas na kioscima!

Centar za Zenske studije

Dolac 8 « 10000 Zagreb « Hrvatska Osigurajte svoj

http:/ /www.zenstud.hr primjerak ¢asopisa
Ukoliko se Zelite pretplatiti na nas c¢asopis ili naruciti neke od starijih brojeva obratite nam se na Treca!

treca@zenstud.hr ili telefonski na 01 48 72 406

Budite prve/i s Trecom! T R ECA

Casopis Centra za 7enske studije Treca pokrenut je 1998. s namjerom komuniciranja

znanja, informiranja i promicanja suvremenih teorijskih promisljanja zenske CASOPIS ZA 3
tematike te novih uvida i doprinosa teoreticarki i teoreticara o Zenskosti i Zenskome. SUVREMENU FEMINISTICKU
Treca sustavno objavljuje i tekstove o feministickim umjetnickim praksama s TEORIJU | UMJETNOST

naglaskom na one iz srednje i jugoistocne Europe te priloge o knjizevnosti kao i
prikaze knjiga iz recentne Zenskostudijske i rodnostudijske produkcije.

Godisnija pretplata (jedan dvobroj): 45 kn

Dosadasniji temati: Identitet, Feministicka teologija, Zudnja, Ekofeminizam, Tijela, (postarina za Hrvatsku je ukljucena)
Etika, Erotika, Mediji, Liminalne zone, Svakodnevica, Utopije, Politicka trauma, Starija izdanja: 280 kn svi brojevi
Nasilje i paméenje, Animalizam i ekofeminizam, Renesansa, Roditeljstvo, Simone (23 sveska)

de Beauvoir, Stvaralacke dozvole, Bol, Feminizam poslije utopije, Kultura otpora, Pojedinacni svesci: od 10 kn do 30 kn
Smijeh, Ljubav, Starenje te najnoviji broj s temom Re/generacijski feminizmi. (ovisno o broju)
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Kinstlerhaus
Halle fiir Kunst & Medien
Burgring 2, Graz, Austria

Tue—Sun 10am—6pm
Thu 10am—8pm

www.km-k.at

3001 2016 —
0303 2016
Melanie Gilligan
Klaus Scheriibel

1203 2016 —

29 05 2016

Sighs Trapped by Liars
(Sprachen der Kunst)

1106 2016 —
04 09 2016
Keren Cytter
Darja Bajagic

2509 2016 —

20 11 2016

Yes, but is it Performable?
Further Investigations on
the Performative Paradox

Coproduction steirischer herbst

25112016 —
19 01 2017
Artist’'s associations

02122016 -

19 01 2017

Claudia Marzendorfer
Cooperation UGM Maribor

08 122016 —
19 01 2017
Ewald Gfrerer

Projects:

Gustav Deutsch
10 03 — 10 04 2016 / Diagonale

Nana Mandl|

16 04 — 29 05 2016

ekw14,90

0107 -1109 2016

" An Art Day's Night

Events Program



ILUSTRACIJA NA VANJSKIM KORICAMA:

JONAS STAAL / NEW WORLD SUMMIT (OD 2012.)

GRADNJA NOVOG PARLAMENTA | OKOLNOG PARKA U
AUTONOMNOJ REGIJI ROJAVI TIJEKOM KOLOVOZA | RUINA
2015. GODINE (DEMOKRATSKA SAMOUPRAVA ROJAVA | NEW
WORLD SUMMIT, 2015., FOTO: JONAS STAAL)

ILUSTRACIJA NA UNUTARNJIM KORICAMA:

JONAS STAAL / NEW WORLD SUMMIT (OD 2012.)

DIZAJN INTERIJERA PARLAMENTA U AUTONOMNOJ REGIJI
ROJAVI (DEMOKRATSKA SAMOUPRAVA ROJAVA | NEW
WORLD SUMMIT, 2015.)

ILUSTRACIJE NA KORICAMA
.................................................................................................................................................................................................................................. | EETEER
COVER ILLUSTRATIONS

COVER ILLUSTRATION:

JONAS STAAL / NEW WORLD SUMMIT (FROM 2012)
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