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Introduction

The project World of Art, focused on vocational
training of Curatorial Studies, Art Critical Studies,
Museum Studies, and Art Journalism, aimed to
develop models of training and collaboration in
contemporary arts. In this attempt, we started
from our educational programmes, conceived
with the intention to fill the gaps in formal edu-
cational systems. They were a base for our col-
laboration, and that collaboration was a pool of
different, inspiring experiences that further de-
veloped our programmes. In this way, the proj-
ect gave us the opportunity to expand and for-
malise our previous exchanges and knowledge
on vocational training strategies, methods and
curricula. Being aware that exchange of knowl-
edge demands time and money, we designed
our project with the wish to leave the space for
learning derived from informal processes, gaps
in understanding and even conflictual moments.
We emphasized the comprehension of process-
es of learning and tried to create a space for the
common production of knowledge rather than
transferring predefined blocks of knowledge.

In the predefined forms, impenetrable for new
impulses, the exchange of knowledge tends to
become self-sufficient. The keyword ‘participa-
tion’ has lately been used in order to mobilize
neoliberal transformations: in universities and
educational institutions, for example, participa-

tion models have been introduced through eval-
uation forms. Students have the opportunity
to ‘participate’ by answering questions already
answered. In this process where authorities are
set in front of the evaluation process similar to
merchandising products - participation is com-
modified. At the same time the student unions
are losing their political relevance. Thus the
rhetorics of reinforcing democracy through an
imperative of participation are ‘de-democratis-
ing’ society.

As an alternative, we tried to create formats
which would involve and engage participants
actively in the process of exchanging and cre-
ating knowledge. Most of the approaches for-
mulated in this process were related to a cur-
rent tendency of rethinking existing canons in
order to transform them rather than to affirm
them. This often comes together with a claim
for positive change of the field and, even further,
of society itself. Though this thinking of change
seems promising and full of potentials, facing
the ‘imperative of change’ we realised that a
shift in the canon also needs an infrastructure
for continuities.

After a lot of meetings, working sessions and
informal exchange we are now able to do more
because we know more: while discussing with

each other and with the students in seminars,
workshops and reading groups we became
aware of a deep crisis of representation that is
challenging the cultural field today. From there
we wanted to rethink curatorial practices with
their intellectual potential to address urgent and
current questions and as a way to act. So in the
course of the project we realised that the world
of art is not big enough for the questions that
have grown out from the process, encounters
and experiences.

This reader is bringing together theory and prac-
tice. On your left hand side you will find texts
reflecting on histories and urgencies of the cul-
tural and curatorial field while the materials on
the right side are documenting the process of
the project. As notes for future considerations
and possible directions let us propose some ur-
gent questions that appeared to encompass our
concerns:

How to establish continuities facing

the imperative of constant change?

How to deconstruct the boundaries of

the art field?

How to face the crisis of representation?
How to rethink the relation with the public?
How to apply a critical approach to working
conditions and structures in the field?
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On the Writing of Exhibition Histories
— Luisa Ziaja

The systematic historicization of curating and exhibiting is a relatively re-
cent phenomenon within (art historical) research. Back in the late 1990s, in
her pivotal analysis of modern exhibition practices The Power of Display. A
History of Exhibition Installations at the Museum of Modern Art, Mary Anne
Staniszewski speaks of curatorial discourse’s collective amnesia in regards
to its own history. The ephemeral nature of the exhibition as a medium, as
such, cannot serve as an explanation for this forgetting. Instead, Staniszews-
ki ascribes it to the discipline of art history itself and its practice of individu-
alizing discrete works of art or oeuvres, occluding in most cases the contexts
in which they are displayed — and thus also a great part of their immediate
reception within a constellation of other exhibition pieces.!

1 Staniszewski, Mary Anne, The Power of Display. A History of Exhibition
Installations at the Museum of Modern Art, Cambridge, MA/London 1998, p.
XX1

Project activities were structured
around several different forms of ex-
change and collaboration such as
study visits, guest lectures and sem-
inars.

Collaboration was closely integrated
into the ongoing activities on sev-
eral diffexrent levels. Study excuzrsion
offered to the students an exceptional
possibility to place specific knowl-
edge 1n a wider, international con-
text. They allowed them to upgrade
tools and strategies presented in the
regular activity of school and con-
front them in connection with tzrain-
ees of similar (pre-professional)
origin from different cultural con-
texts. At the same time they were
placed into intense exchange situa-
tions with people with similar goals
and interests, thus they were able

to create connection that were of an
utmost important value and a basis of
collaboration when entering profes-
sional world in their curatorial and/
or critical writing careexr path. Ex-
cursions thus enabled building up of
an international network of (future)
professionals in the field of museums
and exhibitions.

Exchange of school leaders integrated
in the on-going activities represents
one of the very important levels of
collaboration in exchange of struc-
tural information, evaluation and
discussions about diffexrent models

of operation (on learning, teaching,
writing and exhibiting contempozrary
art) that were immediately implement-
ed in the regular curriculum. Our in-
ternal programs are all open to con-
stant evaluation and enhancement and
long-term structured exchange enabled
consistent rethinking of the zrelevant
segments of our programmes.

Guest lectures discussed issues zrel-
evant to the wider European contempo-
rary art scene and raising the aware-
ness about themes that are relevant
in the specific moment and context.
Moreover the exchange of experts en-
riched the programme and enlarged its
scope in the international realm.



In her lecture L’histoire des expositions: Une nouvelle histoire de l’art? %, pub-
lished in 2010, French art historian Judith Souriau demonstrates the fact
that the history of exhibitions was not naturally integrated into art history
for along time, but was rather considered incompatible or even structurally
contradictory to art history. Within the context of an artistic reflection of the
exhibition format since the historical avantgarde of the 20" century and its
increasing importance as a constitutive factor of art, Souriau suggests grasp-
ing and studying the history of exhibitions as a meta-history of art.? In her
introduction to an anthology on the curatorial work of Harald Szeemann,
Florence Derieux puts it more directly: ‘It is now widely accepted that the

art history of the second half of the 20th century is no longer a history of
artworks, but a history of exhibitions,’ then, addressing the associated de-
sideratum, she writes ‘however, this critical history still largely remains to

2 Souriau, Judith, L’histoire des expositions: Une nouvelle histoire de I’art?,
in: THES-ARTS, Colloque: Etre historien de I'art aujord’hui, Paris 2010,
http://www.thes-arts.com/index.php?option=com_content&view=article&id
=125&Itemid=57, (19 Feb. 2012). Cf. also: Haxthausen, Charles W. (ed.), The
Two Art Histories. The Museum and the University, New Haven/London
2002.

3 Itis only recently that new research interests for this field have emerged
and been sporadically addressed in art history curricula, as a study of cur-
rent course catalogues for curatorial studies confirms.

09/2010 Kick-off meeting of all part-
ners with conclusions.

11/2010 Workshop performed in Zagreb
by Petja Grafenauer (art historian
and curator from Slovenia).

12/2010 Study excursion to Vienna
(learners from Krakow, Ljubljana and
Zagzreb).

01/2011 Lecture performed in Zagreb
by Luisa Ziaja (art historian and
curator from Austria) and Nora Stern-
feld (axt theoretician from Austria).

04/2011 Evaluation meeting of all
partners in Ljubljana.

04/2011 Final exhibition of learnezrs
from Ljubljana implemented.

Lecture performed in Ljubljana by
Luisa Ziaja (art historian and cura-
tor from Austria) and Nora Sternfeld
(axt theorician from Austria) with
the title What comes after the show?

On Post-representational Curating.

05/2011 Lecture performed in Krakow
by Sasa Nabergoj (curator, critic and
publisher from Ljubljana).

Study excursion to Zagreb (learners
from Vienna).

06/2011 Interviews and articles deliv-
ered by the learners from Zagreb and
published on the portal Kulturpunkt.
hr.

11/2011 Study excursion to Krakow
(learners from Ljubljana and Zagreb).

01/2012 Evaluation meeting of all
partners in Vienna.

12/2011 Final exhibition of leazrnezs
from Vienna implemented.

05/2012 Lecture performed in Vienna
by Sasa Nabergoj (dramaturge and art
theoretician from Slovenia).

Study excursion to Ljubljana (learners
from Krakow and Zagreb).

06/2012 Interviews and articles deliv-
ered by the learners from Zagreb and
published on the portal Kulturpunkt.hr.
Final evaluation meeting of all part-
ners in Kzrakow.



be written.”* Influential art theorists, such as Yve-Alain Bois, Benjamin H. D.
Buchloh, Hal Foster and Rosalind Krauss take account of this development
in their extensive 2004 compendium Art Since 1900, through weaving exhibi-
tions into their narrative, and increasingly so from mid-century onwards.’
Despite their contextual approach the focus is still on art, and the exhibition
itself is rarely, and far from systematically, treated as an aesthetic medium
in its own right.

Further approaches taken from this perspective can already be found in

the anthology Die Kunst der Ausstellung. Eine Dokumentation dreifSig exem-
plarischer Kunstausstellungen dieses Jahrhunderts (1991), edited by gallerist
Bernd Kluser and art consultant Katharina Hegewisch, which deals with pro-
totypical exhibitions in terms of form and content from 1899 to 1986; and

in Bruce Altshuler’s prominent publication The Avant-Garde in Exhibition
(1994), which is comprised of 13 chronological case studies of group exhibi-
tions from 1905 to 1969. In the 1990s, a new mode of reflecting on exhibi-
tions gains momentum, one that recognizes the necessity of historical con-

4 Derieux, Florence, Introduction, in: idem. et al. (eds.), Harald Szeemann:
Individual Methodology, Zurich 2007, p. 8. In a critical counter-argument,
Julian Myers points to the current contention surrounding the topic: he ad-
vises against fetishizing the exhibition as a medium at the expense of engag-
ing with works of art and speaks in favor of a productive interaction. Cf. My-
ers, Julian, On the Value of a History of Exhibitions, in: Jens Hoffmann (ed.),
The Exhibitionist. Journal on Exhibition Making, No. 4: La Critique, June
2011, pp. 24 -28.

5 Cf. Foster, Hal/Krauss, Rosalind/Bois, Yve-Alain/Buchloh, Benjamin H.D.,
Art Since 1900. Modernism — Antimodernism — Postmodernism, London
2004.

Study visits
Vienna

Students from Ljubljana, Krakow and
Zagreb visited Vienna on a study vis-
it for which programme was concep-
tualized by our partnexr Schnittpunkt.
Vienna, as former centre of the re-
gion and capital of the empire until
beginning of the last century always
paid attention to the arts and its
representative role. In that tradi-
tion Vienna built-reconstructed pzrevi-
ous royal stables into museum quarter
with numerous institutions for modezxn
and contemporary arts. Now, being a
role model to many European cities it
provokes numerous discussions on the
model of operation, adequacy of the
programme and influence on the artis-
tic scene. One of such discussions
was held as a conclusion to our study
visit with Andreas Fogarasi (Artist),
Manisha Jothady (Critic) and Luiza
Ziaja (curator). Though Museum Quaz-
ter (comprehending Kunsthalle Wien,
Architekturzentxrum Wien, MUMOK, takes
an important share in finances and au-
dience, Vienna retained vivid and di-
verse artistic scene spread all over
the city which we were able to get
acquainted with: Galerie IG Bildende
Kunst; COCO - Contemporary Concezxns,
WUK and Kunsthalle Exnergasse, Kun-
straum Niederosterreich, Gallery Layr

Wuestenhagen: Mahony, Generali Foun-
dation, Galleries Schleifmihlgasse,
Secession, Depot.

Programme thus conceptualized gave an
overview of the production and pres-
entation of contemporary artistic
practices in Vienna but also discouz-
sive framework impoxrtant in the crea-
tion and streams in contemporary arts.

Prostoxi nezavisnog kuriranja
— Tihana Bertek

Pocevsi od 1960-ih, na c¢elu s danas
gotovo mitskom figurom Haralda Szee-
manna, profesija kustosa dozivljava
izuzetnu pozornost 1 zauzima kljucno
mjesto u artikuliranju, definiranju 1
komuniciranju onoga Sto smatramo su-
vremenom umjetnoscu.

Specifiéna pozicija ‘moc¢i’ iz koje ku-
stosi djeluju omogucava im da upzra-

vo onl budu instanca koja valorizira
1 interpretira umjetnicku produkciju

- Sto ne samo da dovodi do razvija-

nja figure kustosa-zvijezde, karizmati-
ka, ve¢ u znacajnoj mjeri umjetnike i
kriticare stavlja u podredeni polozaj.
Mnogi se, naravno, nece sloziti; no
tesko je ne zapitati se je 1li upravo
kustos, osobito nezavisni, onaj tko
upravlja diskursom umjetnosti danas?

Uslijed cega uopcée dolazi do pojave
kustoske pozicije? Jedan od mogucih



textualization.® Alongside the studies mentioned above, which also includes
Staniszewski’s Power of Display from 1998, these approaches were also ex-
pressed in a collection with the explanatory title Thinking about Exhibitions,”
which soon grew to become a standard work in exhibition theory. This vol-
ume made several essays, among others the groundbreaking essay The Ex-
hibitionary Complex (1996[1992]) by British sociologist Tony Bennett, acces-
sible to audiences from a broader range of scholarly fields. Thinking about
Exhibitions, compiled by Reesa Greenberg, Bruce W. Ferguson and Sandy
Nairne, is characterized by a fundamentally interdisciplinary approach with
contributions by theorists and practitioners from art, cultural studies, phi-
losophy, ethnology, sociology, literature studies, and museology.

In contrast to academic art history’s relative reluctance in approaching the
topic, these works show that there is a clear knowledge interest within vari-
ous disciplines, which are responding to the growing significance of the
exhibition as the format and medium of cultural production within a global
context. During the exhibition boom of the late 1980s and 1990s, which

can be attributed to the proliferation of biennales internationally, the first
curatorial studies programs were founded, and provided the impetus for
professionalizing and theorizing exhibition-making. Once again, the lack of
research that historicizes the exhibition from a praxis perspective becomes
virulent. Given the modest amount of literature on the history of curating

6 Earlier, sporadic attempts were certainly made to historicize art exhibi-
tions, see for example Lukhurst, Kenneth W., The Story of Exhibitions, Lon-
don 1951; Dunlop, Ian, The Shock of the New: Seven Historic Exhibitions of
Modern Art, London 1972; and Gordon, Donald E., Modern Art Exhibitions:
1900-1916, 2 Vols., Munich 1974.

7 Greenberg, Reesa/Ferguson, Bruce W./Nairne, Sandy (eds.), Thinking
about Exhibitions, London/New York 1996.

odgovora lezi u ¢injenici da posto-
jec¢e funkcije unutar polja umjetnosti
jednostavno nisu viSe bile adekvat-
ne, te se posljedic¢no javila potreba
za uspostavljanjem prakse koja bi 1z
kaotic¢nog 1 cesto nerazumljivog mora
suvremene umjetnicke produkcije izvla-
¢ila smislene narative ali i defini-
rala njena problematicna mjesta. Be-
atrice von Bismarck ulogu nezavisnog
kustosa usporeduje s ulogom proroka,
s kojim dijeli ne samo vaninstitucio-
nalno djelovanje (za razliku od sve-
¢enika, koji je vezan za instituciju)
ve¢ 1 posrednicko-zastupnic¢ku ulogu.
Ono Sto definira kustosku praksu je
proizvodnja odnosa - izmedu umjet-
nika 1 publike, izmedu umjetnickog
djela i teorije, izmedu umjetnickog
djela i druStveno-politickog kontek-
sta, i1zmedu samih umjetnickih djela
itd. Kustoska pozicija takoder proi-
zlazi iz potrebe za dvostrukom zrecep-
cijom suvremene umjetnosti - s jedne
strane kao dijela kulture, a s druge
kao dijela teorijskog aparata. Moze se
re¢i da kustos u tom smislu djeluje
kao svojevrsni vodic¢ 1li tumac koji
publici priblizava umjetnost koja je
danas gotovo uvijek obiljezena vi-
sokom referencijalnoSc¢u, c¢itajuci je
kroz ono Sto Cuauhtémoc Medina na-
ziva hipertrofiranos¢u diskursa. Tako
se djelatnost muzeja i galerija foku-
siranih na suvremenu umjetnost tesko
moze svestl na ono Sto smatramo nji-
hovom ‘tradicionalnom’ funkcijom. Da-
nas su to prostori u kojima je moguce

materijalizirati problematiku gozxe
navedenih odnosa. To su platforme za
uspostavljanje dijaloga, artikuliranje
kritike, zauzimanje stava. Zahvaljuju-
¢i Szeemannovom zaokretu u metodolo-
giji izlozbe, umjetnicka djela danas
Cesto nastaju bas u sklopu odredene
kustoske koncepcije 1li putem natjeca-
ja. Prednost takvog pristupa svakako
je mogucnost da kustos - kao naruci-
telj, organizator, koordinator - osmi-
sli koncept kojeg smatra relevantnim
za odredeni druStveni, politicki ili
neki drugi kontekst. U tom smislu
muzejski prostor funkcionira kao ne-
utralno mjesto na kojem se - unutar
umjetnickog okvira - mogu artikulira-
ti 1 kriticki sagledati najrazliciti-
ji1 drustveni konflikti. Nadalje, muze-
je mozemo smatrati kontaktnim zonama
(pojam kojeg uvodi Mary Louise Pratt)
- prostorima susreta u kojima histo-
rijski, ideoloski, klasno, rodno, 1itd.
sukobljene skupine dolaze u kontakt 1
uspostavljaju medusobne odnose. Izloz-
be kao kontaktne zone funkcioniraju
tako kao interdisciplinarni dogadaji
su-djelovanjem umjetnika, kriticara,
teoreticara, raznih strucnjaka i pu-
blike.

Ozbiljan problem s kojim se susrecu
nezavisni kustosi je ogranicen broj
moguc¢nosti za rad. Institucije najce-
S¢e imaju vlastite kustose, pa nezavi-
sne kustose uzimaju samo za odredene
projekte. Buduc¢i da je danas unutar
samih institucija moguce postavi-



and exhibiting, the debate has largely taken place within the realm of oral
history among participating actors and witnesses, who also play a key role
as lecturers in curatorial studies programs. This oral history manifests it-
self in the journalistic genre of interview collections, which appears to be a
low-threshold format for generating and conveying knowledge that does not
require an existing understanding of the subject knowledge. When curator
Hans Ulrich Obrist published a collection of eleven interviews with distin-
guished colleagues under the somewhat misleading title A Brief History of
Curating, the problems of this particular approach become clear because,
for the most part, what remains are extremely subjective, often anecdotal
and ultimately disparate narratives. Simon Sheikh critically remarks that
Obrist constructs a canon of —incidentally almost exclusively male — pio-
neers within the curatorial field, and that he thus sees himself as being in
the direct intellectual lineage of innovative curators of this generation.®
However, the 2000s were characterized by an array of new works expanding
upon the studies of the previous decade.

In 2008, art historian and curator Bruce Altshuler published the first of his
two-volume collection Salon to Biennial — Exhibitions That Made Art History,
which covers the period from 1863 to 1959. Here, Altshuler expands upon
and systematizes the selection of influential exhibitions from his 1994 book
and, in 24 case studies he provides access to partly new and partly (previous-
ly) published source material such as announcements, views of exhibitions
and excerpts from correspondence, accompanying publications, and con-
temporary critiques. The importance of this work as a foundation for further

8 Sheikh, Simon, On the Standard of Standards, or, Curating and Canoniza-
tion, in: Viktor Misiano (ed.), MJ—Manifesta Journal. Journal of contempo-
rary curatorship, No.11: The Canon of Curating, 2010/2011, pp. 13-18, here
p. 16.

ti subverzivno obojene i radikalne
izlozbe, uloga nezavisnih kustosa -
koja se od pocetka temeljila na zradi-
kalnom istupu - izgubila je donekle
na utjecaju. No, rad nezavisnih ku-
stosa 1 dalje je izuzetno vazan, una-

to¢ maloj promjeni u njihovom statusu.

Kako bi se ukazalo na tu c¢injenicu,
londonski Tate Modern organizirao je
povodom svoje 10. obljetnice festi-
val pod nazivom No Soul for Sale: A
Festival of Independents na kojem su

sudjelovali brojni NGO-ovi, umjetnicki

i kustoski kolektivi te alternativne

institucije. Znacajan broj velikih in-

stitucija poziva kustose, cesto 1 ne-
koliko njih, da rade izlozbe, 1li pak
nudi rezidencijalne programe. Takoderz,
‘boom’ bijenala pruzio je nezavisnim
kustosima dodatne mogucnosti rada.

No, bez vlastitog izloZzbenog pzrosto-
ra teSko je biti uistinu ideolosSki i

politicki neovisan. Ponekad kustosi,
u nedostatku vlastitog prostora za
organiziranje izlozbi, osnivaju orga-
nizacije 1li ulaze u institucije koje
¢e im omoguciti slobodu djelovanja

1 bavljenja temama koje 1ih zanimaju
(tako, primjerice, ‘slobodnjak’ Ni-
colaus Schafhausen od 1999. do 2005.
radi u Frankfurter Kunstvereinu, da
bi 2005. s Vanessom J. Muller osno-
vao European Kunsthalle u Koélnu, a
Nicolas Bourriaud i Jérdme Sans 1999.
osnivaju Palais de Tokyo u Parizu).

Jedan od pzri-
mjera izloz-
benih prosto-
ra koji nemaju
vlastite kustose
ve¢ svoju dje-
latnost u pot-
punosti temelje
na ‘gostova-
njima’ kustosa
je Kunsthalle
Exnexgasse (KEX)
u Becu. Kao
otvorena plat-
forma/izlozbe-
ni prostor za
osmisljavanje 1 predstavljanje proje-
kata s podrucja suvremene eksperimen-
talne umjetnosti, KEX funkcionira po
principu jednogodisSnjeg otvorenog na-
tjecCaja, pruzajuci kustosima i kolek-
tivima mogucénost da predstave svoje
projekte. Neprofitno orijentiran, KEX
djeluje u sklopu WUK-a [Werkstatten-



research is not to be underestimated, especially in terms of methodology,
through his demonstration of the crucial role of source materials writing the
history of exhibitions.

Also noteworthy is the series Exhibition Histories,’ initiated by Charles Esche
and Mark Lewis, which elaborates on the history of curatorial praxis in con-
temporary art over the past fifty years, with a focus on specific exhibitions
and also through the use of comparative studies. Analyzed from a contempo-
rary perspective and examined in terms of their relevance within the broader
context of curating and exhibition-making, this series contextualizes con-
temporary archive material, source texts, critiques, reviews and comprehen-
sive visual documentation material. Exhibition Histories grew out of a re-
search project over several years at Central Saint Martins College of Art and
Design London,' and alongside the excellent volumes already published,'
the project also brought forth three international conferences Conceptual
Art and its Exhibitions (Academy of Fine Arts Vienna 2008), Exhibitions and
the World at Large (Tate Britain London 2009) and Art and the Social: Exhibi-

9 The publication series is a collaborative project between Afterall Books/
Central Saint Martins College of Art and Design — University of the Arts,
London, the Academy of Fine Arts Vienna and the Van Abbe Museum Eind-
hoven.

10 Cf. http://www.csm.arts.ac.uk/research/researchgroups/exhibitionshis-
toriespractices/, (19 Feb. 2012).

11 Rattemeyer, Christian et al., Exhibiting the New Art. ‘Op Losse Schroeven’
and ‘When Attitudes Become Form’ 1969, London 2010; Weiss, Rachel u. a.,
Making Art Global (Part 1). The Third Havana Biennial 1989, London 2011;
Butler, Cornelia et al., From Conceptualism to Feminism. Lucy Lippard’s
Numbers Show 1969 -74, London 2012. The fourth volume is forthcoming:
Making Art Global (Part 2): Magiciens de la Terre 1989.

und Kulturhaus] kao jedan od njegova
Cetiri programa kulturne produkcije.
WUK je jedan od najveé¢ih autonomnih
kulturnih centara te vrste u Euro-
pi, a utemeljen je 1981. godine kad je
skupina aktivista skvotirala prostor
napustene tvornice lokomotiva. Danas
tu djeluje viSe od 130 udruga koje
se bave pitanjima umjetnicke prakse,
drustva 1 politike. Odluke o izlozbe-
nom programu KEX-a donose zajednic-
ki KEX i WUK, a osim izlozbi tu se
odrzavaju i konferencije, predavanja,
¢itanja, koncerti. U KEX-u su, izmedu
ostalih, svoj koncept imale priliku
predstaviti 1 hrvatske kustosice Iva-

na Bago i Antonija Majaca (DelVe) 2009.

godine s izlozbom And Then Nothing
Turned Itself Inside Out.

Od 11. studentog do 18. prosinca 2010.

godine mogla se pogledati izloz-

ba pod nazivom Kriticka upletenost
[Kxritische Komplizenschaft/Critical
Complicity]. Na projektu sudjeluju
tri partnera: Kunsthalle Exnerga-

sse (izlozba), Kunstraum Lungomare

1z Bolzana (performansi u privatno/
javnim prostorima) i Galerija Skuc

iz Ljubljane (izlozba i diskusija).
Izlozba je zamiSljena kao platforma
koju sacinjavaju tri elementa: umjet-
nicka intervencija, cirkulirajuca
dokumentacija i kustoski diskurs koji
sve to zaokzruzuje. Cijeli projekt od-
vija se u razdoblju od studenog 2010.
do veljace 2011. u Becu, Ljubljani i
Bolzanu.

S topologijom upletenosti kao ciljem,
izlozba u KEX-u bavila se upleteno-
S¢u kao mikro-politickom koalicijom
koja djeluje na marginama postoje-
¢ih poredaka. Zastupljena su bila tri
aspekta koje kustosice Lisa Mazza 1
Julia Moritz smatraju kljuénima za al-
ternativnu umjetnicku praksu, a koji
definiraju spoj razlicitih perspekti-
va: sjecisSta makro 1 mikro zajednica;
trenutak meduovisnosti; napetost 1iz-
medu legalnog 1 ilegalnog te afekta 1
zavodenja; 1 upotreba taktickih medi-
ja. Svaki od aspekata istrazuje se u
zasebnoj fazi projekta, no slozenost
kriticke upletenosti izranja tek na
sjeciStu svih tih parametara. Razdva-
jajuca funkcija kategorija proizvodac-
primatelj, nastavljaju kustosice, koja
postoji unutar konvencionalnih umjet-
nickih krugova, biva razotkrivena kao
ideoloski konstrukt sa svrhom zato-
mljavanja odredenih drustvenih enez-
gija prije nego Sto eruptira njihov
kriticki potencijal. Stvaranje opzeke
trenutnoj popularnosti participatoz-
nih praksi te reaktivacija umjetnickog
zajednisStva 1 sinergetskog autorstva
neki su od kljucnih interesa projekta,
zakljucuju kustosice.

Ovakav intelektualizirajué¢i i popzri-
li¢no nejasan diskurs zrelativno je
uobicajen za kustoski jezik, veci-
nu vremena na Stetu samog koncep-
ta 1 samih umjetnickih radova. Ovdje
se susre¢emo s primjerom onoga Sto
je ranije u tekstu spomenuto kao hi-



tions of Contemporary Art in the 1990s (Tate Britain London 2010).> What sets
this particular research apart from existing approaches to historicization is
not only that it represents a long-term engagement with the topic from mul-
tiple perspectives, it is also exceptional in its commitment to step outside
the predominant framework of a Western European - North American per-
spective. Before the backdrop of hegemony critique and postcolonial theory
and in view of the massive globalization of the contemporary exhibition
market—and under radically altered political and economic signs —writing
a history of exhibitions needs to be conceived of in a way that makes it ca-
pable of bringing thus far marginalized or altogether elided narratives into
view. An important project to reference within this context is The Invisible
History of Exhibitions, which, since 2008, has brought about international
conferences, publications, and a series of (research) exhibitions, e.g. Parallel
Chronologies (Budapest 2009, Karlsruhe 2010, Riga 2011), that are dedicated
to the production of knowledge and discourse on contemporary art exhibi-
tions in Eastern Europe since the 1960s."? Due to the sparse documentation
available on experimental artistic and curatorial concepts in before 1989,
and because they are simply not accounted for international historiography,
a key objective of the research project is to create a comprehensive archive
that will be made accessible in various formats.

12 Avideo documentation of the 2010 conference is available on the project
cooperation website FORMER WEST: http://www.formerwest.org/Research-
Seminars/ArtandtheSocial, (19 Feb. 2012).

13 The Invisible History of Exhibitions is part of the transnational research
platform Art Always Has Its Consequences, a cooperation over several years
between the curatorial collective WHW / What, How & for Whom (Zagreb),
tranzit.hu (Budapest), kuda.org (Novi Sad) and the Muzeum Sztuki (Lodz).
Cf. http://www.artalways.org/, and http://exhibition-history.blog.hu/ (19 Feb.
2012).

pertrofiranost diskursa. Hermetican 1
teorijom nabijen tekst i1izlozbe rijetko
vrsi funkciju koju bi trebao - olak-
Sati gledatelju interpretaciju izloz-
be pozivaju¢i se na teorijsku podlogu
te dovode¢i u odnos elemente koji su
utjecali na stvaranje samog koncep-
ta izlozbe. S obzirom na takav, mogli
bismo rec¢i, elitistic¢ki pristup, po-
stavlja se pitanje kome se tocno takva
izlozba obrac¢a, odnosno, obracéa 1li se
iskljucivo samoj sebi?

No, vratimo se na Kriticku upletenost.

Ova multimedijalna izlozba bez sumnje
tematizira kontaktne zone. Naglasen
je socio-politicki kontekst u kojem
je nastao svaki od radova, kao 1 pi-
tanja pripadnosti, dijaloga i odnosa
moc¢i. Svaki od radova bavi se, dakle,

razlic¢itim tenzijama te progovara iz

specificne vlastite perspektive. Kao
primjer mozZemo navesti dva rada koji
mozda najbolje odrazavaju koncept ci-
jele izlozbe. Prvi rad je Shedding
Details (2008), film nastao u suradnji
konceptualne umjetnice Laure Horelli
1 redatelja Gerharda Friedla, u <¢ijem
je sredisStu prica o zeni hrvatsko-srp-
skog podrijetla iz Las Vegasa koja je
nepravedno otpuStena. Ono S$to izranja
kao problematic¢no - osim same teme

- je ¢injenica da se film snimao na
dva jezika, Sto je umjetnicima pred-
stavljalo velik izazov. Shvativsi da
postojli nepremostiv jaz izmedu njih
1 protagonistice (koja govori jezi-
kom kojeg oni ne razumiju), autori su
se u filmu zapravo odlucili pozabaviti
verbalnim prikazom iskaza pzrotago-
nistice 1 samim uvjetima produkcije
filma.

Drugi pzri-
mjer je

rad tuzrskog
umjetnika
Ahmeta Ogiita
pod nazivom
Perfect Lo-
vers (2008)
koji pzri-
kazuje dvi-
je kovanice,
referirajuci
se na isto-
imeno djelo
Felixa Gon-
zaleza-Torre-
sa. Ogltova



The conference Landmark Exhibitions: Contemporary Art Shows since 1968 at
the Tate Modern London in October 2008, and the publication of the con-
tributions a year later also addressed the problem of a Western hegemonic
history of exhibitions.' The term ‘landmark’ was deliberately applied to
exhibitions that had thus far been excluded from the discourse, which or-
ganizers Marko Daniel and Antony Hudek describe as follows: ‘art beyond
Europe and the USA, the non-Western, the non-White, and the non-hetero-
normative.’”® The thematic contributions from participating artists, cura-
tors, art historians attest to the existence of a range of methodological ap-
proaches and, without the intention of writing a or ¢Zze history of exhibitions,
the volume insists on a discussion of plural and landmark-based exhibition
histories. This implies grappling with the issue of the canonization of exhi-
bitions —a discussion that has only recently gained more momentum. An
example of this is a recent issue of the Manifesta Journal—jJournal of contem-
porary curatorship entitled The Canon of Curating:*® Considering the often-
cited desideratum of a historicization of exhibitions, thus also of curatorial
practice within the field of art, and simultaneously keeping in sight the vehe-
ment criticism of the notion of canonization and its mechanisms of in- and
exclusion that have been an issue since the 1970s, the question now is: what
are the criteria, terminology and methodological instruments that make
this possible? Even if scholarly discourses constantly claim that there is no

14 Tate Papers. Tate’s Online Research Journal, Issue 12: Landmark Ex-
hibitions, Autumn 2009, http://www.tate.org.uk/research/tateresearch/
tatepapers/09autumn/, (19 Feb 2012).

15 Daniel, Marko/Hudek, Antony, Introduction, in: Tate Papers, Issue 12,
http://www.tate.org.uk/research/tateresearch/tatepapers/09autumn/intro.
shtm, (19 Feb. 2012).

16 Misiano, Viktor (ed.), M] —Manifesta Journal. Journal of contemporary
curatorship, No.11: The Canon of Curating, 2010/11.

interpretacija prikazuje kovanicu od
dva eura 1 kovanicu od jedne turske
lire - s time da jedna lira odgovara
vrijednosti 50 centa. Iako naizgled
gotovo identicne, dvije kovanice pri-
padaju razlicitim socio-politickim
stvarnostima - prva kao simbol veli-
kog, europskog narativa, a druga kao
simbol manjine, ‘drugog’. Subverzivni
potencijal proizlazi iz ¢injenice da
su Turci, uvidjevSi slicnost kovanica,
poCeli ‘podmetati’ lire umjesto eura,
Sto je vlast shvatila tek nekoliko
godina kasnije.

Svi radovi na 1izlozbi prozeti su
pricama o nekoj vrsti borbe, suko-
ba, (nemoguénosti) razmjene, otkri-
vaju¢i meduovisnost onih koji imaju
mo¢ 1 onih koji su u podredenoj po-
ziciji - koja je cesto upravo ono Sto
otvara mogucénost kritickog djelova-
nja. Muzejski prostori su danas jedno
od rijetkih mjesta koja funkcioniraju
kao platforme za formuliranje takve
problematike, osobito kad je rijec o
drustvenim ili politickim pitanji-

ma. Ono Sto se moze zamjeriti ta-
kvom shvac¢anju kustoskih i izlozbenih
praksi je cinjenica da na taj nacin
dolazi do svojevrsne institucionali-
zacije tih istih konflikata te ih se
neutralizira smjeStanjem u ‘sterilni’
muzejski okvir. Problematicno je 1 to
mozemo 1li uistinu te u kojoj mje-

ri govoriti o muzejima kao politicki
111 ideoloSki neutralnim prostorima
budu¢i da se ta ‘neutralnost’ moze

protumaciti i kao uzimanje sigurne
distance pod okriljem visoke kultu-
re. S obzirom na hermetican 1 cesto
elitisticki diskurs kojim se izlozbe
obracaju publici, ostaje pitanje ko-
liko se izlozbama realno moze postici
u smislu pokretanja konkretnih drus-
tvenih promjena ili rjeSavanja tenzi-
ja. No da bi se krenulo u rjeSavanje,

najprije je potrebno iznova sagleda-

ti i isc¢itati ne samo proSlost vec i
sadasnjost, a institucija nezavisnog
kuriranja to svakako cini.



authoritative canon of contemporary exhibitions, the abovementioned an-
thologies could be considered as more or less deliberate attempts to create
a canon. Furthermore, the necessity of a differential perspective becomes
evident in the gaps and blind spots mentioned above, as well as in new criti-
cal research like ‘curating within culture’ as opposed to ‘curating within the
canon,’ as Okwui Enwezor describes the maxim of his curatorial practice."”

In The Canon of Curating the controversial nature of this discussion is clearly
apparent. Accordingly, in his article A Canon of Exhibitions Bruce Altshuler
argues that it is necessary to acknowledge important historical references
and to create an ever-changing and constantly expanding canon of exhibi-
tions. Referencing and elaborating on his earlier approaches and works, he
begins by distinguishing between exhibitions taken to be canonical due to
their art historical significance and those that are judged as canonical due
to their curatorial innovation.'® The former are generally associated with the
introduction of radically new artistic strategies, in particular the avantgarde
of the late 19" and early 20" centuries. What characterizes these early ex-
perimental contemporary art group exhibitions is that they were frequently
organized by the artists themselves, occasionally by gallerists, and only
rarely by museum custodians. There are several examples of this group, in-
cluding: the First Exhibition of the Impressionists at the studio of photogra-
pher Nadar on the Boulevard des Capucines in Paris in 1874, the first exhibi-
tion of the artist group Die Briicke in the showroom of a light bulb factory in
Dresden in 1906, the First Exhibition of the Editorial Board of Der Blaue Reiter
at a Munich gallery, the first International Exhibition of Modern Art—which

17 Curating Beyond the Canon, Okwui Enwezor interviewed by Paul O’Neill,
in: Paul O’Neill (ed.), Curating Subjects, London 2007, pp. 109-122, p. 120.
18 Altshuler, Bruce, A Canon of Exhibitions, in: Misiano, Viktor (ed.),

M] —Manifesta Journal, No. 11,2010/11, pp. 5-12, p. 6f.

You won’t make a (nation)
state with us
— Martin Kizs

U sklopu studijskog putovanja u Beg,
posjetili smo izlozbu pod naslovom
You won’t make a (nation) state with
us posveéenu pitanju imigracije.
Galerija Kunstraum Niederdsterreich

sluzbeni je izlozbeni prostor austrij-
ske pokrajine Donje Austrije (glavni
grad: St Poelten) s povoljnom loka-
cijom u uzem centru Beca na adresi

Herrengasse 13. Galerija je otvozrena
2005. godine u prizemlju Palaisa Ni-
ederdsterreicha, zgrade koja je nekoc
bila filijala politickih reprezenta-
nata pokrajine Donje Austrije. Pod
vodstvom Christiane Krejs, galerija
Kunstraum Niederdsterreich pruza mla-
dim umjetnicima mogucnost 1izlaganja
njihovih radova bez komexcijalnih 111
sponzorskih pritisaka i interferen-
cija na umjetnicku autonomiju. Fo-
kusirajué¢i se primarno na tematske
grupne 1izloZzbe vezane uz inovativne
tendencije u suvremenoj umjetnosti,
vodstvo galerije nastoji kombinirati
izlozbene radove s projektima iz po-
lja arhitekture, dizajna, knjizevnosti,
filma 1 mode. Raznoliki popratni sa-
drzaji poput panel diskusija, simpo-
zija, predavanja i filmskih projekcija
te suradnja s inozemnim galerijama 1
kustosima i1z Kine, Rumunjske, Ceske i
Nizozemske, daju galerijskom programu
multidisciplinarnu notu 1 internacio-
nalnu pluriperspektivnost.

Izlozba naziva You won’t make a (nati-
on) state with us, odrzana od 1. 1li-
stopada do 11. prosinca pzrosSle godine,
kustoskog dua Ursule Marie Probst 1
Waltera Seidla bavi se temom migra-
cije 1 pravima imigranata u Austriji.
Kao polazisnu tocku kustosi su iza-
brali rad Anne Jermolaewe, austrijske
umjetnice rodom iz St.Petersburga koja
je 1989. godine emigrirala u Bec zbog
politickog progona iz rodnog grada
povodom osnivanja opozicijske stran-



came to be known as the Armory Show — at an armory of the National Guard
in New York City in 1913, or the Last Futurist Exhibition of Paintings 0,10

at a gallery in Petrograd in 1915. On the other hand, Altshuler differenti-

ates new curatorial designs in terms of the different aspects of exhibiting:
innovative forms of displays, such as El Lissitzky’s Abstract Cabinet at the
Provenzialmuseum in Hanover in 1927/28 or the Exposition Internationale du
Surréalisme at the Galerie Beaux-Arts in Paris in 1938; expanded notions of
the exhibitionary site, such as in the first Experimental Outdoor Exhibition of
Modern Art to Challenge the Mid-Summer Sun in 1955 organized by the Gutai
group in a pine forest in Osaka, the catalogue exhibition The Xerox Book
organized by New York art dealer and curator Seth Siegelaub in 1968/69, or
the exhibitions on billboards or in daily papers initiated by the Viennese
Museum in Progress since 1990; expanded notions of time, such as the decen-
tralized Documenta 11 in 2001/2, which took place at five platforms; as well
as conceptual-curatorial experiments such as Andy Warhol’s artist/curator
exhibition Raid the Icebox for the Rhode Island School of Design Museum of
Artin 1970, or delegating curatorial authorship in the large-scale exhibition
Dreams and Conflicts at the Venice Biennale in 2003. A number of exhibi-
tions, Altshuler argues, also fit the criteria of both the art historical and cura-
torial ‘canon groups,’ such as the First International Dada Fair in Berlin 1920,
which not only radically breaks with the traditional concept of art, but also
throws all exhibition conventions out the window.*

Given the valid criticism of creating a canon on the basis of art historical or
curatorial criteria, Altshuler sees substantial potential in an ongoing expan-
sion of the characteristics mentioned to include social, economic and politi-
cal factors without wanting to create an irreversible catalogue of criteria. An

19 Ibid., pp. 7-9. See also the contributions on a selection of the exhibitions
found in the Critical Glossary in this volume.

ke u tadasnjem SSSR-u. Uslijed vla-
stitih zrefleksija o imigraciji 1 svim
pripadnim problemima 1 neugodnostima
useljavanja u drugu drzavu, Anna je
zajedno sa svojim studenticama osmi-
slila projekt koji bi temi migracije
pristupio s kriticko-intelektualnog

1 emotivno-osobnog rakursa. Mjesto
radnje bio je austrijski gradic¢ Trai-
skirchen, udaljen dvadesetak kilome-
tara od Beca, u kojem se nalazi kamp
za izbjeglice, ilegalne imigrante 1
azilante. Kroz razgovore sa stanovni-
cima skloniSta, umjetnice su zeljele
ispitati druStvene, ekonomske 1 po-
liticke uvjete zivota te 1ih postaviti
u odnos naspram vecinske populacije
Austrije. Nadovezavsi se na taj pro-
jekt, kustosi su Zeljeli problematizi-
rati status imigranata u austrijskom
druStvu, politicko-pravne restrikcije
koje ih sputavaju, mehanizme drusStve-
nog iskljucivanja te aktualno pitanje
multikulturalizma u zapadnoeuropskim
demokracijama 1 tolerancije prema su-
gradanima razlicite narodnosti, vjere
1 rase. Vecina umjetnika ¢iji radovi
su izlozeni 1 sami su imigranti te su
njihovi vlastiti dozivljaji u velikoj

mjeri utjecali na autenticnost radova.

Koncepti multi-, inter- 1 transkultu-
ralizma bili su i ostaju udomacenom
terminologijom teoretiziranja kultu-
re, no njihova je prakticna povijesno-
drusStvena provedba umnogome ostala
zakinuta, bilo zbog politickih 1 ide-
oloskih zaslijepljenosti ili mazxgina-
lizacije svake dobre volje za provode-

njem tih koncepata. Kustosi smatraju
da realpoliticke programske konze-
kvence ne daju previsSe mogucnosti za
emancipaciju manjina, ve¢ se modusi
jedne takve emancipacije 1 drusStvenog
angazmana moraju traziti u samoozr-
ganizaciji koja skrece s puta zreal-
politickog kompromisa 1 utopisticki
zathjeva pravedniju politiku, bez ra-
sne 1 etnicke segregacije. Kao Sto 1
naslov izlozbe emfati¢no proklamira,
nacija-drzava takvu mozebitnu ‘poli-
tiku’ nije u stanju ostvariti, sto-

ga autori slogana, Petja Dimitrova 1
Can Gulcu, kritiziraju njezinu rasnu
1 etnicku partikularizaciju. Labavi
multikulturalizam viSe nije od pomo-
¢i, deklarativno priznavanje kulturnih
razlika nije rezultiralo punopravnom
integracijom i poboljsSenjem dijalo-

ga s etnickim manjinama, zato kustosi
Zele istaknuti da ‘u vecini slucajeva
zivot migranata nije nuZzno 1 kontra-
hegemonijska moguénost propitivanja
produkcije znanja.’ Kako omoguditi
azilantima 1 izbjeglicama da se nji-
hovi zahtjevi za temeljnim ljudskim
pravima cuju? Na koji nacin artikuli-
rati Skakljiva pitanja medukulturalnih
interakcija onkzraj politickih parola 1
izlizanih predizbornih floskula? To su
neka od pitanja koja kustosi i umjet-
nici postavljaju, ostajuci pritom u
domeni umjetnicke prakse i mogucnosti
participacije unutar nje.

Video uradak Marine Grzinié¢ i Aine
Smid Naked Freedom prezentira mo-



example he cites for this is the Nazi propaganda exhibition Entartete Kunst
(Degenerate Art) that was presented in 13 cities from 1937 to 1941; its signifi-
cance for the history of exhibitions is not derived from its art historical or
curatorial perspective, but from its political-ideological function. Conclud-
ing, he summarizes as follows:

While it can be used for purposes of constraint and limitation, the de-
signing of particular exhibitions as canonical is expansive as well. We
can see this in the way that accounts of major shows have stimulated re-
search on other exhibitions and inspired creative curatorial efforts. But,
in addition, such expansiveness appears when study and new ideation
react against an existing canon instead of reinforcing it. For canons

are dynamic constructs, their identification taking the form of absolute
Jjudgments but functioning also as springboards to further conversation
and inquiry. Like exhibitions, they are nodes in structures of transac-
tion and value.?

In the same volume that includes Bruce Altshuler’s article, which holds onto
a historiography of canonizing individual exhibitions, Simon Sheikh fun-
damentally questions this model. In his contribution with the title On the
Standard of Standards, or, Curating and Canonization, Sheikh highlights the
problems of this approach in great detail. He begins by analyzing the pro-
cess of systematic inclusion and exclusion as constitutive for the concept of
canonization, in which an inherent contradiction is inscribed: A canon is
never complete, it is always too limited and too exclusive, its components
function as prototypes of a genre or an era that are simultaneously supposed
to be transcended and, in this way, they are always ascribed both a specific
and a universal function and meaning. Such a legitimized, authorized stan-

20 Ibid., p. 12.

gu¢nosti promisljanja zajednice i

drustveno-politickog angazmana unu-
tar njih. Montirane su tri razlici-
te lokacije na kojima se na razli-
¢ite performativne, aktivisticke 1
konceptualne nacine problematizira
kontrakapitalisticka akcija. U Lju-
bljani jedna glumica i1 sedmero mla-
dih aktivista, pjesnika 1 glazbenika
diskutiraju o utjecaju umjetnosti na
politiku, kapitalizam, kolonijalizam
1 obrazovanje. U Beogradu umjetnik i
performer SiniSa Ili¢ dekonstruira
nasilje povezujuc¢i odvojene dijelo-
ve kulture i umjetnosti. Na americkom
sveucilistu Duke, autorica projekta

Marina Grzini¢ i ganski teoreticar
Kwame Nimako raspravljaju o Europskoj
uniji i globalizmu.

Rad Can Gulcua, Handapparat Migration
sastoji se od zbirke tekstova, medij-
skih reportaza, studija te dokumenata
koji s jedne strane svjedoCe O povi-
jestli migranata, rasizmu 1 diskzrimi-
naciji nad njima, dok s druge strane
demostriraju odrjesSitost 1 emancipa-
ciju doseljenika, mobilizacijski po-
tencijal odupiranju 1 suprotstavljanju
nesre¢i. Rad ne fungira samo kao aku-
mulacija administrativne papirologije
u svrhu izlozbenog objekta, vec¢ kao



dard is ultimately, paradoxically, always marked by its own instability and
impossibility. In addition to creating a canon of relevant artists and exhibi-
tions, canonizing curatorial praxis implies, above all, the creation of a canon
of relevant curators that, needless to say, can only include a relatively small
circle of singular positions. One example Sheikh gives for this is Hans Ulrich
Obrist’s Brief History of Curating, mentioned above. Even more crucial than
the question of who is and who isn’t incorporated into the canon, are ques-
tions of who has the right to write it in the first place, from which geographi-
cal and historical position, and which mechanisms underlie this legitimacy.
According to Sheikh, the canonization of artists, exhibitions and curators by
curators takes place within hegemonic institutional settings, the positions
of power of which largely depend on three parameters: tradition, the public
and capital. He concludes by engaging with the issue of counter-canoniza-
tion. For Sheikh, the familiar call for and strategy of incorporating thus far
excluded positions into the canon is hardly a model worth considering, as
the perpetuation of the logic described above exacerbates the already exist-
ing problem of the function of representation. As an alternative, he propos-
es bidding farewell to the concept of canonization altogether and instead
devising a conceptual history of art and curating:

Instead of trying to expand the canon, we should dispose of it altogeth-
er, through epistemology as well as what can be termed a conceptual
history of art and curating, drawing upon diverse ideas such as those

of Michel Foucault and Reinhart Kosseleck, in which history is seen
through ideas and concepts in terms of periodization rather than events,
individuals, and, in our case, specific objects.*

21 Sheikh, Simon, On the Standard of Standards, or, Curating and Canon-
ization, in: Viktor Misiano (ed.), M] — Manifesta Journal, No. 11, 2010/11, p.
17f.

polaziste za kriticko suocavanje s
tematikom migracija 1 politickom, eko-
nomskom 1 ideoloskom kontekstualiza-
cijom institucija moci u povijesti.

Video-performans Ane Hoffner I'm too
sad to tell you, Bosnian Girl! ra-
zotkriva svu podvojenost izmedu ci-
vilizirane, gradanske lic¢nosti 1 one
surove, beskrupulozne i instiktivne
li¢nosti koja se neprimjetno talozi
iza kulisa, cekajuc¢i jedan sicusSni tz-
zaj da bljesne. Mirna ispovijest jed-
ne imigrantice odjednom se pretvara

u frustrirani i razjareni bunt pro-
tiv zivota, prislonivsi si pisStolj uz
sljepoocnicu ¢ini se kako je jedini
izlaz razocarane imigrantice pzrijetnja
vlastitom smrcu. Performans prikazuje
ispreplitanje dviju oprecnih ljudskih

osobina, uljudenosti i frustracije,

istovremeno u jednom tijelu prilikom
tjeskobne socijalne konstrukcije su-
bjekta.

Boulevard-Presse Hansela Satoa tra-
vestija je 1 ironizacija dnevnih no-
vina 1 casopisa, posebice kulturnih
stereotipa koji redovito cirkuliraju
medijskom periodikom. Reprezentacija
etnickih manjina 1 imigranata u au-
strijskim novinama naveliko je aso-
cirana s kriminalnom 1 nasiljem, a
konotacijski usmjerena ka ksenofobiji.
Projekt s jedne strane ismijava be-
splatne dnevne novine malog formata
koje su danas postale temelj infoz-
miranja, a s druge strane negativnu
reprezentaciju etnickih 1 rasnih ma-
njina, prikazavsi ih u ovom izdanju
iskljucivo u pozitivnom, cak 1 prepo-
tenciranom ruhu kako bi se medijska
pristranost
jos vise
istaknula.

U lagod-
nom obila-
sku izlozbe,
galerijom
svakih par
minuta odje-
kuje jezovi-
ti glas po-
zivajuci na
jelo: Essen!
Essen! Ja-
mjam! Jamjam!
Rad je to



In addition to this, he also insists that contextualization be part of contem-
porary curatorial praxis, one that does not focus on a individual work or art-
ist, but instead creates artistic, cultural and political contexts and which
understands itself as going against the grain neoliberal imperatives and
encouraging forms of collectivity.

Simon Sheik has gone into further detail on his conceptual history of exhibi-
tion-making in a lecture in 2009, at the first congress of the research project
Former West,*> where he combines several demands from recent theories in
the exhibition field. He argues that what is necessary is an intensive engage-
ment with the complex web of various genres and types of exhibitions, their
methodologies and field-specific ways of functioning, before the backdrop
of the contemporary social and political situation as a significant corner-
stone of this new conceptual history. Accordingly, writing a conceptual his-
tory of exhibition-making should be accompanied by a social history of the
art and exhibition fields. In this way, following Reinhart Kosseleck, connec-
tions can be forged between synchronous events (exhibitions) and diachron-
ic structures (the art and exhibition field), thereby creating a more compre-
hensive image of exhibiting as a discursive praxis that includes: its strategies
of production and representation, of display and mediation, differential
modes of addressing different publics, circulation within local and interna-
tional contexts, as well as processes of validation.

Using a periodization oriented around the pivotal year 1989, Sheikh demon-
strates how it would be possible to sketch a typology beyond the convention-

22 Sheikh, Simon, A Conceptual History of Exhibition-making, Utrecht
2009, http://www.formerwest.org/ResearchCongresses/1stFORMERWEST
Congress/SimonSheikhAConceptualHistoryofExhibitionmaking, (19 Feb.
2012).

Anne Jermolaewe koji reproducira po-
ziv glavnog kuhara kampa Traiskirchen
izbjeglicama da je vrijeme za objed.
Koliko god glas bio zastraSujuci ili
¢ak iritirajuc¢i, veoma jasno ilusti-
rira cjelokupnu pozadinu procesa asi-
milacije 1 integracije imigranata u
tudinsku kulturu, procesa punog po-
dozrivosti 1 submisivnosti, 1 tesSkog
puta k politickoj jednakosti. Para-
fraziraju¢i Saida na jednom mjestu,
Okcident je precesto poistovjecivao
orijentalce s neobuzdanim libidinal-
nim zeljama, njihova Zzivotinjska in-
stinktivnost onemogucavala im je da
misle trezveno 1 racionalno te bi
svaka pomisao na revoluciju bila do-
sljedna kao 1 devino dizanje s tla.
Stoga i kuharov poziv na jelo vulgaz-
no denuncira bilo kakvu duhovno-in-
telektualnu potrebu stanovnika izbje-
glickog kampa Traiskirchen, svodeci
sve njihove potrebe na jednu - onu za
punim txrbuhom.



al listing of individual exhibitions to thematic exhibitions and the catalog
exhibition, to the exhibition as a social project.?? In reference to the notion
of the ahistorical exhibition, coined by Debora Meijers in the context of the
curatorial work of Harald Szeemann, Rudi Fuchs and Peter Greenaway,*! he
differentiates between various types of formats of the thematic exhibition,
all of which ascribe to the discourse of the ‘new.’ A distinctive feature of the
ahistorical exhibition is that it leaves behind the traditional chronological
arrangement that was long a constitutional feature of museal contexts and
favors instead a thematic approach, often consisting of the production of
new artistic works and upholding the figure of the curator as the author of a
subjective narrative of the times. In this way, the institutional context of the
museum comes closer to the model of the Kunsthalle as a site where con-
temporary art is produced. Examples for this include the Centre Pompidou
in Paris and the Stedelijk Museum in Amsterdam. A further type of thematic
exhibition is focused on artistic media such as painting, sculpture, film or
the link between artistic production and media (e.g. ‘art and film’) and sets
the ‘new’ in relation to a tradition (e.g. ‘new painting’). Another type that
has become more prominent in the past decades is the geographic exhibi-
tion, which features the artistic production from a specific location —a city
(based in Berlin, 2011), a country (Young British Artists, since 1988), or a re-
gion (Nordic Miracle, 1990s). These often involve curators who do not belong
to the local scene and who, due to their international perspective, are able

23 Cf. Rattemeyer, Christian, What History of Exhibitions?, in: Jens Hoff-
mann (ed.), The Exhibitionist. Journal on Exhibition Making, No. 4: La Cri-
tique, June 2011, p. 35-39, S. 37.

24 Cf. Meijers, Debora, The Museum and the ,Ahistorical’ Exhibition. The
latest gimmick by the arbiters of taste, or an important cultural phenome-
non?, in: Reesa Greenberg/Bruce W. Ferguson/Sandy Nairne (eds.), Thinking
about Exhibitions, 1996, pp. 7-20.

Zagreb

What Comes Aftex The Show?
On Post-Representative Curxating
Study Visit to Zagxeb

While on-site visits of contemporary
curators all to often put an emphasis
on the discovery of artistic positions
and representations, this study visit
was focused on the very act of curat-
ing in the specific context of the city
of Zagreb trying to trace and to look
into the function and role of the cu-
ratorial at the intersection between
art and society.

We noticed that museum experts, cura-
tors and theoreticians in Vienna and
in Zagreb are currently dealing with
the question of performativity of ex-
hibitions in different realms. Accozxd-
ingly we are interested in thinking
curating as a form of actualization
and debate in order to thwart the
logic of representation both as a dem-
onstration of objective values and
valuable objects as well as identi-
tary ascription. On the one hand the
contributions to the study visit were
related to the question of the post-
representational in a shared sphere of
exhibition, performance, museum, and
dance in general, on the other specifi-
cally with regard to Zagreb. In this
particular locality we addressed the
politics of space and history in the

light of the post-Yugoslavian condi-
tion, neo-liberal economization and
new identity-creating master narra-
tives.

Programme consisted of lectures given
by Boris Buden, Werner Hanak, Petar
Milat and Oliver Marchart; work-

shops led by Martin Krenn, Marty
Hubber,guided city tours by BOLK - Lo-
cal Base for Culture Refreshment, Kon-
traakcija, and Tomislav Domes (pzre-
senting civil initiative Right to the
City); visits to the Gallery Nova (cu-
rated by collective WHW) and Museum of
Contemporary Arts and discussion with
performance collective BADco.

I. INTRODUCTION

1. What comes aftex the show? On post-
representational curating:
Intxoduction to the topic

- Nora Sternfeld, Luisa Ziaja,

Antonia Letinic

Starting point for the argument 1is

the realisation of a current crisis of
representation that has become notice-



to recognize the distinct nature of the works, thereby discovering unknown
and apparently unparalleled positions. The fact that the production of a
discourse of the ‘new’ within thematic exhibitions is strongly determined by
the economic structures of the art market is plain to see when looking at the
exhibition practices at art fairs in the past few years, which have presented
increasingly more elaborate group exhibitions in order to ultimately estab-
lish the place of a selection of individual artistic positions.

The 1990s, however, also recorded a series of alternative designs, or more
precisely, developments parallel to the thematic (large-scale) exhibition.
One example for this is the project exhibition, which emerged from the
context of grappling with the approaches from critiques of institutions and
representation, with the intention of reconceptualizing the exhibition as

an artistic medium. Developed on the basis of a shared authorship within

a collective process, it considers itself to be a form of political practice that
creates a public for approaching heated socio-political issues. An exemplary
case of this are projects at the Shedhalle in Zurich beginning in the early
1990s,* an important precursor to this type were, for example, the exhibi-
tions of the New York artist Group Material from the late-1970s onward.>® A
further alternative model is the un-exhibition format that was introduced
with the alternative art fair Unfair in Cologne in 1992 and with the Messe 20k
in 1995. In the un-exhibition, the exhibition’s temporal and spatial settings
are not utilized in a way that is geared toward presenting artworks, but rath-
er toward the formation of counter-publics. The production of exhibitions is

25 Cf.von Osten, Marion, Eine Frage des Standpunktes. Ausstellungen ma-

chen, in: Olympe. Feministische Arbeitshefte zur Politik, Vol. 19: Dispersion.

Kunstpraktiken und ihre Vernetzungen, Dezember 2003, pp. 59-72.
26 Cf. Ault, Julie, Show and Tell: A Chronicle of Group Material, London
2010.

able since the 1960s in several areas:
1) in the arts sector (no new develop-
ments), 2) in the theatre (post-dra-
matic theatzre), 3) on the museum and
exhibition scene and 4) in the uzxban
environment (challenge of powerful
representations), 5) in the political
field (challenge of democratic institu-
tions and practices, such as a policy
of identity). Deconstructivism and
criticism combine with some forms of
political activism.

Major questions were:

1. What can post-representational cu-
ratorial practices learn from the
processes of dematerialisation, con-
ceptualisation and relationality in
artistic practices since the 1960s?
2. What can post-representational cu-
ratorial practices learn from post-
dramatic theatre and performance?

3. What are formats/strategies of
post-representa-

tional curating?
4. How to think
of curating as a
post-identitarian
political pzrac-
tice?

5. How can we
thwart identity
and representa-
tion 1in oxder to
think of solidarz-
ity and relation?
6. How to strug-
gle with our own

representational role in the cultural
fleld and its economised and at the
same time depoliticising implica-
tions?

As a site for the thematic input and
discussion the Klub mama - Multimedia
Institute, which opened in 2000, was
selected; it is a venue for criti-

cal artists and theoreticians and has
become a meeting place of different
(marginalised) communities.

2. Curating what, how and foxr whom?
— Ana Devié

Galerija Nova and the curatorial
practices of WHW. WHW / What, How and
for Whom is a curatorial collective
based in Zagreb. Formed in 1999 WHW
has organized a lot of exhibitions
and publishing projects; since 2003

.




replaced by the production of discourses. Examples of this practice are De-
potin Vienna, founded in 1994 by Stella Rollig, national curator at the time
and the Kunstverein Munich’s program from 2001 to 2004, for which Maria
Lind was responsible.

Manifesta, the first European biennale for contemporary art, which began
in the mid-1990s, stands for a particularly interesting development. Based
on the two-year rhythm established by the Venice Biennale in 1895, each
Manifesta is held in another European city and takes the specificity of each
location into consideration. It is just as committed to developing new, inno-

vative and conceptual artistic practices as it is to creating links to socio-polit-

ical issues. Manifesta is organized collectively by a new curatorial team each
time and has a distinctly processual and discursive character. Accordingly, it
is an amalgamation of a number of different types of exhibitions and bears
witness to the complexity of creating a possible taxonomy of historic and
contemporary exhibition models.

In contrast to the project of canonizing individual events and actors, the
project of writing a conceptual history of exhibition-making holds the
greater potential of having the capacity to negotiate its complexity through
constantly new convergences. The fact that such a project must be both col-
lective and polyphone is evident, and can be understood as a demand that
needs to be seriously considered in both current and future research on the
topic.

the group has directed the Galerija
Nova in Zagreb. The gallery was es-
tablished in the 1970s and ran an
interesting programme at that time.
That i1s why WHW tries to work with
different generations of artists.

What, How and for Whom are the three
basic questions of every economic
organisation that also concern the
planning, concept and realisation of
exhibitions, as well as the produc-
tion and distribution of works of art
or the artists’ position in the la-
bour market. These questions, which
were the title of WHW ‘s fixrst project,
dedicated to the 150th anniversary of
the Communist Manifesto in Zagzreb 1in
2000, became the motto of WHW ‘s work
and the title of the collective. In-
fluenced by the cele-
brated Slovenian phi-
losopher Slavoj Zizek,
the exhibition sought
to draw attention to
the manifesto’s con-
tinuing relevance 1in
the search for al-
ternatives to a zruth-
less economic system,
despite the failure
of its central pre-
diction that capital-
ism was doomed. The
WHW team, made up

of Sabina Sabolovié¢, Natasa Ilié, Ana
Devié and Ivet Curlina, broke new
ground in the self-definition of a
post-communist East European identity.

II. WALKING IN THE CITY /
URBANISM

Three walks through the city were un-
dertaken to find critical perspectives
of the urban environment. The group
[BLOK] led the way to the Upper Town,
and the theoretician Boris Buden 1in-
troduced a student centre, which en-
joyed great importance during the
communist era.

1. [BLOK] - Local Base fox

Cultuxe Refreshment

[BLOK] is a non-profit and non-govern-
mental organisation that produces and

organises innovative artistic events.

It works on widening and changing
public spaces, soliciting the paz-
ticipation of citizens, and on hybzrid
artistic research projects focus-



What comes after the show? On post-representational curating®’
— Nora Sternfeld and Luisa Ziaja

Let us start with an example: In 1968 Graciela Carnevale locked the audi-
ence of her opening inside a storefront gallery and left. Her exhibition creat-
ed a situation that forced spectators to act: After an hour of growing tension
a passer-by smashed a glass window allowing people to escape. Carnevale’s
performance triggered the very act of leaving the gallery, of escaping from
the institution. In 2007 a photograph and accompanying text of Carnevale’s
‘confinement’ action were presented at Documenta 12 in Kassel. There it
also served as a reference for the art education project Seeing on the brink of
chance by Claudia Hummel and Annette Krauss: An action entitled Testing
Carnevale (Image). What happened between these two moments? And what
could that mean for contemporary curating and educating?

Both the critique of representation and the critique of the institution were
essential parts of the avant-garde in the course of the 20th Century. These
approaches were marked by the dilemma between refusing the institution,
or subverting it, and being appropriated by it. This impossibility of escap-
ing institutional logics became a ‘leitmotif’ of institutional critique that
was accompanied by a reflexive turn in exhibition theory. After putting all
conditions of exhibiting and representing as well as associated types of the
institutional logic into question in recent years an advanced segment of the
field of art and exhibitions has increasingly been raising the question of cu-

27 Currently we work together with the curator Natasa PetreSin-Bachelez
and the political theorist Oliver Marchart on processes and strategies in art
and politics after representation under the title What comes after the Show? .
The lecture at SCCA-Ljubljana marked a starting point for our engagement
with this topic.

ing on rethinking social phenomena
and urban structures. [BLOK] deals
with creating and preserving a con-
tinuum of artistic effects in the pub-
lic space. Team: Ivana Hanacek, Ana
Kutle$a, Marijana Rimani¢, Sonja Soldo
and Vesna Vukovic.

During the city walk two members of
[BLOK] presented the UrbanFestival
called (Im)possibilities, which was
held in 2010: The festival focused
on the surveillance of public space,
culture, history, everyday life.., pay-
ing special attention to cultural
policies as a subtle form of con-
trol. UrbanFestival tried to researxch
and critically discuss conditions of
these urban entities, and - through
various urban installations and in-
terventions - to offer alternative
possibilities for using public space
or to introduce the subject matter of
public space in the public discouzse.

The Festival of 2010 took place at
various sites in the Upper Town, the
historic and political centre of Za-
greb. In recent years a number of of-
fices of state and city government and
administration have been transferred
to this area. The result was that
this part of the city became subject
to extreme surveillance and policing,
and its dynamic urban flair was lost.
Public assemblies and demonstrations

in this zone are generally prohibited.

The UrbanFestival 2010 was to intez-
vene 1in this strictly regulated area.

The programme went beyond the scope
of the specific site, addressing also
basic issues of urban development.

Meanwhile it has become an artistic
practice to intervene in public space,
to make it a topic and to occupy 1it.
Museums and exhibitions, too, try to
leave the classic sites - however, the
question arises if the mode of repre-
sentation will also change?

2. Boxis Buden: I think I've seen it
befoxe

Boris Buden is a writer and crit-

ic based in Bexrlin. In his lecture

he stated that the so-called post-
communist condition was discuzrsively
constructed around a number of ster-
eotypical binary oppositions - de-
mocracy versus totalitarianism, free-
market economy versus command economy
etc. This would allow for imaging a
radical historical break between the
democratic present and the commu-
nist past. Buden referred to Walter



ratorial agency. Presuming that there is no external standpoint for criticism,

the question ‘What is to be done?’ is being asked and undergoes a variety of
deconstructive turns.

One of these turns is the transition from curating to the curatorial: Beatrice
von Bismarck understands the curatorial as a cultural practice that goes
well beyond the mere organizing of exhibitions and specifically has ‘its own
procedure for generating, mediating for, and reflecting on experience and
knowledge’. Thus the curatorial leaves the logic of representation: exhibi-
tions are no longer sites for setting up valuable objects and representing
objective values but rather spaces for curatorial action in which unusual en-
counters and discourses become possible, in which the unplannable seems
more important than, say, precise hanging plans. Emphasizing the referen-
tial and relational dimensions of presenting art transforms exhibitions into
spaces where things are ‘taking place’ rather than ‘being shown’.

In this text we would like to examine the current situation and generate a
catalogue of post-representative possibilities for curatorial work. We will
start by retracing the history of struggles with representation in artistic and
curatorial work since the 1960s. In a second part, we will relate these strate-

gies to specific logics of the museum with the aim of establishing new forms

of agency.

1. The crisis of representation
The understanding of art as a representational practice has been contested
on many levels and with various approaches since the early 20th Century,

however with their heavy criticism of the Greenbergian modernist discourse

and its advocacy of painting and sculpture the 1960s marked a paradigm

shift in both artistic and subsequently curatorial production. The traditional

notion of artistic activity has been expanded into a diversity of forms ever
since, comprising among others text, sound, video, installation, happening,
environment, performance, encounter. In order to characterize and under-
stand this crisis of representation we will focus on three aspects: the status

Benjamin, who warned us that the fu-
ture, as a change towards the better,
could emerge out of our past only
after we had filled out this past with
our present. This means, after we have
discovered the sameness between our
present and our past. We are entering
a time where rupture is not rupture
anymore. Buden suggested to focus on
contingency and ambivalence rather
than on ‘the big rupture’. The ques-
tion was what has remained the same
in Zagreb and in Post-Yugoslavia and
how could it be remembered, in oxder
to bridge the gap between the dif-
ferent eras? For example, the capi-
talisation that took place before the
rupture: Students in the 1980s pro-
tested against the commercialisation
of education (the tourist industzry
influencing the University Department
of Philosophy). In the post-communist
era protests were directed against
neoliberal capitalism and its 1influ-
ence on the system of education. Ac-
cording to Buden, it would be moze
interesting to examine similaxr phe-
nomena as to their differxences than to
constantly re-
enact the big
rupture.

That 1is why Bu-
den suggested
a walk to a
student centzre,
which was very
important duz-

ing the communist period, because the
works of avant-garde artists and film-
makers from East and West were shown
at this place. The irony in the talk
of Boris got lost during the walk to
the student centre, because the site
still caters for students, provid-
ing them with restaurants and working
rooms, a few galleries, a music venue,
a theatre and so on, but the spirit
of the place has changed. Boris Buden
evoked an impressive and vivid atmos-
phere, but it was not possible to find
out what actually were the relations
of the activists of the past to those
politically active today.

3. Marty Hubexr: Queering the nation
and other traces

Marty Huber is a dramaturge, per-
formance theorist and queer activ-
ist. In 2007 during the Zagreb Queer
Festival the artist Zeljko Zorica Si$
installed a plaque of H. C. Zablu-
dovsky at the crossing of Nazorove

/ Kovaciceve ulice, who joined the
movement also as
a possibility of
_« being together.
. Although the

% plaque was al-

| lowed only for
six months, it
stayed in the
place till it
was vandalised.



of the art object, the relation to the viewer, and the relation to the institution.

Dematerialization — The status of the art object

Rather than displaying finished artworks understood as entities, the exhi-
bition space replaced (re-)presentation by experience —an experience that
was not built on artefacts but on ideas and concepts in order to escape the
increasingly commodified representational mode of exhibiting. Harald
Szeemann’s seminal 1969 exhibition Live in Your Head: When Attitudes Be-
come Form. works — concepts — processes — situations — information at Kunst-
halle Basel is considered to be the first major survey of conceptual art in Eu-
rope. It gathered a generation of North American and European artists, who
worked process-oriented, with new strategies of installation, environment
and happening and, as Szeemann put it, ‘the artists took over the institution’
that turned from a representational space to a space of ongoing production.
While some artists intervened into the physical conditions of the exhibition
others transcended and dematerialized it altogether by taking it out of the
given framework: Richard Long for example went on a three-day hike in the
Swiss mountains. Lucy Lippard’s annotated chronology Six Years: The De-
materialization of the art object from 1966 to 19728, first published in 1973,
bears witness of the variety of artistic strategies that questioned, inverted,
expanded or rejected all possible material, social and political parameters of
art, its production, presentation and reception.

Drawing from these critical approaches the very act of exhibition making
was increasingly appropriated as (collaborative) artistic practice opposing
the authoritarian figure of the curator established by Harald Szeemann with
the aim to address often marginalized socio-political topics. The artist col-

28 Lucy Lippard, Six Years. The Dematerialization of the Art Object from 1966
to 1972, Berkeley/Los Angeles 1973.

From this starting point we looked
at hetero-normativity and the na-
tion state, by walking through the
city using ‘swarm intelligence’. The
experiment showed how one’'s view of

the city changes as soon as one moves

in a collective with certain rules
(‘swarm’). Speed and direction will
govern the look upon different sights,
leading to unusual inter-actions with
other passersby. A major point of
reference is ‘trace’, a term fixrmly
anchored in the arts of performance.
‘Following traces’ could be interest-
ing for curating exhibitions as well
as visiting exhibitions.

ITI. INSTITUTIONS / NEW ZAGREB

1. Kontrxaakcija: Muzej Kvarta

The association of young museologists
Kontraakcija is a non-profit socio-

cultural organisation established

in 2009 as a platform of the project
Muzej Kvarta (Museum of Neighbour-
hood). It functions as a ‘mirror’ zre-
flecting its surroundings and, 1in
doing so, it has lost its institu-
tional image, engaging in action

and counter-action at the same time.
Muzej Kvarta is a project of a mo-
bile character; it travels from one
neighbourhood to the next. The spe-
cific social situation of New Zagzreb
is characterised by the fact that
this district is more oxr less cut off
from the socio-cultural life of the
city. This furthers apathy and in-
difference in the immediate environ-
ment and leads to a stagnation of the
communal development in all areas,
though the individual housing blocks
are equipped with an infrastructure
(schools, kindergardens, shopping cen-
tres..) that makes them function as
districts of their own. The aim of
the Muzej Kvarta project is to coun-
teract the feeling of marginalisa-
tion, to strengthen the
identification with this
part of the city and to
Y. initiate new forms of
inter-action among the
residents by address-
ing the uzrban, cultural
and social charactez-
istics of each district
in co-operation with the
residents. Furthermore,
young and socially com-
mitted artists, familiaxr



lective Group Material defined the display of art as political event and de-
veloped a working method that critically juxtaposed art, information, and
cultural objects in a democratic process. Referring to feminist writer Bell
Hooks, Group Material employed a policy of inclusion in order not to mirror
oppressive structures and conceptualized their exhibitions and projects as
forums, which leads us to the second aforementioned aspect: the radically
altered relation to the viewer.

Involvement— The relation to the viewer

In contrast to the modernist contemplative mode of reception the viewer

is not only directly addressed and challenged to react but in a much earlier
state of a project invited to become an intrinsic, defining part of it. This
radical turn from instruction to participation characterizes a new notion of
the viewer that Suzana Milevska termed a ‘paradigm shift from objects to
subjects’®. For their multipart project Democracy conceived for the Dia Art
Foundation in New York in 1988, Group Material organized a social plat-
form preceding and accompanying collaboratively produced exhibitions in
the form of roundtable discussions and town meetings to ‘undo the notion
of expertise, to replace the singularity of the proscenium with the multiplic-
ity of the audience’®. In the same series Martha Rosler realized If You Lived
Here ...: The City in Art, Theory, and Social Activism, a discursive, site-specific
research and exhibition project in 1989, dealing with the pressing topic of
homelessness in New York City. Rosler opened up the institution for a six-
month process involving a wide range of actors with various backgrounds

29 Suzana Milevska, ‘Participatory Art. A Paradigm Shift from Objects to
Subjects’, Springerin, No. 2/2006.

30 Doug Ashford, ‘Group Material: Abstraction as the Onset of the
Real’, transversal, 09/2010, http://eipcp.net/transversal/0910/ashford/en
(03/30/2012).

with the specific reality of the dis-
trict, are involved in the artistic
design of the interventions. Address-
ees of the presentations in the pub-
lic space are above all the residents
of the district, but guests from
outside are also welcome. The Muzej
Kvarta has no predetermined parame-
ters. The only thing predetermined 1is
the neighbourhood. It works according
to the logics of a site-specific ap-
proach - taking site-specifity seri-
ously. Not a monumental museum, but
a museum brought together with the
community

The low budget project Muzej Kvarta
has maybe more impact on the zresi-
dents of New Zagreb than the repzre-
sentative MSU. The process of pro-
duction is more impoxrtant than the
product (exhibition), but the exhibi-
tion 1s necessary for initiating the
(communication) process. Bridging the
gap between curatorial and communi-
cating practices.

2. Museum of Contemporary Arxt /

Muzej suvremene umjetnosti (MSU) -
Visit of the collection focusing on
post-xrepresentational works of art

The Museum of Contemporary Art was
located at the city centre of Za-
greb until 2003 when a new building
at New Zagreb was planned to upvalue
this part of the town, but it takes

very long time till the museum could
open up. The museum finally opened in
2009, so the future will show, if the
concept will be a successful.

The Museum has many avant-garde wozxks
of art which bear testimony to polit-
ical engagement (conceptual art, min-
imalism..). Howevexr, the fact of hous-
ing a collection of concept art does
not necessarily have an effect on 1its
presentation.

Exhibition: ACTIVE ART - New Tenden-
cies 50 Years Later (1961-1973), MSU
Curatoxr: Ivana Jankovic

The New Tendencies exhibition offers
an insight into one of the most im-
portant regional artistic movements
in the second half of the 20th centu-
ry, and 1is an interesting demonstra-
tion of the topicality of the artists’
ideas. This large project not only
celebrates an anniversary, but also
provides a chronological overview. It
shows the artistic importance of Za-
greb and of what was then the City
Gallery of Contemporary Art on the
cultural map of Europe. One part of
the exhibition is dedicated to the
rich documentary and archival materi-
als pertaining to the New Tendencies
movement. While the New Tendencies
movement thrived, local artists paz-
ticipated in five large pzrojects; the
concept of these five different ‘topics’
is clearly represented by the current
exhibition.



thus transforming the art space into a social space. If You Lived Here ... is
considered as a groundbreaking point of reference for collective and partici-
patory work in the art and exhibition context. Different from many later ap-
proaches that French author and curator Nicolas Bourriaud called Relational
Aesthetics* and that have been criticized for their undifferentiated and
sometimes depoliticizing notion of relations, Rosler’s collaborative project
provoked situations that also put its own framework and context to test. It
didn’t shy away from formulating an inherent critique of the Dia as hosting
institution that had triggered gentrification processes in the area. Accord-
ingly the relation to the institution is the third aspect to shed light on here.

Critigue— The relation to the institution

The first generation of Institutional Critique intervened into the specific
protocols of production, presentation and reception of visual art in the late
1960s and 70s —employing methods of historical research, investigation
and context analysis and thus, time and again, imagining a possible outside
of the institution. Since the 1990s, however, critical approaches are much
more aware of their own involvement and complicity in the social, economic
and political structures of the field of art. This second generation of insti-
tutional critique pointed its examinations at the increasing relevance and
impact of private corporations in a highly differentiated institutional land-
scape. Taking into account that the art historical canonization of institution-
al critique contradicts its initial intentions, recent approaches try to actual-
ize institutional critique as an analytical tool, as a method of self-reflection
and as instituting practice that aims at social change.

31 Nicolas Bourriaud, Relational Aesthetics, Dijon, 2002.

One question of the discussion was:
Maybe it 1is productive and interest-
ing that a work of art ‘hurts’ an-
other one? This might be interesting,
but still, the discussion would re-
main within the scope of a discouzrse
about art. The representational az-
chitecture, spaces and structures are
so strong that it seems difficult to
overcome the representational log-
ics of the museum. The museum 1is a
representation of functionalism mozxe
than it i1s functionalist. The func-
tionalist architecture in Novi Zagreb
does not touch the MSU. The Museum
itself would have to become politi-
cal. It should be an important part

of the policy of the Museum to fulfill
what political artistic practices are

aimed at.

IV. LECTURES

1. Wexnex Hanak-Lettnex: Exhibition
as post-drama?

Wernexr Hanak-Lettner, curator at the
Jewish Museum Vienna, tried to mizx-
ror museum and exhibition against
the medium of the theatre, to find
out more about the exhibition and
its rules as a medium. Why are the
emotions aroused in the visitors of



2. Post-representational curating

After this brief historical overview we now propose the ‘post-representation-
al’ as a concept of intervention into classical curatorial tasks. This implies a
revision of the role of history and research, of organizing, creating a public
and education. This will be done from three agency-oriented perspectives:
Performing the Archive, Curating as Organizing and Turning to the Educa-
tional, which together open up a yet unfinished catalogue of criteria for post-
representative curating.

Performing the archive

New Museology has conceptualized the museum as a space of violence,
economy, discipline, and police, among others. And artistic practices of
Institutional Critique as well as scientific studies have analyzed the specific
logics of collecting. Let us have a look at the history of the museum and of
its depot as an archive®* and see how a critical, performative approach could
be developed: The archive and its methodology, function and ideological
underpinnings have been scrutinized in recent years from different perspec-
tives and by a range of disciplines involved in museums and exhibitions. It
has become a contested space where the notion of history, historicization,
canonization, legitimized actors and objects as well as possible counter-his-
tories are disputed and negotiated. Thus artists, activists and curators have
not only challenged the concept of the archive but have actively employed

its methods in a performative way in order to establish practices of counter-
historicization. Against this background we firstly think curating as actual-
izing: as a way to relate to history from a strictly contemporary perspective.
One early example for practices of counter-historicization is the information
service by Ute Meta Bauer, Tine Geissler und Sandra Hastenteufel at Docu-

32 We owe these thoughts to our colleague Martina Griesser-Stermscheg
and her historical and theoretical work on the museum depot.

an exhibition usually not as strong
as those in the spectators watching
theatre productions? Exhibitions are
more open than theatre productions,
the visitors to the museum have to be
more active than the audience in the
theatre. Nevertheless, the two insti-
tutions - museum and theatre - have
also common points of contact. They
are both capable of producing shows,
of staging parts of their repertory.
However, in contrast to the museum
the theatre is able to deconstruct
its own dramatic creations by open-
ing new vistas of performance in
wider dimensions. That is what we
call post-drama. It is easier for the
theatre to get rid of old-established
traditions because theatre deals with
fiction. But the form of reception

in museums 1s avant-garde: walking
through an exhibition is some kind of

performative practice, highly self-de-

termined and open. Why is it so dif-
ficult for museums to overcome repre-
sentative modes?

2. Oliver Maxcharxt: Dancing politics.
Some reflections on commonality, cho-
reography and protest

The philosopher Oliver Mazrchart,
based in Vienna/Basel, dealt with
dance not as a particular form of
art, but concentrating on the im-
portance of dance in political prac-
tice. He referred to current protest
movements, the activities of which
are accompanied by various forms of
dance, music or performance. A fa-
mous quotation which was erroneously
attributed to the US-American feminist
and political activist Emma Goldman:
‘Tf T cannot dance, it is not my zrev-
olution.” But Oliver Marchart did not
define dance as a political practice;
he dealt with the meaning of dance
within political activism. First he
asked why this quotation has become
so successful: Is it a proclama-

tion of the right of self-
expression within consumer
capitalism? Has individual-
ism gained in importance
(the only authority being
one’'s own conscience)?

Is subjectivation an iden-
tity-forming process? There
1s no revolution without
excessive supplement. Sec-
ondly, he referred to the
assertion of Hannah Arendt that dance
has the same structure as political
activism. Arendt contrasts individual



menta 9 in 1994 that used archival methods to reclaim feminist histories in
the exhibition context. Here, the archive is understood as a discourse that
intervenes in the hegemonic canon of knowledge. Often these practices are
based on collaborative research and knowledge exchange, which leads us
to a second condition of post-representative curating: an understanding of
curating as enabling processes of collaborative knowledge production with
an unexpected outcome.

Curating as organizing

A post-representational approach understands curating as a way of being
active. In Outside in the Teaching Machine* the postcolonial theorist Gayatri
Spivak reads Foucault with Derrida and makes us understand that ‘savoir/
pouvoir’ — the two French words for knowledge and power —are not only
powerful nouns, but also verbs. ‘Savoir’ means knowing and ‘pouvoir’ being
able to. Like in ‘savoir vivre’, Spivak connects the two verbs, and it is exactly
in this sense that she re-reads Foucault’s ‘savoir-pouvoir’ as ‘being able to
do something’. While in reflexive museology the ‘exhibitionary complex’ has
been theorized along the lines of power and knowledge, we suggest with Spi-
vak to think exhibitions as spaces of agency with curators who are able to do
and to change something.

Moreover, following James Clifford and Mary Louise Pratt, exhibitions can
be understood as shared social spaces where different agents come together
and act. This concept of the contact zone is based on contingency and pro-
cessuality: It is a space of negotiation in which the meaning of words and
things is not fixed but always open to discussion. Representation is replaced
by process: Rather than dealing with objective values and valuable objects
curating entails agency, unexpected encounters, and discursive examina-

33 Gayatri Spivak, Outside in the Teaching Machine, London, 1993, p. 34.

happiness to public happiness (act-
ing together, beginning something new
as a revolutionary experience, act-
ing taking place on the public stage).
Acting together is more important
than the outcome of any performance;
there is no ‘product’ of political
acting.

Another example was
the protest move-
ment at the To-
ronto G20 meeting.
In confrontation
with the police

a love dance took
place, with the
young people shout-
ing 'You're sexy,
you're cute, take
off that riot suit!’
- dance as a form
of tactical frivol-
ity. Instead of waiting for the big
revolution, act now - strategies of
minimal politics.

V. CURATORIAL PRACTICES

1. Tomislav Domes: Right to the City
Zagxeb

Right to the city is an initiative
and campaign that contests the eco-
nomic over-exploitation of urban
space, the corruption of public gov-
ernance for the benefit of private

interests vis-a-vis public interests,
and unsustainable urban development
policies. The initiative was estab-
lished as a collaboration between
cultural and youth organisations.
The initiative protested against the
building of a shopping mall in the
very centre of Zagreb’'s pedestrian

zone, for which several laws had been

suspended and public space had been
allocated to private enterprises. What
matters 1s to stimulate public aware-
ness of the rights of the population
to the public space.

Actions, even though they took on an
artistic guise, were those of occupa-
tion and demonstration.

How museums and exhibitions can take
part in current political debates?
How can exhibitions oxr exhibitions
practices enter public spaces for po-
litical statements?



tions. However, in collaborative discussions asymmetric relations between
participants have to be taken into account. Thus, as Clifford points out, the
aim should not a ‘give-and-take that could lead to a final meeting of minds,
a coming together that would erase the discrepancies, the ongoing power
imbalances of contact relations.”** Accordingly, post-representational curat-
ing creates spaces for negotiation, openly addressing contradictions within
seemingly symmetrical relations. This also may involve conflict as Clifford
speaks of the contact zone as a conflict zone. And Oliver Marchart, who un-
derstands curating as the organic intellectual task of organizing, defines the
curatorial function as ‘the organization of conflict’ taking into account that
antagonism cannot be organized.* Hence the curatorial function consists
in taking a position that transcends the mere logic of the institution. Both
references show that critical curating as agency does not only become pro-
cessual but is potentially conflictual.

Turning to the Educational

In the inaugural issue of e-flux journal, Irit Rogoff, under the title ‘Turning’>°,
calls attention to the recent ‘educational turn in curating’, thereby naming
important shifts in the understanding of both practices: Curating no longer
means the mere mounting of exhibitions; education no longer means the
transmission of existing values. Thus we are dealing with a turn in two are-
nas, the curatorial and the educational. Rogoff does not simply connect the

34 James Clifford, Routes. Travel and translation in the Late Twentieth Centu-
ry, Cambridge, Mass./London 1997, p. 193.

35 Oliver Marchart, ‘The Curatorial Function, Organizing the Ex/position’,
Curating Critique (eds. Dorothee Richter, Barnaby Drabble), Frankfurt am
Main, 2007, pp. 160-170.

36 Irit Rogoff, ‘Turning’, e-flux Journal, 2008, http://www.e-flux.com/jour-
nal/turning/ (03/30/2012).

2. Maxtin Krenn: Possibilities and
difficulties of art and activism in
the public sphere - Case studies

The artist Martin Krenn presented the
following project: The five days ac-
tion ‘Statt Rassismus’ (Instead of Rac-
ism) used the ‘vehicle’ of an elec-
tion campaign like a Trojan Hozrse.
The project was carried out in coop-
eration with the Institute for Educa-
tion Science of the University Inns-
bruck. What was called for was not to
agitate for a certain political pazty,
but to invite passersby to take ac-
tive part in a policy critical of
racism and encouraging solidarity. A

passive understanding of politics is

counteracted by active participation
in political processes. There were
different possibilities of partici-
pating in the project, for example,
video messages, a website, an opinion
platform with marquee and (Foxum-)
theatre play on site. In an election
campaign container discussions could
be held about campaign slogans, about
demands critical of racism, defini-
tions of racism and many other sub-
jects.

The collected statements of the city
population as to what a city govezrned
by fair principles without racism
could be, can be read on the project
website and have also found their way



two, curating and educating - which would be a rather traditional enterprise,
as the modern museum since the French Revolution conceived itself as an
educational institution. Traditionally, in addition to collecting, preserving,
and researching, the tasks of representing and mediating were understood
precisely as the educational tasks of the museum. Moreover, the educational
aspect of the museum —we owe these ideas to the reflexive turn of the New
Museology — has first and foremost been a technique of power, aimed at ab-
sorbing and internalizing bourgeois values. But Rogoff’s point is a different
one: In the ‘educational turn’ education is not about handing down existing
national and bourgeois values, as Tony Bennett would have it, nor about the
reproduction of legitimized knowledge, but about exploring possibilities of
an alternative and emancipatory production of knowledge that resists, sup-
plements, thwarts, undercuts, or challenges powerful canons.

3. Questions

We would like to conclude this rough sketch of approaches to post-represen-
tational curating with several questions that in our view could take it a step
further:

Who is acting? — One characteristic of the post-representational is the re-
distribution of agency. Referring to Gabriele Brandstetter’s post-dramatic
thoughts on the ‘grey zones’ of the participation of the viewer?” post-repre-
sentational curating would imply the organization of such grey zones that
make action possible —where something can happen. But who is acting?
Actions could be triggered by objects and artworks in interplay with a variety
of different agents such as activists, artists, theorists and curators. What is
the time of the curatorial? —If we think the post-representational as proces-
sualization time plays an important role. The classical curatorial discourse

37 Gabriele Brandstetter, ‘Figurationen der Unschéirfe. Der (Un)beteiligte
Betrachter’, Texte zur Kunst, 58/2005.

into a series of posters, which were
presented in a small exhibition. All
kinds of art practices with politi-
cal engagement are based on strategic
alliances with people and institu-
tions outside the world of arts. Art
and activism 1is no contradiction. But
how can art projects in the public
space become political? - was one of
the main questions raised undexr the
project.

Other questions were: Why did Maz-

tin have to go to a university? Why is
there not such a support in a Museum?
What would it mean if the Landesmuse-
um Ferdinandeum would have been in-
terested in supporting such a project?

INSTEAD OF A CONCLUSION

What 1is the specific quality/lack of
museums/exhibitions? Museums are de-
fined by dealing with objects; the
product (exhibition) is in the centze
of attention; it is a slow medium, not
very self-reflexive > in these zrespects
museums and exhibitions can leazrn
from other practices. But Museums/ex-
hibitions are also ‘avant-garde’ 1in
some respects:

taking fragmentary objects serious-
ly, there is no need to deconstruct
‘coherent narratives’

the public has to take part in re-

constructing narratives/memory more

actively than in theatre,
performance

the bodies of the visitors are
involved

How it 1s possible, to strengthen
these qualities? Changing the In-
stitution? How can we work with the
idea of minimal politics in oxdexr to
enter in and change the representa-
tive institutions? Can we smuggle?
What can be subversive practices? How
can we overcome the petrifying log-
ics of institutional structures 1in
order to achieve agency? How can we
squat time 1in order to break into
the capitalist time logics? How mu-
seums could become political insti-
tutions? Or 1s it mozxe successful to
leave the representative institution
like Muzej Kvarta?

Changing practices | Discourse and
Agency. City 1s a contested space. We
can also think museums and exhibi-
tions being a contested space. Curat-
ing is not only a practice of knowl-
edge production, it can also initiate
processes. How to establish discouz-
sive practices and critique within the
institutions and in public spheres
(between curators, public, media, (art)
critique, and scientific communities).

Who 1s able to act in museums and
exhibitions? Post-Hoc-theatre estab-
lishes possibilities that something
can happen. What can happen in muse-



is about creating space — but how can we think curating as a creation of
critical time? Where do we want to go by overcoming representation? — Pro-
cessualization and transformation of institutions appear to be progressive
strategies. But the fact that process and transformation are essential govern-
mental techniques of neoliberal capitalism has to be taken into account as
well. Therefore a critical post-representational practice of curating should
be defined as a practice that challenges what can be seen, said, and done by
taking a position of solidarity with what is outside of the institution, with
actual social debates, fights and movements.

ums and exhibitions? How can we think
curating as a participatory practice
in the city without establishing pa-
ternalistic strategies? Participation
means to be involved in defining the
rules of the game, not only take part
in a game. What would be a methodol-
ogy of acting ‘together’?

Translation? There are a lot of trans-
lations between visual arts, dance,
performance and theatre. But there are
not so many attempts to find relations
between the medium of exhibition and
other forms of staging. The artistic
intervention in permanent exhibitions
1s one principle connecting art prac-
tices to (cultural) museums. But art
intervention need not change the rep-

resentative logic of the museum itself.

Performance, post-drama etc. decon-
struct representative practices, but
they need not be political engaged. So
how a relation between content (en-
gaged art, political issues ..) and
post-representational visual forms can
be established?

Demokracija je pxihvacanje
kontingencije

U sklopu studijskog posjeta naslov-
ljenog What Comes After the Show? On
Post-Representational Curating boravio
je, izmedu ostalih, Oliver Mazrchart,
politic¢ki teoreticar, filozof i gramsi-

jevac.

— razgovarala Tihana Bertek

http://www.kulturpunkt.hxr/content/demo-
kracija-je-prihvacanje-kontingencije

Oliver Marchart predaje na odsjeku za
sociologiju pri SveucilisStu u Luzez-
nu 1 autor je knjiga Post-Foundatio-
nal Political Thought: Political Di-
ffexence in Nancy, Lefort, Badiou and
Laclau (2007), Cultural Studies (2008),
Die Politik der Biennalisierung (Koéln
2008), Die politische Diffexrenz (2010).
U sklopu programa Marchart je odzrzao
predavanje naslovljeno Dancing Poli-
tics. Some Reflections on Commonali-
ty, Choreography and Protest, baveci
se temom ‘plesno angazirane politi-
ke’, odnosno uloge plesa u politickim
praksama. No, s obzirom da se ¢ini
kako rasprava o umjetnosti u javnom
prostoru postaje sve izravnije pove-
zana s teorijama demokracije, s Mazx-
chartom smo, u sklopu studijskog po-
sjeta odrzanog u Zagrebu od 12. do 15.
svibnja 2011. u organizaciji udzruge
Kurziv i1 beckog kustoskog kolektiva
schnittpunkt - ausstellungstheorie und



Curating and the Importance of an Artwork
— Andrzej Szczerski

Contemporary curatorial practice appears to be dominated by two main
approaches. The first perceives curating as an act of social relevance, which
allows the translation of art into something relevant to the public sphere
and current social or political debates. Hence the exhibition or any other
form of curatorial practice needs to transgress the limits imposed on art by
traditional art history or art criticism and speak the language understood by
mass audiences. Curating, therefore, is given an almost moral dimension
and situates itself between research, teaching and reform. This approach is
particularly favored in those parts of the world where contemporary art has
an explicit role in processes of political change, while exhibitions and cul-
tural institutions are urged to contribute to the transformation process. One
such region is Central Eastern Europe, where, especially in the 1990s fol-
lowing the fall of communism, a new curatorial practice began to be shaped.
Politically engaged art was promoted as an attribute of the new democratic
society and a signs of the openness of the public sphere, where art was given
a prominent role in expressing the new democratic values.

The second dominant approach emphasizes the idiosyncratic character of cu-
ratorial practice and resembles the act of connoisseurship. The curator is not
assigned the tasks of a preacher, but of an arbiter of taste. His or her individ-
ual preferences and hierarchies of values play crucial roles in exhibition mak-
ing, and individualism becomes the dominant mode of expression. Curators
can express their personal politics rather than comment on issues relevant to
the current political situation, while various cultural contexts are emphasized,
not necessarily answering the questions of the here and now. This curatorial
individualism can be perceived as a liberating experience, especially against
the ideological dogmas of the contemporary world, but often risks becoming
self-centered and solipsistic. Curators produce their individual mythologies,
while exhibitions resemble stage sets and theatrical performances or com-
plex, but self-centered, writings, expressed in the new ‘exhibitionary order’.

praxis, razgovarali o tome kako se
uopce konstruira javna sfera, kako se
oblikuju odnosi unutar nje, te kako
danas govoriti o demokraciji i poli-
ticki djelovati.

KP: Iako se pojam javne sfere pojav-
ljuje josS kod Habermasa 1962, u po-
sljednjih 40-ak godina svjedoc¢imo
znacajnom porastu interesa za proble-
matiziranje 1 teorijsko razmatranje
tog koncepta. Kako to da se tematika
javnog prostora i javnosti javlja bas
1970-ih, 1 to u kontekstu marksistic-
kih razmisljanja, zatim se provlaci
kroz 1980-e i 1990-e, a ¢ini se da je
jos uvijek prilicno aktualna?

OM: Javnost je, na odredeni nacin,
uvijek bila tema protestnih pokzreta.
Cak se i u tradicionalnim radnickim
pokretima radilo o zauzimanju javnog
prostora - primjerice, 1. maj, pzra-
znik rada, postavio je pitanje zau-
zimanja javnog prostora 1 vidljivo-
sti radnika unutar njega. No, nije

se radilo samo o vidljivosti ve¢ 1 o
transformaciji sfere prometa u poli-
ticku sferu. Ovdje se pojavljuju dva
poimanja javnosti - s jedne strane,
kako bi rekao Ranciere, policija, od-
nosno javna sfera u kojoj su protok 1
cirkulacija prometa 1 dobara ne samo
regulirani ve¢ 1 ograniceni; s druge
strane, politicki trenutak djelovanja
koji opstruira cirkulaciju (primje-
rice, demonstracija) u kojem se po-
javljuje drugacija javnost - ne vise
javnost protoka dobara i prometa, vec

politicka javnost. Stoga je politicki
medij par excellence upravo barika-
da, kojom se kroz povijest revolucija
1 druStvenih prosvjeda ulica uvijek
transformirala u politicku sferu blo-
kiranjem uobicajenih tokova cirkula-
cije. Ono Sto prosvjed ¢ini jest pro-
izvodnja javnosti u politickom smislu
putem razlicitih strategija i nacina
opstrukcije. To je oduvijek bila stra-
tegija emancipacijskih pokreta. Cak je
i danas, ako pogledate sjevernoafricke
zemlje ili arapski svijet, ulicni pro-
svjed glavni politicki alat za zruSe-
nje vlade 1li neki slican cilj.

KP: Javna sfera, dakle, nije nesto
unaprijed zadano, ve¢ ju mozZzemo pro-
matrati kao kolektivni proizvod koji
se stvara djelovanjem, pregovaranjem,
konfliktima. U predavanju ste spomenu-
1i ‘strateSku konstrukciju kolektivi-
teta’. Kako se konstruira kolektivitet
unutar javne sfere?

OM: Kao prvo 1 najvaznije, politi-

ka je po definiciji kolektivna, kao
Sto je vec¢ Lenjin znao. Ako je indi-
vidualna, onda nije politika. Jasno,
postoje razlicita shvadanja politike
koja ukljucuju, primjerice, odredene
oblike subjektivacije koji se doticu
pojedinca. Takve se politike pregova-
raju kroz ono Sto bi Gramsci nazvao
konstrukcijom zdravog razuma, senso
comune, te koje infiltriraju same na-
¢ine subjektivacije pojedinca. Uosta-
lom, moze se rec¢i da je 1 sama ideja
individualnosti tek jedan od modela



Both of these approaches result in different practices of exhibition making.
In the first case, an exhibition understood as a collection of objects shown in
the clearly defined premises of an art institution is often rejected in favor of
more socially engaged acts in the public sphere. If, however, the traditional
model of an exhibition is chosen, it often has a didactic character and the
works on show are are accompanied by too much commentary. The abun-
dance of didactic materials recalls Peter Vergo arguments about ‘contextual
exhibitions’, where the object has little intrinsic significance, but is ‘a token
of a particular age, a particular culture, a particular political or social system,
as being representative of certain ideas or beliefs’. In the second approach,
where the exhibition is a preferred mode of expression, its logic is often
intrinsic and the objects are left without too much explanatory material. To
quote Vergo again, in such ‘aesthetic exhibitions’ the object itself is of para-
mount importance. ‘Understanding’ is essentially a process of private com-
munion between ourselves and the work of art; we are supposed merely to
‘experience’ it.*® Most importantly, if either approach is taken to extremes,
the actual artwork may disappear completely. In ‘contextual exhibitions’,
anything can be exhibited if it fits the logic of the presentation, and the cu-
rator is not obliged to remain within any limits. Therefore, the exhibition
can become a collection of labels, while curating can be equated with any
form of social or political action. In ‘aesthetic exhibitions’, the artwork can
remain silent and dominated by the idiosyncratic concept of the exhibition,
hence the act of its personal ‘experience’ by the viewer — which is not subser-
vient to the exhibition context - is difficult to define.

These relations between curating and the importance of an artwork are
deeply rooted both in broader cultural transformations of the notion of art
and its role in society, but also in the evolution of contemporary art history,

38 Vergo, 2000, pp. 48-49.

subjektivacije, koji se rada u moderno
ali i1 postfordisticko doba kada taj
autonomni, kreativni pojedinac posta-
je dominantni model subjektivacije.
Osim ovih i nekih drugih moguénosti
uporabe koncepta politike (npxr. fu-
koovski nac¢in razmisljanja o politici
subjektivacije), mozemo i na ‘uobica-
jeniji’ nacdin govoriti o politici. Ja
zapravo tvrdim kao treba rehabiliti-
rati nase fenomenoloske utiske o po-
litickom djelovanju kakvo poznajemo 1
koje prakticiramo. Postojao je odre-
deni trenutak kada su razliciti obli-
ci mikropolitika bili rehabilitirani
(pxrimjerice, feministicko shvacanje
privatnog kao politickog). Mikropo-
litika je uspjela pobuditi svijest o
tome da je politicko takoder i ono
Sto je upisano u svakodnevicu pa ga
stoga ne percipiramo uvijek kao po-
liticko. Mislim da danas to svi shva-
¢amo. No, trebamo i¢i dalje i ponovo
rehabilitirati politiku.

KP: Zalazete se za ‘minimalnu politi-
ku'. Sto za vas znadi taj koncept te
kako danas uopce politicki djelovati?
OM: Kad govorim o minimalnoj poli-
tici, radi se o provodenju politike
kakvu poznajemo, ali ne nuzno velike,
grandiozne politike. MoZe se raditi 1
o vrlo malim razmjerima, recimo, ako
se ljudi okupe 1 prosvjeduju na uli-
ci, Cak 1 ako ih je samo troje, to Jje
takoder politika. No kako bismo mogli
razlikovati sve te oblike politike,
potrebno je odrediti neke kriterije.

Jedan od kriterija je organizacija, a
drugi strategija. Ako govorimo o ne-
koj vrsti djelovanja, legitimno je
zvati ga politickim u smislu koji bih
zelio rehabilitirati, u smislu mini-
malne politike, u slucaju ako postoji
neki oblik organiziranja - ne nuz-

no uspjesnog - to moze biti 1 jako
loS nadin organizacije. Isto je sa
strategijom. Politicko djelovanje je
strateSko po definiciji, kao Sto znamo
od vremena Machiavellija - stratesko
je jer bi u suprotnom bilo nemoguce
ostvariti odredeni cilj ili formu-
lirati odredeni zahtjev. Kako biste
naveli nekoga da ispuni vas zahtjey,
potrebno je razviti strategiju, vise
ili manje svjesno, no ona ¢e nuzno
postojati jer cete se uvijek susretati
s preprekama 1 djelovati na nestabil-
nom terenu koji je oblikovan asime-
tric¢nim odnosima moc¢i i suboxdinacije.
Da biste zaobisli te oblike moci ili
ih slomili, uzdrmali asimetricéne od-
nose, morate imati strategiju. Politi-
ka zato mora biti strateSka u smislu
da ujedno mora biti kolektivna, kako
bi se moglo uspostaviti onome Sto Ezx-
nesto Laclau i Chantal Mouffe nazivaju
‘lancem ekvivalencije’'.

Nije dovoljno da pojedinac djeluje
politicki ni da postoji jedan cilj
koji bi vrijedio samo unutar vrlo
zatvorene ili ‘samogetoizirane’ sku-
pine. Da biste bili uspjesSni potrebno
je prosiriti vlastiti zahtjev, pri-
dobiti S$to viSe 1ljudi na svoju stra-



which began in the 1970s.* The impact of semiotics resulted in the total se-
miotisation of reality, while humans are to be perceived as ‘semiotic beings’.
The artwork inscribed in the semiotic world lost its privileged or exceptional
status and was defined by its capacity for representation. In the 1980s, New
Art History questioned further the cultural status of art and focused on ma-
terialistic, contextual and ant-formalist approaches. It promoted the per-
ception of artworks as historical sources and as objects which performed
historically variable functions, religious, aesthetic, political or mimetic. The
advance of post-structuralism in the next decade promoted the study not

of art but of representations and the cultural politics of art institutions and
their founders. The reaction to these changes focused on the recuperation
of the art work by hermeneutics, which looked especially to painting and

its unique iconic sense, defined as different both from reality and from lan-
guage. A new chapter in study of images was opened by Hans Belting and his
AnAntropology of Images, published in 2001, where the anthropological ap-
proach allowed him to show the continuity between image, body and place,
therefore strengthening the non-canonical approach to art while trying to
preserve its different status within the material world.

While the transformations within art history can be seen as the source of cu-
ratorial practice, it is crucial to remember that art historians do not possess
the same means of expression as curators. Therefore, the process of exhibi-
tion making operates within a different register and allows the overcoming
of problems typical of art history, which is based on the written word and
largely confined to academic, mostly elitist circles. On the one hand, an exhi-
bition is an event which happens within the public sphere, even if access to
it is restricted, and therefore consciously has to reflect on the social and po-
litical contexts which surround it. The arguments of New Art Historians are

39 Bryl, 2008.

nu - u suprotnom govorimo o cistom
obliku politike identiteta 1li jed-
noproblemske politike koji je nuzno
samoporazavaju¢. Gilles Deleuze ima
ideju postajanja manjim, no ja, kao
gramsijevac, tvrdim da u politici nije
dobro imati strategiju postajanja
manjim ve¢ da treba teziti postaja-
nju veéim, uvecati vlastitu poziciju.
Iz tog je razloga, i tu se vracam na
vase prethodno pitanje, potrebno ima-
ti strategiju 1 organizaciju, usposta-
viti neku vrstu kolektiviteta te imati
sklonost prema proSirivanju vlastite
pozicije 1 zahtjeva.

KP: Unutar suvremene politicke teo-
rije moZe se primjetiti nezanemariva
preokupacija, s jedne strane, politi-
kama (politics), a s druge, politickim
(the political). Kontinuitet promi-
Sljanja politicke razlike vuce korije-
ne joS od Carla Schmitta, a preuzimaju

ga brojni teoreticari, ukljucujuci vas.

Kako se smjesState u tu tradiciju?

OM: Schmitt uvodi pojam politickog ka-
snih 1920-ih, zatim ga preuzimaju Ri-
coeur, Nancy 1 Lacoue-Labarthe, Badi-
ou... Danas je diferencijacija 1izmedu
politike u tradicionalnom smislu, la
politique, 1 politickog, le politique,
postala udomac¢eno mjesto unutar (kon-
tinentalne) politicke misli. Ono Sto
je meni zanimljivo je ne toliko nacin
na koji pojedini teoreticari definira-
ju politiku 1 politicko, s pozitivnim
sadrzajem kojeg im pzripisuju, koliko
¢injenica da svi oni osjecaju potrebu,

ili c¢ak obavezu, da uopce uvedu tu
razliku. Pretpostavljam da razlog lezi
u tome Sto je tradicionalno shvaca-
nje politike u odredenom historijskom
trenutku jednostavno postalo nedo-
statno jer smo usli u post-fundaci-
onalisticko doba u kojem je postalo
jasno da drustvo nije izgradeno na
¢vrstim temeljima (kao Sto je, pri-
mjerice, feudalno druStvo bilo - 1ili
su barem 1ljudi tako mislili). Ne radi
se o tome da osnove 1li temelja nema,
ve¢ da su - rijec¢ima Judith Butler

- kontingentni. To znaci da temelja
ima ali da nisu fiksni, odnosno da bi
drustvo moglo biti utemeljeno 1 na
druge nacine. Kontingencija oznacava
proces neprekidnog polaganja novih
temelja 1 kultiviranja starih, ali 1
borbu oko pitanja na koji bi se na-
¢in drustvo trebalo uspostaviti. Cim
smo to osvijestili, postalo je jasno
da je pitanje uspostave druStva nesto
Sto ima puno Siri utjecaj, nesto Sto
treba teoretizirati u Sirem smislu
nego Sto je to tradicionalna politic-
ka misao ¢inila. Jer ako imamo vrlo
usko shvacanje politike, politike kao
drustvenog podsustava, nikad necemo
dotaknuti osnovnu dimenziju usposta-
ve svih drustvenih odnosa. Prema tome,
potreban nam je drugaciji koncept
kako bismo zahvatili taj trenutak
utemeljenja, koliko god on prolazan
bio, jer se druStvo mora uvijek izno-
va uspostavljati. No, da bismo uhva-
tili taj ontoloski trenutak, potreban
nam je koncept politickog.



therefore built into the structure of exhibition making and do not have to
dominate the exhibition itself. On the other hand, an exhibition is based on
the personal experience of an artwork and does not have to rely on a highly
difficult process of translation of its visual or any other structure into words,
which is the demanding task of art history. By definition, within an exhibi-
tion, an art work does not need to render its uniqueness with the aid of lan-
guage. Therefore, an exhibition avoids the contradictions between word and
image which may hinder hermeneutical interpretations or even make them
incomprehensible.

I would therefore argue that the particular status of exhibitions is based on
the presentation of artworks which are the major medium both of expres-
sion of individual ideas and communication with the audience. The exhibi-
tion needs to be based on the broadly defined aesthetic experience built into
the artworks, as it constitutes the specificity of the exhibition, but without
escaping into the domain of ‘relational aesthetics’ and its non-artistic con-
notations. Therefore, exhibition making can benefit from the traditional
analytical tools of art history, such as a formalist analysis of an art work or
iconography, to build correspondences between the artworks themselves.
Instead of focusing on representation-ideology-authorship as promoted by
New Art History and post-structuralism, it needs to reevaluate the artwork-
content-artist relation. The exhibition also avoids the fundamental prob-
lems of hermeneutics as, instead of translating images into words, it can
build complex relations between the artworks using their own language as
their visual aspect or any other physical aspect that is at the curator’s dis-
posal. Hence the artwork becomes the principal element of the exhibition
and its only medium. While this approach allows the uniqueness of the art-
work and its self-reflexive character to be emphasized, it also opensitto a
set of interpretations during the process of viewing. An exhibition based on
artworks is not detached from reality, as it necessarily happens in particular
circumstances, but most importantly revives the importance of the individ-
ual viewer and his or her perceptions of the show. Avoiding both an overtly
ideological and solipsistic mode of curating, the carefully built network of

KP: Znaci, smatrate da je postojanje
politicke razlike nuzno?

OM: Smatram da je danas nuzno. Gdje
se razlika uruSila, gdje 1ljudi misle
da mogu provoditi cistu politiku po-
litickog, obicno se javlja svojevrsna
fasisticka fantazija neposredne uspo-
stave, 111 c¢ina koji mijenja sve, kako
bi to rekao Zizek. Ne moZete imati
politicko u cistom obliku, ono uvi-
jek mora biti posredovano kroz poli-
tiku 1 politicko djelovanje. S druge
pak strane, ako imate samo politicko
djelovanje bez ideje politickog, imate
tradicionalnu ideju pazrtijske politike
u kojoj se gubi svaka dimenzija ‘kon-
fliktualnosti’. Iz tih je razloga opa-
sno odustati bilo od jedne, bilo od
druge strane politicke razlike.

KP: Ako govorimo o ¢inu uspostavlja-
nja demokracije u kontekstu Francu-
ske revolucije, kljucan dogadaj mozemo
pronac¢i u dekapitaciji Luja XVI c¢ime
je dokinuta pozicija transcendentalne
legitimacije, odnosno, isprazenjeno je
simbolic¢ko mjesto moc¢i. Referiraju-

¢i se na taj dogadaj, u svojoj knjizi
Post-Foundational Political Thought...
govorite kako se ‘nerazrijeSena pzred-
stava izvodi na praznoj pozornici -
no teatar moc¢i nije napusten’.

OM: Slijedeci Leforta, smatram da u
demokraciji pozicija moc¢i ostaje pra-
zna, tj. da moze biti zauzeta samo
privremeno. Poanta je u tome da je
demokracija rezim samoalijenacije iz
razloga Sto se simbolicki 1 institu-

cionalno istice kako je pozicija moci
prazna, kako nema cvrstih temelja
drustva, te stoga moramo te temelje
uvijek iznova uspostavljati. Upravo
je prihvacanje kontingentne prirode
drustva ono Sto razlikuje demokraci-
ju od drugih oblika politicke uspo-
stave. Francuska revolucija kakvom ju
opisuje Lefort zivi i danas, samo je
prosirila svoj horizont. Iako neki
teoreticari govore o postdemokraciji
(xrecimo Colin Czxouch, ali i Rancieére),
ja tvrdim kako se josS uvijek nala-
zimo unutar demokratskog horizonta
jednostavno zato Sto nismo u moguc-
nosti konceptualizirati neku altezx-
nativu historijskim, kontingentnim 1
imaginarnim horizontalnim temeljima
demokracije, a to su nacela slobo-
de, jednakosti 1 solidarnosti. Kako
zamisliti emancipatorsku politiku bez
pribjegavanja tim nacelima? To nije
moguce, nitko nema odgovor na to pi-
tanje - &ak ni ZiZzek, koji smatra da
mozemo 1iskoc¢iti iz demokratskog ho-
rizonta buduc¢i da je demokracija kom-
plicitna s kapitalizmom. Usprkos tome
Sto su se historijski pojavili isto-
vremeno 1 Sto oboje spadaju u projekt
emancipacije burZoazije, demokracija
1 kapitalizam - kao Sto je joS Le-
fort znao - stoje u kontingentnom
odnosu. Nije dovoljno tvrditi da je
demokracija jednostavno superstruktu-
ralni element kapitalistickog teme-
lja - Sto je najtrivijalniji i najvul-
garniji oblik marksizma. Tako zapravo
Zizek gleda na svijet. Ono o ¢emu bi



correspondences between the works allows the viewer to evaluate it in their
own way, as all the necessary evidence is placed before their eyes or any oth-
er senses. At the same time the curatorial message inscribed in the selection
of works does not disappear and becomes an obvious reference point, so the
viewer is not left alone with a set of randomly collected objects. In reference
to hermeneutics, one may speak of a reappraisal of the phenomenal status
of an artwork, which gives the viewer the utmost freedom to discover its
message and, therefore, that of the exhibition itself. Thus the exhibition be-
comes a space for open debate, rather than a mode of teaching or curatorial
self-expression. Within this set of theoretical premises, the exhibition can
become a relevant mode of public debate, as the means for its understand-
ing are available to each viewer, so the curatorial message can be evaluated
in situ, so while visiting the show the very debate can develop and lead to
conclusions. This approach is also a mode of reappraising art as a particu-
lar domain of human culture, which cannot be compromised or associated
with other spheres of the material world. Hence the exhibition can reinstate
its place within society, showing the importance of art and the impossibility
of replacing it, either with commodities or ideology.

Notes

— Mariusz Bryl, Suwerennosc dyscypliny. Polemiczna historia sztuki od 1970
roku (The Sovereignty of a Discipline: a polemical history of art since 1970),
Wydawnictwa Naukowe PWN, Poznan, 2008.

— Peter Vergo, The Reticent Object, in: The New Museology

(ed. Peter Vergo), Reaktion Books, London, 2000, pp. 41-59.

trebali razmiSljati je kako prosiri-

ti demokratski horizont, kako iznova
definirati nacela slobode, jednakosti
1 solidarnosti, te pokuSati zamisliti
drugaciju demokraciju.

KP: MoZzemo 1i onda re¢i da demokraci-
ja zapravo znaci da nijedna od javnih
sfera ne pokuSava sebi pripisati sta-
tus metasfere te da je njihovi nesvo-
divi pluralitet institucionalno pri-
znat?

OM: Ovdje se ne radi toliko o pitanju
je 1li odredeni rezim 1ili druStvo 1iz-
gradeno na cvrstom temelju - jer ni-
jedno druStvo nije. Bitnije je da 1li
je ta c¢injenica, kao Sto kazete, 1in-
stitucionalno priznata. Demokzracija
je zapravo naziv za institucionaliza-
ciju konflikta, za prihvacanje kontin-
gencije, 1 za nuznost kontingencije u
prihvacanju ¢injenice da se instan-
ca koja zauzima polozaj moc¢i, odno-
sno temelja, neprestano mora dovoditi
u pitanje jer nitko ne moze zauvijek
zauzimati taj polozaj. Postoje insti-
tucije koje nam pruzaju tu simbolicku
dimenziju, pa ¢ak i one ‘najdosadni-
je’ 1 najtradicionalnije, poput, zre-
cimo, institucije politickih izbora.
One nam otkrivaju da suveren - narod
- nije netko tko je prisutan kao vo-
luntaristicki, metafizicki subjekt, vec
netko tko se moze otkriti samo kroz
vlastito odsustvo. U samom tzrenutku
izbora, navodi Lefort, supstanca 1lju-
di biva zamijenjena brojevima. Izbori
nam tako pokazuju da ljudi ne posto-

je - osim kroz brojeve. Tek se nakon
izbora (primjerice, kada komentatori
1li novinari objasSanjavaju Sto Glasac
Zzeli) metafizicki subjekt vraca. No u
trenutku samih izbora, glasac je 1is-
kljucivo tek neki oblik numerickog
odnosa. Izbori ne predstavljaju, na
simbolic¢koj razini, volju 1ljudi u nje-
zinoj neposredovanoj emanaciji, vec
funkcioniraju kao uprizorenje fra-
gmentacije, podjele 1 konfliktualnosti
drustva.

KP: U svom predavanju govorili ste 1
o konceptu ‘javne srece’ Hanne Arendt.
Rije¢ je o 1deji koju Arendt povezuje
sa slobodom 1 ravnopravnim sudjelova-
njem svih gradana u raspodjeli moci.
Kako je moguce ostvariti ili iskusiti
javnu srecu?

OM: Arendt je tu ideju razvila iz
svog bavljenja americkom revoluci-
jom, tvrdec¢i kako je na samom pocet-
ku postojao iskren zahtjev za jav-
nom srecom koji je, doduSe, ubzrzo

bio izoblicen u zahtjev za potragom
za individualnom, a ne javnom srecom.
Rije¢ je o sre¢i koja proizlazi iz
politickog djelovanja koje je uvijek
kolektivno, o uprizorenju javnosti 1
javnog. Politicko djelovanje je uvijek
performativno, i Arendt daje nekoliko
primjera iz performativnih umjetnosti
koje su same sebi svrhom, u kojima je
sama 1izvedba ujedno 1 cilj. Ta vzxsta
djelovanja ukljucCuje odredenu afek-
tivnu dimenziju koju Arendt u jednom
intervjuu naziva ‘zabavom’. Mislim da



Sasa Nabergoj na mednarodni konferenci Uporabno razstavljanje
Okrogla miza ob desetletnici kuratorskega programa ECM dunajske
Univerze uporabnih umetnosti, 10. in 11. 5. 2012, Univerza uporabnih
umetnosti Dunaj, Oskar Kokoschka-Platz 2, Dunaj

ECM, magistrski Studij kuratorstva v okviru Univerze uporabnih umetnosti
na Dunaju, je ob svoji desetletnici organiziral mednarodno konferenco z
naslovom Uporabno razstavljanje. Konference, ki je potekala 10. in 11. maja
2012 v prostorih Univerze, so se udeleZili Stevilni mednarodno uveljavljeni
strokovnjaki: Suzana Milevska, Peter Weibel, Barbara Steiner, Erwin K. Ba-
uer, Martin Krenn, Marion von Osten, Kristina Leko idr., povabljena pa je
bila tudi Sasa Nabergoj, vodja Sveta umetnosti, Sole za kustose in kritike so-
dobne umetnosti, ki je eden izmed programov SCCA-ja, Zavoda za sodobno
umetnost—Ljubljana.

Sodelujoci so v svojih pre-
davanjih in diskusijah
tematizirali zgodovino raz-
stavljanja, ki je zgodovina
razlicnih med seboj preple-
tajocih se interdisciplinar-
nih praks v polju vizualne
umetnosti, v katerem so
oblika in pomen, kulturna
produkcija in njenavlogav
druzbi tesno povezane. Raz-
stave zato ohranjajo zahteve
in tradicije uporabnih umetnosti, vendar jih tudi revidirajo in aktualizirajo.
Z obzirom na trenutni proces reformulacije pojma "uporaben’ je namre¢
bistvenega pomena, da se temeljito preuci zahteve in potrebe muzejev in
razstav. Posebej je potrebno izpostaviti razprave, ki so povezane z demokra-
tizacijo, sodelovanjem, intervencijo, utopijo in proizvajanjem znanja, kar se

je to fascinantna ideja. Danas po-
litku obicno smatramo dosadnom 1 za-
mornom - ne ¢ini se da se politicari
zabavljaju, zar ne? No ako pogledamo
suvremene ulicne prosvjede, mozemo
vidjeti da u nekim pokretima 1ljudi
zaista djeluju kao da se zabavljaju.
Ta dimenzija je vrlo bitna. Potzrebno
je reintegrirati zabavu u politicki
vokabular.

KP: Kad govorimo o konstruiranju ko-
lektiviteta unutar javne sfere, da 11
je moguce povuci neke paralele izme-
du arendtovskog shvacanja javne srece
1 Jean-Luc Nancyjevog koncepta su-bi-
vanja, odnosno singularno pluralnog
bitka?

OM: Poveznicu izmedu Arendt 1 Nan-
cyja - 1 to je takoder mjesto na ko-
jem sam kritican prema oboje - mozemo
na¢i na razini razmis$ljanja o politi-
ci. Kod Arendt je to zajednisStvo 1li
socijabilnost, a kod Nancyja singu-
larna pluralnost, ili pluralna sin-
gularnost. Singularnost je jedan od
kljué¢nih pojmova poststrukturalistic-
ke politicke misli prema kojem sam
osobno pomalo skeptican jer smatram
da ima tendenciju eticizirati poli-
tiku, pretvoriti je u eticko pitanje.
Tu je 1 pitanje poStovanja singulaz-
nosti... ¢ini mi se da u singularnosti
kao takvoj ne postoji neSto Sto bi
trebali posStovati. Takoder, mislim da
postoji unutrasSnja strukturalna podu-
darnost izmedu koncepta singularnosti
1 koncepta apsolutnog. Historijski, no

rekao bih 1 logicki, radi se o 1istom
konceptu. Apsolutan znaci da nisi po-
vezan ni sa ¢ime drugim 1 stoga se
ne mozeS usporedivati, odsjecen si od
odnosne mreze. Isto je sa singular-
nosS¢u. Ako imamo dvije singularnosti,
one ne mogu biti iste vrste - moraju
biti potpuno razlicdite po prirodi. U
oba se slucaja susre¢emo s istim pzro-
blemom. Ovdje je zapravo oc¢ita teo-
loSka pozadina. Da bi Bog bio svemo-
gu¢, odnosno apsolutan, on mora biti
singularan - samo jedan bog, znaci,
moze biti svemocan. Zbog te podudar-
nosti izmedu singularnog 1 apsolut-
nog smatram da je pomalo nedosljed-
no Sto su teoreticari singularnosti
vrlo kriti¢ni prema apsolutnom. Da se
vratim na Arendt. Politika se doga-
da kada 1ljudi pocnu djelovati zajedno,
no ipak, iako djeluju zajedno, cine
to pod premisom da djeluju kao sin-
gularnosti. Za Arendt, u politickom
djelovanju konstrukcija kolektiviteta
stricto sensu ne nastaje tamo gdje bi
se, u krajnjoj liniji, individualnost
1li singularnost rasplinula. Iako

ovo mozda zvulli simpateticki, pred-
stavlja opasnost iskljucdivanja samog
pojma konflikta i1li antagonizma iz
cijele situacije. Jexr ¢im imate anta-
gonizam, mozete se postaviti protiv
nekog vanjskog neprijatelja - ali ¢im
mu se suprotstavite, ne mozZete vise
djelovati kao singularnost; morate
uspostaviti odnos s drugima koji ta-
koder djeluju protiv tog neprijatelja.
Prema tome, oni su manje od singu-



nanasa predvsem na vprasanja oblikovanja razstav in ravnanja s predmeti.
(program konference - KLIK)

UdeleZenci okrogle mize z Amer Abed, Martinom Krennom in Saso Naber-
20j so se glede na to, kateremu predavatelju se Zelijo pridruZziti, razdelili v
tri skupine. Na zacetku svojega predavanja z naslovom O kuratorskih inter-
vencijah je Sasa Nabergoj Zelela osvetliti kontekst in okolis¢ine sveta ume-
tnosti v katerem deluje Ze dvajset let, zato je predstavila programe SCCA-ja,
s posebnim poudarkom na Svetu umetnosti in Studiu 6, ki je tudi primer
njene kuratorske prakse. Nadaljevala je s predstavitvijo primera, ki je bil
nato osnova za debato: Laboratorij kuratorskih praks, v katerega je bil preo-
blikovan deseti letnik tecaja za kustose. Zamisljen je bil kot (plodno) okolje,
v katerem bi sodelovali raznoliki, v okolju sodobne umetnosti Ze uveljavlje-
ni, posamezniki, zato so bili k sodelovanju povabljeni nekdanji tecajniki in
seminarci Sveta umetnosti. Skupno
raziskovanje sedmih izbranih in raz-
misljanje ob snovanju zaklju¢nega
dogodka je bilo nadgrajeno z analizo
in refleksijo preteklosti Sveta ume-
tnosti, hkrati pa je Laboratorij sluzil
tudi za sprotno preverjanje njihovega
delovanja in prevprasevanje idej ce-
lotne kuratorske scene prinas. Eden
izmed ciljev Laboratorija je bilo na-
mrec tudi iskanje novih oblik dela,
nacinov sodelovanja in komunikaci-
je med protagonisti v svetu sodobne
umetnosti. Program je bil izjemno
kompleksen: med drugim so pripra-
vili dve okrogli mizi, ki sta pripeljali
skupaj tako reko¢ vse klju¢ne prota-
goniste kuratorstva v slovenskem prostoru v preteklih 40 letih. Laboratorij
se je sklenil dvakrat, z enotedenskim projektom z naslovom LabSUs — Plat-

larnih bica, njihova singularnost se
reducira. Ako razmislite o ontologi-
ji koju Nancy predlaze, naic¢i cete na
isti problem. I sam Nancy kaze da je
socijalna, a ne politicka, ontologi-
ja ta koja nam ne daje sliku osnove
postojanja, a ne politike. Ovdje ima-
mo, kao kod Arendt, pluralitet (sin-
gularnih) bic¢a, no ne postoji nacin
za uspostavljanje kolektiviteta bez
uvodenja pojma konflikta ili antago-
nizma. I tada nema singularne plural-
nosti ili pluralne singularnosti, vec
se djeluje unutar nemoguéeg rascjepa,
meduzida - ne izmedu singularnog 1
apsolutnog, nego izmedu partikulaz-
nog 1 univerzalnog. Na ovaj nacin 1
Laclau definira politiku, u gramsSijev-
skoj tradiciji: uvijek se radi o nekoj
partikularnosti koja preuzima zadatak
utjelovljenja odsutnog univerzalnog.
Partikularnost nikad nece dorasti za-

datku da postane istinski univerzalna,

stoga je univerzalno na neki nacin
prazno i1 nemoguce, no ipak moramo -
kao partikularni akteri - nuzno tezi-
ti univerzalnijoj politici.

KP: Spomenuli ste antagonizam. Lac-
lau 1 Mouffe koriste taj termin kako
bi oznacili odnos izmedu drusStvenog
identiteta 1 konstitutivnog izvanjskog
koje sprecCava njegovo upotpunjavanje,
razotkrivajuc¢i fragmentarnost i ne-
stabilnost svakog totaliteta. Slaze-
te 11 se da u osnovi drustvenog lezi
negativnost, razdox?

OM: Naravno, pretplacujem se na tu te-

oriju. Mislim da je tvrdnja da ‘drus-
tvo ne postoji’ jedno od najvaznijih
dostignucé¢a druStvene misli, iako Lac-
lau 1 Mouffe nikad to nisu bas tako
formulirali (mada im se pripisuje).
Zapravo je to rekla Margaret Thatcher
misle¢i na to da drudtvo ne posto-
ji, ve¢ samo pojedinci i obitelji. To,
oc¢igledno, nije ono na Sto se Laclau
1 Mouffe referiraju. Njihova tvrdnja
glasi da je drustvo kao totalitet ne-
moguce, ali da - 1 ovo je postfundaci-
onalisticka poanta cijele price - iako
je nemoguée, ono je nuzno. Potrebna
nam je neka ideja totaliteta, cak 1
ako je ne mozemo ostvariti. Politicko
djelovanje uvijek je pokuSaj konstru-
iranja horizonta totaliteta, 11li kako
to Laclau naziva, nemoguceg objekta
drustva. DrusStvo tako ostaje krajnje
nuzan koncept u politickoj misli, no
isprazenjen je od bilo kakvog pozitiv-
nog sadrzaja. PromiSljanje drusStva na
ovaj nac¢in u mom slucaju nije rezul-
tat izravne linije utjecaja, viSe bih
rekao da to jednostavno lezi u zzraku
1 pojavljuje se u radu brojnih teore-
tic¢ara (npr. kod Niklasa Luhmanna ili
Bruna Latoura). Ovdje vidim odredenu
analogiju s politickom razlikom, koja
je takoder postala kljucna komponenta
politicke misli.

KP: Kako druStvo uspostavlja vlastiti
identitet te koju ulogu pritom igra
konstitutivno izvanjsko? Kako se to
izvanjsko - koje istovremeno izmice
reprezentaciji i nuzno je za formi-



forma kuratorjev, umetnikov, piscev in teoretikov v Galeriji Skuc junija 2007
in z razstavo LabSUs osebno/osobno v Mestni galeriji v Labinu oktobra istega
leta. To sta bila dva razli¢cna nacina udejanjanja ene kuratorske prakse: v Ga-
leriji Skuc so kustosi z nenehno navzo¢nostjo in z intenzivnim ve¢plastnim
javnim, pol-javnim in internim programom v teden trajajoCem zamahu
prikazali kuratorski vsakdan; v Labinu so svoj kuratorski kredo izpovedali z
izborom umetniskih del in individualno kuratorsko izjavo.

Sasa Nabergoj je za tecajni-
ke namenoma vzpostavila
precej ohlapen okvir, ki je
dovoljeval, pri¢akoval in celo
zahteval veliko mero anga-
Ziranosti in samo-iniciative
vseh udelezencev, saj se je
od njih pri¢akovalo, da bodo
dinamiko srecanj in organi-
ziranih javnih dogodkov pri-
lagodili intenzivnosti svojih
lastnih raziskav na zZe ome-
njenih podrocjih. Laboratorij je bil namre¢ eksperiment, posledica dolgole-
tnega raziskovanja vsebinskih in formalnih moznosti kuratorske Sole, zato
je bil kot tak zamiSljen kot prevpraSevalec tradicije, ute¢enih formatov ter is-
kalec novih modelov. Eksperiment, analiziranje med samim delom, namre¢
omogoca povsem nepredvidljive, inovativne rezultate, do katerih z delom po
bolj utecenih strukturah ni mogoce priti. Seveda pa ravno zaradi tega prina-
Sa tudi toliko vecje tveganje.

Iz danasnje perspektive je moc najti v celotnem Laboratoriju mnogo napak,
ki so imele celo skupni imenovalec: premajhno refleksijo forme dogodka, ki
je zahteval aktivno sodelovanje udelezencev. Tudi predpostavka, da se bodo
umetniki voljni pogovarjati o svojem delu s sedmimi kustosi, se je tekom
projekta LabSUs izkazala za povsem utopi¢no. S formatom Lapsus v Skucu so
zeleli pokazati intenzivnost svojega kuratorskega dela, vendar je ob istoca-

ranje sustava oznacavanja - ocituje 1
eruptira u sam sustav, tj. drustvo?
OM: Ovdje se na odredeni nacin zadz-
zavamo kod Laclaua i Mouffe 1 njiho-
ve teorije hegemonije, te Laclauove
teorije oznacavanja. Oni razvijaju,
rekao bih, politicku teoriju oznaca-
vanja. Obic¢no se preko toga prelazi
zato Sto nosi sa sobom vrlo radikalne
implikacije - mislim da cak ni sami
Laclau 1 Mouffe ne vide jasno impli-
kacije vlastite teorije. Ukzratko, oni
smatraju da je za postojanje smisla
potrebno imati sistematic¢nost, su-
stav razlika u sosirovskom smislu;

no kako bi se smisao formirao, po-
trebne su ne samo razlike ve¢ 1 si-
stematicnost tih razlika - ne mozete
imati psihoticéni svemir u kojem sve
razlike samo plutaju uokolo. Iz tog
je razloga za uvodenje sistematicno-
sti potrebno neSto Sto nije razlika,
nesto Sto je potpuno drugacije pri-
rode, nesSto konstitutivno izvanjsko
tom sustavu - 1 to je ekvivalencija.
Glavni provoditelj ekvivalencije, tj.
onoga Sto uspostavlja sistematicnost
sustava razlika, je antagonizam. Samo
se povlacenjem granice prema kon-
stitutivnom izvanjskom (koje djeluje
kao negativna prijetnja pozitivnom
identitetu svih razlika s unutrasSnje
strane) moze proizvesti odredena vz-
sta sistematicnosti, 1 ne samo nekog
oblika politickog oznacavanja, ve¢ - i
tu dolazimo do radikalnih implikaci-
ja teorije - bilo kojeg oblika ozna-
¢avanja. I tako na rubu lingvistickog

zaokreta u politickoj teoriji dolazi-
mo do opée ontologije - opcée zato Sto
teorija oznacavanja mozra vrijediti ne
samo za lingvisticko ve¢ 1 za sva-

ko drusStveno znacenje. Po shvacanju
Laclaua i Mouffe, svi drusStveni odno-
si su diskurzivni, i zato ono do cega
dolazimo nije samo teorija oznacava-
nja nego drusStvena ontologija, jer je
sam druStveni bitak definiran logikom
antagonizma. Ako se s ovim slazete,
morate se sloziti 1 da je druStve-
no ontoloski strukturirano putem an-
tagonizama. Dakle, ideja antagoniz-
ma duboko je 1 neizbjezno upisana u
drustvo, u nasSu drusStvenu stvarnost, u
svaki oblik znacenja. Jedini problem
je u tome Sto nije uvijek prepoznat-
ljivo kao antagonisticko buduci da
sam trenutak uspostave i formiranja
sustava znacenja biva sedimentiran,
tj. dolazi do rutinizacije, zaborav-
ljanja podrijetla.

KP: MoZete 1li navesti neki primjer?
OM: Svi oblici kulturnih ili druStve-
nih identiteta. Uzmimo za primjer na-
cionalni identitet. On se sedimentira
u smislu da 1ljudi pocnu u odredenom
trenutku vjerovati u vlastiti nacio-
nalni identitet - jer imaju putovnicu,
razlicite obicaje, rituale... isto se
moze rec¢i za rodni identitet, i tako
dalje. U slucaju nacionalnog identi-
teta proces mozemo pratiti unatrag do
trenutka uspostave nacije, mitoloski
1li ne, kad je nacionalna drzava us-
postavljena historijski kao specifican



snem snovanju koncane razstave in pripravljanju vsakodnevnega programa,
ki se je odvijal v galeriji Skuc, enostavno zmanjkovalo ¢asa— posledica je bila
dejansko prevelika produktivnost, dejstvo, da se kustosom kljub poskusom
ni uspelo izviti iz zakoreninjenega razmisljanja v smeri— produkcije. Prav
tako bi k resni¢ni evaluaciji eksperimenta pripomogla kon¢na publikacija z
analizo celotnega procesa, ko so bile misli vseh udelezencev Se sveze, vendar
je za to zmanjkalo tako denarja kot entuziazma.

Kljub temu (ali prav zato) pa je bil celoten proces eden izmed najbolj zanimi-
vih od vseh let Sveta umetnosti. Izkazalo se je, da je dragocenost Laboratori-
javtem, da ga razumemo bolj kot platformo za ideje in progress in manj kot
zaporedje Stevilnih javnih dogodkov v dolo¢enem diskurzu.

— Ekipa Sveta umetnosti

oblik upravljanja - tada su postojale
razlic¢ite moguc¢nosti, ali, budué¢i da
je trenutak uspostave uvijek kontin-
gentan, te su moguc¢nosti bile isklju-
cene. Cinjenica da smo pripadnici bag
ove a ne neke druge nacije pzretpo-
stavlja izvorni antagonizam, trenutak
povlacenja granice. Dakle, taj inici-
jalni moment antagonizma upisan je u
samo tkivo nacionalnog identiteta, no
s vremenom biva sedimentiran - 1ljudi
ga zaborave, pocinju ga uzimati zdra-
vo za gotovo, kao objektivnu prisut-
nost. Ono Sto je bitno istaknuti jest
da je taj moment u svakom trenutku
mogucée reaktivirati antagoniziranjem
odredenog identiteta kroz prosvjed,
rat, ili neki slican nacdin. Trenutak
reaktivacije kontingentne prirode sva-
ke uspostave je upravo trenutak poli-
tickog.

*interview was made by the student of
Kulturpunkt’s Journalistic School -
World of Art during Oliver Marcharts
visit in Zagreb in the frame of the
programme of the study visit - se-
minar What Comes after the Show? On
post-representational curating.



Curator is the One who Generates Ideas in Collaboration with Artists
— Sasa Nabergoj: conversation with Clémentine Deliss

I'wanted to talk about the beginning. You did a PhD in social anthropology. Af-
terwards you began to work as a curator, and after doing some exhibitions you
set up an independent organ Metronome, a place for curatorial research with
artists and writers. Could you tell me more about what you brought from anthro-
pology to curating in the field of visual art, and about the shift from the ‘classical’
format of the exhibition to the publication as a curatorial project?

Well, I didn’t begin studying anthropology; I studied art in 1977-80 in Vi-
enna. And I already had a background in design work, because I did a lot

of shoe design for my father who had a shop in London. So I was used to
workshops. When I studied art in Vienna I realised that it required a lot of
information and that I needed to find out more. I wanted to know about the
underpinnings and the background of the works that artists were produc-
ing in the late 70s. So everything from late actionism, performance, experi-
mental film and then through to conceptual work and early installation art.
And all these led me to study social anthropology. I don’t think I would have
necessarily studied anthropology if it hadn’t come from art practice and if
there hadn’t been the connections of conceptual artists to that discipline.
Anthropology is similar to art history or other disciplines: it depends on the
institute and who is teaching there. So I studied first in Vienna, which was
very historical, then in London, where I finished my bachelor studies at The
School of Oriental and African Studies and subsequently went on to do a
PhD. Whereas the Austrian Institute began with 15th and 16th century an-
thropology and stopped at Durkheim, UK semantic anthropology went from
Durkheim to post structuralism. I worked on an idea of interpretation, that
which fuelled the desires of artists and fuelled the desires of anthropolo-
gists at a particular moment in time, the late 1920s in France. I discovered a
magazine called Documents, which was produced in 1929-30 and edited by
Georges Bataille - in 1986 few people knew about it — and I realised it was a
key between the two areas of art practice and ethnology.

Kxakow

Students from Ljubljana and Zagreb
visited Krakow together on the study
visit for which the programme was
conceived by our Krakow partner -
Jagiellonian University. In this his-
torically and artistically vivid city
we met with diffexrent actors in the
fleld of contemporary arts and got ac-
quainted with numerous institutions,
art galleries, independent spaces and
programmes. Study visit started with
the visit to the Schindlexr Factory
museum which reconstructs the his-

tory of the city in pre-war and war

period. Next to it situated MOCAK -
Museum of Contemporary Arts Krakow
opened in 2010, possessing and pre-
senting huge collection of important
art works of the second half of the
20th century. Except important public
institutions such as MOCAK, Schindlex
Museum, Cricoteca - Centre for the
Documentation of the Art of Tadeusz
Kantor, National Museum and Gallery
of Contemporary Art Bunkier Sztuki,
we also visited smaller, independent,
artist-run spaces dedicated to exhib-
iting contemporary arts, discoursive
spaces as well as commezxcial gal-
leries. These spaces are AS Gallery,
No Local Foundation, Art Agenda Now,




After completing the PhD, I quickly left the whole world of anthropology and
went back to art. I felt that social anthropology was interesting in terms of
the analysis of text and the reflexivity and semantic developments around
the discipline itself - it was very self-critical, interested in the problems of
methodology - but there was very little relevant information or approaches
to visual culture and to the material object. So I went back into art. At the
time I believed that a curator was someone who sets in motion a series of
ideas together with artists within an exhibition space. I wanted to set up
complex, unresolved ideas with artists. And the show I did in Graz and Vi-
enna called Lotte or the Transformation of the Object was exactly like that. So
it was an important exhibition that allowed me to research ideas using an
exhibition space together with artists.

I initiated Metronome in 1996 after having worked in television produc-

tion and done a lot of travelling. I became increasingly interested in the
way the discourse of art in Europe was unable to retain its original borders
between western Europe and north America. And I got interested in the
global question. It was at that point that I began to travel more to Africa
and realised that if exhibitions had at one point been research spaces that
in the early 1990s they weren’t enabling that kind of experimental research
to take place any more especially if I wanted to work with artists who came
from contextual environments with different histories and different back-
grounds. So I came back to the idea of the organ, the organ as a way of work-
ing with artists and writers that enabled me to short circuit some of the
fears around contextual knowledge. I decided at that point that I could get
artists professionally interested in other artists if I managed to bring to-
gether the blueprints or the earlier phases of knowledge production togeth-
er rather than the final works.

In a way, Metronome is a document of a specific period of working with specific
artists and writers in a specific location. Would you agree that Metronome is a
document of the development of your relationship with different artists, writers,
and scientists? Why do you feel it is necessary to have a printed ‘product’?

Goldex Poldex, New Roman, Starmach
galler. Through the diverse selection
of the spaces we visited our students
got comprihensive image of the cuzr-
rents 1in the Krakow but also Polish
contemporary scene, but also histori-
cal framework in which artists and
actors of the scene wozrk.

SVET UMETNOSTI
Poroc¢ilo s Studijske ekskurzije
v Krakov

SVET UMETNOSTI, Sola za kustose
in kritike sodobne umetnosti
2011/2013
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V sredo, 9. novembra 2011, se je pzxo-
gram pricel ob 10.30 uri, in sicer v
Krikoteki, Centru za dokumentacijo
umetnosti Tadeusza Kantorja. Tadeusz
Kantor (1915-1990) je Se danes najbolj
znan poljski umetnik dvajsetega sto-
letja - kot ga Poljaki sami imenujejo
‘univerzalen’, kajti njegovo ustvar-
janje, ki se med seboj prepleta, je
tezko deliti v posamezne discipline.
Ukvarjal se je s slikarstvom, poezi-
jo, scenografijo, performansom, bil je
igralec in zreziser, ki je za uprizo-
ritev svojih iger uporabljal igralce
in rekvizite na enak nacin, kot je
uporabljal barve v slikarstvu. Bil je
tudi ustanovitelj Gledalisca Cricot 2,
s katerim je rusil meje tradicional-
nega gledalisca.

Krikoteka se nahaja v podzemnih pro-
storih, ki jih je avtor sam izbral
za arhiviranje svojega dela. Zadnjih
deset let svojega zivljenja je Kantor
zavestno zbiral dokumentacijo svojega
dela in zelel, da bo v teh prostorih
predstavljena naslednjim generaci-
jam. V kleti so razstavljene fotogra-
fije razli¢nih avtorjev (npxr. Romano
Martinis), ki so fotografirali njegove
happeninge in predstave. Tu je repre-
zentirano tudi njegovo najslavnejse
delo Razred mrtvih (1975), ki ilu-
strira mehanizem spomina - sekvence
nerealnih podob, delckov spomina, dz-
znih hotenj, bole¢ih zamer, fragmen-
tov stavkov, absurdnih situacij in
komic¢nih drobcev iz preteklosti, ki
jih poznamo tudi iz lastnih izkuSenj.
Clovek je snovno bitje, z instalacijo
pa avtor sporoca, da je snoven tudi
nas spomin in domisljija.

Direktorica Krikoteke Natalia Zar-
zycko nam je predstavila tudi ome-
jitve, s katerimi se srecujejo pri
delu. Prostori v katerih delujejo so
zelo majhni, primerni samo za raz-
stavljanje fotografij in dokumentazrne-
ga gradiva. Zarzyckova tudi ugotavlja,
da prav zaradi dokumentarne narave
njihove razstave niso veC zanimive v
aktualnem umetnostnem dogajanju. Zato
si Zelijo prenove Krikoteke. Obisko-
valci, razen ce se ukvarjajo z razi-
skovanjem Kantorjevega dela in zivlje-
nja, se v center ne vracajo. Zato je
v gradnji nova Krikoteka, kjer zeli-



I always hope that Metronome won’t become a book again. The important
thing about Metronome is that I can control it myself and that my only re-
sponsibility is towards the artists and writers I work with. No one tells me
that I have to do Metronome in this way or that, or that I should include cer-
tain people, or that I should have an editorial board, or that I publish regu-
larly, or that it should have the same format it had before.

So I am always looking for another medium, another channel, another vec-
tor or, if you like, another transducer, something that will articulate an area
of production that’s taking place, and make it interesting or provide an
angle for somebody else from somewhere else to want to know more about
it. And so it really can take on any shape. And what is interesting is that my
moving around has been the key to the different productions. However,
each production whether it takes place in Scandinavia or Dakar or Tokyo, as
recently, is not about reflecting on these locations. It just so happens that
when I go there something happens in the relationships that I set up or that
people set up with me that makes me want to develop an idea in that specific
location. And then obviously I go to print. But if I am in a location where I
don’t feel the necessity, as was recently the case in Melbourne, then I can’t
do it. So Metronome is a document of my relationships with artists, and yes,
if you look at the list of artists, it’s pretty extensive.

I think that what is fascinating about this kind of work is that as you go
along, you realize the variable speeds of different information circuits. You
could argue that since 1984 and the exhibition Primitivism in 20th century Art
(MOMA) - and that’s now 23 years ago - we have been confronted with loca-
tions and modes of art production that we had never had to deal with before.
If in 1984 we saw the death of the overarching model of formalist affinities
in primitivism, in 1989 we were faced with Les Magiciens de la Terre and yet
another perspective on gathering artists from different cultures. Following
Les Magiciens de la Terre,you had a period of maybe five or six years when
curators in the States and in France in particular tried to animate new inter-
est, but on the basis of very naive understandings not only of the develop-

jo postaviti bolj razgibano razstavo
ter prirejati delavnice in predavanja.
Snovalci novega centra upajo, da bo
s tem dosezena ponovna aktualizacija
Kantorja kot vsestranskega umetnika.

Po ogledu odlomkov Kantorjevih pzred-

stav in performansov smo si ogledali
njegovo stanovanje 1n se mimo gradbi-
S€a nove Krikoteke sprehodili do de-

poja, kjer hranijo njegovo zapuscino.
— Nina Sotelsek

Skladisce se nahaja v blizini Moca-
ka, kjer je bilo naSe drugo postaja-
lisc¢e tega dne. MOCAK - Muzej sodobne
umetnosti Krakov smo si prvic¢ lahko
ogledali Ze ob koncu prvega dne nase
ekskurzije v Krakov, ko smo odsli na
otvoritev razstave Dunajski akcionizem
- nasprotni pol druzbe (kurator Sta-
nislav Ruksza). Predstavljena so bila
dela iz zbirke Muzeja Essl iz Avstri-
je, v kateri druzbeno angazirani ume-
tniki prikazejo umetnost kot sredstvo
nasprotovanja socialnim in politicnim
spremembam v 60-ih letih. Ogledali smo
si slike, fotografije, videe umetnikov
kot so Gunter Brus, Otto Muhl, Herman
Nitsch in Rudolf Schwazrzkogler. Lahko
smo si tudi ogledali razstavo Polja-
kinje Malgorzate Markievwicz EU teks-
tili (EU tekstiles), nekak3no ‘narodno
nosSo’ prebivalcev EU. Kroj oblacil je
v obliki ¢rke E za pulover in U za
hlace, blago pa je potiskano z raznimi
motivi, vezanimi na posamezen nazrod.

Mocak je prva tovrstna ustano-

va na Poljskem, odprli so jo maja
2011. Zgrajena je na obmocju nekda-
nje Schindlerjeve tovarne, italijan-
ski arhitekt Claudio Nardi je v svoj
projekt stavbe vkljucil tudi ostanke
nekdanje stavbe. Njen glavni namen

je predstavljati sodobno umetnost ter
njen pomen in vlogo, tako v Krako-

vu kot tudi v tujini. Izvaja Stevilne
mednarodne projekte, med njimi razne
gostujocCe razstave. Poleg razstavnih
dejavnosti na podrocCju sodobne ume-
tnosti se ukvarja tudi z zaloznisStvom,
raziskovanjem, konzervatorstvom, arhi-
viranjem 1n izobrazevanjem na podzro-

¢ju sodobne umetnosti.

Del muzeja je namenjen stalni zbirki
MOCAK-a. Ta pzredstavlja veliko razno-
likost pristopov, razlic¢nih medijev

in interpretacij, ki se izrazajo v
sodobni umetnosti in jih predstavlja-
jo eksponati zbirke. Vecji del le-te
predstavlja donacija sedanje direkto-
rice muzeja. Na ogled so risbe, sli-
ke, instalacije, videi, fotografije in
skulpture domacih ter tujih umetnikov.



ments of art in Africa but equally of new art tendencies emerging in Europe
and the USA. Then since 1995 I guess you have an increasing acceleration

of information coming through, but equally of the younger generation. Af-
ter 23 years there is now a powerful new set of artists and practitioners that
deal with the relationships between contact and documentation in different
parts of world. In this context, Metronome is sometimes closer to a collective
art work with a very idiosyncratic research methodology, and less and less
like a catalogue or accessible form documentation.

You wrote in connection with Metronome about metalogue, about the relation-
ship between the content of research and the structuring of it. Can you explain
this a little?

I had heard about Gregory Bateson before because he was married to the
anthropologist Margaret Mead. Gregory Bateson is a curious maverick figure
rather like a polymath. Bateson’s idea of the metalogue is based on the value
of recursiveness, of knowledge looping back onto itself and in so doing en-
hancing the subject.

I guess the most interesting editions of Metronome are the ones that can actu-
ally do that. And one of the most interesting things for me when I travel is to
locate a local organ from whatever period in time that allows me to develop

a format through which to introduce a new debate that is local to the place
where I have arrived. For example the new issue of Metronome, which is being
produced in Japan and is based around art and education, is not taking up

at what I thought it would. My original interest was in Japanese propaganda
magazines from the 1940s. One particular propaganda magazine was called
Front and it was produced in 16 languages including Burmese, Tibetan, Chi-
nese, German, English, and was nearly entirely visual. It was produced right
after the bombing of Pearl Harbour in print runs of nearly 80,000 copies.
Front was both formally and conceptually interesting as a magazine that went
beyond language. Yet the actual model for the new Metronome is not going

to be as nostalgic as that. It is going to be from 2004! It’s a yellow book that is

To zbirko smo si ogledali drugi

dan. Najnovejsi eksponat v zbirki je
skulptura Miroslava Balka 7+1. To so
veliki solni cilindri v betonskih
nosilcih, 6 cilindrov je static¢nih, 1
pa se vrti. Prvotno je bila skulptu-
ra namenjena finan¢ni instituciji, ci-
lindri pa naj bi predstavljali denar.
Zanimivi so Se Minimalizem iz Guanta-
nama Tomasza Bajera - Zelezna kletka
z zasilnim lezisScem in nekaj etniski-
mi oblacili ter instalacija Roberta
KuSmirowskega Brez naslova, med stru-
pom in zdravilom - razlic¢ni predmeti
in snovi, ki se uporabljajo v zdra-
vljenju, ki pa so lahko ob nepravil-
ni uporabi smrtne. Postavitev stalne
zbirke je dinamicna, nekatere razsta-
vljene eksponate obcasno zamenjajo z
drugimi eksponati 1z zbirke.

— Denis Volk

Po kosilu smo se siti (establisSment
institucij) in zZeljni necesa manj kon-
vencionalnega odpravili proti Goldex
Poldex-u. Goldex Poldex je ime, na
katerega se referira mnogo umetnikov
mlajSe generacije in, ki ga je bilo
tekom naSega obiska pogosto slisSati.
Uporablja se skorajda kot sinonim za
neodvisno kulturno-umetnisko produk-
cijo v Krakovu. Gre za prostocasno
dejavnost Simona Janeka, drugace pri-
znanega umetnika, ki v vecnamenskem
prostoru za druzenje prireja razstave
umetnikov, projekcije filmov in pogo-
vore s podobno mislecimi. Ker pa za-

radi nepricakovanih zapletov, razen
zunanje fasade, nismo videli in 1izve-
deli c¢isto nic¢ drugega, je obisk tre-
nutno najbolj aktualnega krakovskega
underground prostora pustil predvsem
grenak priokus.

Zacetno nezadovoljstvo se je neho-

te razsirilo tudi na obisk prostorov
skupine New Roman, ko smo ugotovili,
da bomo sicer delezni ogleda notzra-
njosti, le da tam ni bilo nic¢ videti,
saj je bil prostor v fazi priprave na
novo razstavo. Skopa predstavitev Pa-
vla Olszyskega in njegovega kolega v
tezko razumljivi anglesc¢ini ni pzripo-
mogla k izboljSanju razpolozenja, je
pa pripomogla k naklonjenosti njihovi
stvari - razumevanju njihove samoi-
niciative in problemov, s katerimi se
soocCajo mladi krakovski umetniki po
kon¢anem Solanju. Veliki muzeji in
galerije, kot je npr. Mocak, namzrec
niso naklonjeni sodelovanju z mladimi
in neuveljavljenimi umetniki, tako 1le-
ti 15c¢ejo druge nacine, kako priti do
razstavnega prostora in se predsta-
viti $ir$i javnosti. Stirje umetniki
in umetnostni zgodovinar, ki sesta-
vljajo skupino New Roman (ime izhaja
iz imena najbolj uporabljanega sloga
pisave Times New Roman) so tako, ob
komaj omembe vredni denarni podpori
mestne obline, najeli prazno stanova-
nje v enl od staromeScanskih his in
ga spremenili v galerijo. V njej raz-
stavljajo svoja umetniska dela, dela
prijateljev in znancev, v prihodnosti



an artwork produced by the Japanese artist Masato Nakamura and it’s called
Sleeping Beauty. So with his permission I am basically producing a new ver-
sion of his book. It will look the same as his book and that way will draw atten-
tion to what he has done and act as a metalogical translation of what we were
doing in Tokyo in September through the Metronome think tank on art and
education.

I see a turn here towards a slightly different direction than the one from the be-
ginning when the first three issues of Metronome adapted the format of the Sen-
egalese tabloid press. The others, like for example number 10 (based on a zine
from Oregon), adapt formats of publications as a kind of compliment or acknowl-
edgement.

The first three were test beds. With number 0, I had no idea how this would
work. Through my work on the magazine Documents from the 1920s, I learnt
to appreciate the division between text and image. So when I began Metro-
nome, I didn’t want any excessive graphics such as those we saw so much of
in the 90s. At that time, there was no page that didn’t have a bubble of an im-
age, several different fonts, shades, and colours blending over one another.
I wanted to create a kind of polyvalent journal, so that you could look at it
entirely through the visual half, get something out of it, and articulate ideas,
just as you could also look independently at the written material which in
the case of the first three editions (Dakar, London and Berlin) was always
translated between two languages. I like the idea that as a reader you make
a decision about which part you want to read and that you will float between
the meanings that are conveyed by different languages.

The Bastard, number 7, is all about that. The Bastard has no images whatso-
ever, because it was about the voice, the use of a voice. What is interesting is
that it contains more languages that I can speak and therefore wherever it
goes the front door, so to speak, the entry into the book, changes position.
So if you are in Senegal you will open it up and you will begin to read the
Wolof text, and then you will find neighbours that you may be interested in,

pa bodo svoje razstavne prostore ‘po-
sodili’ tudi Fotomesecu 2012. Tako je
skupina trenutno usmerjena predvsem
v oblikovanje lastne prepoznavnosti,
promocijo in produkcijo znotraj lo-
kalnega konteksta, scasoma pa si ze-
lijo tudi mednarodnih sodelovanj.

New Roman je zgolj ena od skupin, ki
je vzniknila iz Zelje po vplivanju 1in
spreminjanju (lastnega) polozaja zno-
traj umetnosti, ki ga v veliki meri
kroji politika velikih (umetniskih)
institucij. Ne glede na to, kako je
njihovo delovanje v mnogih ozirih
navdihujoce, pa ne moremo mimo vpra-
Sanja, ali se s porastom tovrstnih
skupin povecuje tudi kvaliteta ponud-
be. Vsekakor gre za kompleksno temo,
ki bo v bodoce nedvomno krojila mno-
go nasSih debat in pogovorov.

— Jasna JernejSek

Internetni viri:
www.cricoteka.pl, mocak.com.pl,
www.goldexpoldex.pl,
newrmn.tumblxr.com

ANALIZE RAZSTAV, 2. DAN

Naxrodni muzej v Krakovu

Narodni muzej v Krakovu je ustanova z
najdaljsSo tradicijo na poljskih tleh,
obenem pa tudi prva nacionalna zbizr-
ka umetnosti. Ustanova hrani 780.000
kosov, ki so razdeljeni v enaindvaj-

set oddelkov, vse od prazgodovine pa
do konca 20. stoletja. Muzej je svoje
zbirke pridobil predvsem z donacijami.
Zbirka moderne umetnosti se zacCne z
umetnostjo s preloma 20. stoletja, s
secesijo in simbolizmom, dela si nato
kronolosko sledijo do konca 20. sto-
letja. Jedro zbirke so domaci avtorji,
ki sledijo evropskim modnim smerni-
cam in Jjih prevajajo v domaco likovno
govorico.Sprejel nas je kurator Do-
minikom Kurylek, ki je v kratkem po-
govoru izpostavil problem mladih ku-
ratorjev, ki se soocajo z zastarelimi
institucijami, ki se Sele zadnja leta
medinstitucionalno povezujejo 1n svo-
ja vrata odpirajo tudi sodobni ume-
tnosti. Dolocena trenja obstajajo tudi
znotraj nacionalnega okvira, predvsem
med nacionalnim muzejem v Krakovu in

tistim v VarsSavi.

Axt Agenda Nova

Galerija Agenda Nova je ob Poldex

Goldex in New Roman ena od novih




but if you are in Iceland, you will start with the Icelandic text, and in France
you would probably begin with French text. It was a way of saying well, peo-
ple assume they are reading the entirety of a book, because it is in English or
in Slovene, or in German, but that’s very rare in art that you read the whole
book, or that you retain a memory of the whole book. You will only take a
segment back with you.

At the end of 90s you began to work and produce Metronome within the frame-
work of art colleges. How did this environment change your practice? Even if you
did maintain your independent position, did the shift affect the selection of peo-
ple you worked with? Did you begin to work more with students?

What you have to remember is that with the first four issues, produced be-
fore I began working in art academies, my approach was to combine artists
as yet unknown with known artists. Which isn’t something terribly new, but
the idea was that reader would look at Metronome and would say ah, Paul
Virilio, ah, there’s Rebecca Horn, there’s Slavoj Zizek, and then next to them
would be somebody that they didn’t know at all. This person would be prob-
ably important in the city or the country they were based in yet not connect-
ed to the same information circuit, and also some of them were simply still

very young.

So I was already working with different generations of artists. When Kasper
Konig asked me to work at the Stddelschule as Guest Professor for the first
time, I was offered luckily a very exceptional situation. I have never been
asked to teach and I think that if I hadn’t experienced this initial environ-
ment, where Kasper said, you are a guest professor, you do what you want
with the students, make a film, make a book, I don’t mind, I probably would
never have held it out.

And at the same time, in 1999, they wanted me to do something in Vienna.
And then in Edinburgh, and in Bordeaux. So I went to all of them and I said
ok, Iwant to find out what the knowledge base is going to be in an art col-

neodvisnih galerij. Mlada umetniska
zdruzenja so se pogosto prisiljena
zatec¢i v mesScanska stanovanja, kjer
ustvarjajo v vecni negotovosti. Pro-
storska in finan¢na stiska pa nista
edina problema neodvisnih zdruzenj,
mladi umetniki pogosto ne razlikuje-
jo med umetnikom in oblikovalcem 1in
ko odhajamo, nismo povsem prepricani
ali smo prica genezi umetniskih zdru-
zenj, ki bodo v prihodnosti krojila
zemljevid umetnosti, ali zgolj hip-
sterski mladini, ki ustvarja zgolj za
lastno razvedrilo. Kakorkoli, gale-
rijo Agenda Nova vodi umetnik Michal
Zawada, tudi avtor aktualne razstave
Leta Solanja.

B !

Po avtorjevih besedah gre za dela, ki
govorijo o njegovih osebnih razmi-
Sljanjih o teoriji in pzraksi. Zawada
se navezuje na misel Abyja Warburga
in njegovega ucenca Erwina Panofskega.
Razmisljanje o teoriji se kaze tudi

v — po avtorjevem mnenju - najpomemb-
nejSem razstavljenem delu, Ripovih
alegorijah, ki jih slikar nanasSa eno
na drugo in tako ustvari zmesSnjavo
linij, originalni podobi pa odvzame
prvotni pomen. Sklicuje se na tzxditey,
da je odsotnost podobe nova kvalite-
ta. Slika prazne - ali bolje - izpra-
znjene prostore, ki so ostali za 1iz-
gubljenimi ikonami, na primexr prazna
galerijska stena po odtujitvi Mone




lege. But I want to do it through the students. In 1998 crossover was the
thing. So you could cross into any other discipline, any other culture, any
other format and you could take what you wanted and create a new kind of
relationship between art and fashion, art and design, art and architecture,
art and theatre, you know, whatever. I wanted to tighten the screws on the
loose attitude that students had towards referentiality.

So I said to students of the Stadelschule, I do not want to produce a cata-
logue of your works, as nobody is interested in young students’ art works.

But I wantyou to clear up your back store. I'd like to know what you read. I'd

like to know what work you do outside of the art academy. I'd like to know
if you have a guru, for you to invite them to be a part of Metronome. That’s
basically what happened in all those four locations. It happened within 6
months and I raised the money from all the colleges. It was very fast. But it
was only because Konig and the other rectors in Vienna, Bordeaux and Ed-
inburgh had given me that freedom of movement.

Afterward when I decided to work on the use of the voice, because I was
dissatisfied with conferences in contemporary art and I had noticed that
I have the ability to make myself understood in public. I wanted to under-
stand what wasn’t going right in the way people were speaking at confer-
ences. And what happens when artists use the voice and through this, to
quote Mladen Dolar when he says, ‘the voice may well be the key to the
presence of the present’. In another words how do we deal with presence
through the use of the voice? But that was much more difficult. I have
worked in art academies as a curator and publisher for many years now,
but it’s not always been easy.

First you were producing Metronome, but then you became interested in a cri-
sis situation that many art schools found themselves in at the beginning of the
new century. They were rethinking their position, trying to figure out what do to
next, what kind of structure they would need, and what kind of knowledge?

Lise v zacetku stoletja
ali prazna nisa zminira-
nega bamijanskega Bude.
Ustvarja po predlogah s
fotoSopom obdelanih fo-
tografij, cCesto v monokro-
mnih, na drugi strani pa
zivih kontrastnih barvah v
tehniki akzrila.

No Local Fundation

Sledil je obisk galerije
No Local Fundation, kjerx
nas je sprejela ena od
direktoric Malgorzata Mle-
czko. Fundacija je bila ustanovljena
leta 2008 in je plod skupinskega dela
dveh umetnostnih zgodovinark in kura-
tork, Malgorzate Mleczko in Patrycje
Musial. V svoj program sta zapisali,
da se ukvarjata s sodobno umetnostjo,
kuriranjem in razstavljanjem, kakox
tudi s teoretsko refleksijo vizual-

ne umetnosti. Galerija naj bi tvorila
nekakSen most med umetniskimi insti-

tucijami in neprofitnimi organizacijami.

V preteklosti so sodelovali s festiva-
lom Mesec fotografije, predstavili celo
vrsto video-arta Umetnost v kinu, s
povabljenimi gosti so vzpostavili tudi
zacasno umetnisko rezidenco na podeze-
1ju, katere cilj ni bil umetnost doku-
mentirati in galerijsko prezentirati,
ampak zgolj uzivati v neponovljivosti
umetniskega dogodka, tj. performansa
in video-zvocne instalacije.

Galerija AS

V le nekaj minut oddaljeni Galeriji
AS sta nas sprejela Grzegorz Siembida
in Mateusz Okonski. Galerija AS je v
marsicem podobna drugim mladim neod-
visnim galerijam, le da je bil v njen
zagon vlozen nekoliko vec¢ji kapital.
Kljub pretezno mladim umetnikom sode-
lujejo tudi z ze ‘preverjenimi’ imeni.
Zgornji prostori so namenjeni pzrodaj-
no-razstavni dejavnosti, kletni pa so
spremenjenli v galerijski prostor za
obcasne razstave, kjer je tudi aktu-
alna razstava mladega angleskega ko-
lektiva devetih umetnikov. Gre za me-
Sano postavitev z video instalacijami
in drugimi novimi mediji, dela pa no-
sijo druzbeno-kriti¢no konotacijo, mdr.
opozarjajo na nepravicno financiranje
britanskega Solskega sistema, ali pa



I worked in art colleges because they gave me the freedom to do research
and as a curator to find ways of producing work with people. Art colleges
were going through this new shift and I became interested in that. Whereas
museums were becoming more and more the same, with similar collections,
and similar ways of working, art colleges were going through a transforma-
tion and were very diverse.

I felt happy in the art schools, certain art schools. Because it seemed to

me that they had been the place that had originated my curiosity in re-
search in the first place. I like the environment of the art school. I like the
way people move in an arts school. I like the use of fashion and coding
amongst students in an arts school. I like how they work in studios. I think
I was particularly excited by the small German art college, like the Stadel-
schule when it was being run by Kénig because of its slightly loose way of
working. It wasn’t trying to be too trendy or too fashionable. An art school
remains a place for me where very interesting conceptual work can be
done, together with forms, and with interpersonal relationships. Universi-
ty has that rather problematic dimension, which is that offices are usually
ugly, and academics however brilliant they are sometimes lack atmospher-
ic or perfomative qualities. The university environment is a bit dry for me
sometimes.

You initiated a research project called Future Academy. You developed the idea
through which you connected several art colleges throughout Europe. Could you
tell a bit more on the history and structure of the Future Academy?

Again it comes down to people. I was back in London and once again was
offered this opportunity as a curator to work in an art school without doing
formal teaching. One day, the out-going Head of Chelsea College of Art, Co-
lin Cina said to me: ‘We’ve just bought this big site on Millbank, next to Tate
Britain. It’s a former Royal Army Medical Army College. It won’t be refur-
bished for at least two years, why don’t you do something in it with postgrad-
uate students. Whatever you want.’

naznanjajo druzbene spremembe (Peti
steber).

Umetniski vodja galerije je spregovo-
ril o problemih, s katerimi se sre-
cujejo mladi umetniki, katerih dela
zavracajo vse pomembnejSe drzavne in-
stitucije, ki svoj ugled gradijo na
prepoznavnih imenih, kljub temu, da
SO v svoj program zapisale, da bodo
spodbujale predvsem mlade umetnike.
Opozoril je tudi na nepravicnost de-
ljenja javnih sredstev, ki so letos
skoraj v celoti pripadla Muzeju so-
dobne umetnosti (MOCAK), kakor tudi
nepripravljenosti drzavnih institucij,
da bi sofinancirala in pomagala neod-
visnim zdruzZenjem, kakor tudi nepzri-
pravljenosti drZavnih institucij. Med
pomembnejSe projekte Galerije AS sodi
projekt Klub. Gre za razstavni prostor,
ki je deloval v okviru bara, ter tako
umetnost, ki je ponavadi omejena zgolj
na galerije, priblizal vecjemu Stevi-
lu predvsem mladih obiskovalcev. Na-
¢elo razstavnega prostora je bilo ¢im
hitrejSe menjavanje razstavljenih del,
sodelovanje galerije pa nepzrofitno.

— Miha Kelemina

Bunkiex Sztuki

Po vecdnevnem obiskovanju razlicnih
muzejskih institucij in ‘underground’
iniciativ mlajSe generacije, smo imeli
za konec ogled legendarnega paviljona

Bunker Sztuki, svojcas najvecje mestne
umetnostne ustanove. V doticnem pro-
storu (prej so se dogodki in organiza-
cija selili po vec lokacijah v Krako-
vu) so od leta 1965 razstavljale cele
generacije poljskih umetnikov, niso pa
se branili niti bolj ‘eksotiénih’ raz-
stav, kot so bile na primer razstave
norveSke ali indijske umetnosti.

ZvenecCe 1ime torej, ki pa po pogovorih
z mlajsimi kuratorji prej obiskanih
galerij, odpre marsikatero rano tega
prostora. Po besedah enega izmed njih
je imel Bunkier za mladega ustvarjal-
ca vlogo vmesne postaje med manjso
dostopnejso galerijo in tistim ‘veli-
kim' muzejem moderne umetnosti.Ven-
dar je prostor, bodisi zaradi svoje
zgodovine bodisi zaradi vodenja Anne
Marie Potocki, scasoma postajal vedno
bolj elitisticen. Slednja naj bi, gro-
bo receno, Bunkier pripeljala do roba
bankrota.

Spostovana likovna kzriticarka, teore-
ticarka in zbirateljica sodobne ume-
tnosti je pred dobrim letom zasedla
mesto direktorice muzeja MOCAK (Mu-
zej sodobne umetnosti Krakova), ki
je svoja vrata odprl letos spomladi.
Do izbire je prisSlo izjemno netran-
sparentno, nihce se ni imel mozZno-
sti potegovati za delovno mesto vodje
MOCAK-a, saj sploh ni bilo razpisa,
ki bi to omogocil. Anna Maria Potoc-
ki pa naj bi zbirko muzeja obogatila
z ‘'darilom’ okoli 300 kosov iz svoje



And so that’s what I did for a year. And it was the craziest environmental
situation that I ever worked in. Because the site was huge and we had to have
walkie talkies to find our way around it and there were unpleasant labora-
tories, soldiers had lived in there, medical doctors and students and it had

a history of being a target of the IRA. There were mad rumours and stories
about that. I put together a group of 9 post-graduate students who had just
finished their studies and we met and worked there regularly for a year, invit-
ing artists on tours through the site.

And we ended up doing a new issue of Metronome, number 8A and 8B. After-
wards I said to the Colin Cina why don’t we do a conference about changes
in art colleges? And that grew from being just an idea into something bigger.
We thought, why don’t we get some other institutions who are interested in
this crisis to look at it together and that was how we managed to fund it, by
pooling extra resources. It was clear that they couldn’t give me a position. So
Colin Cina used his power and his reputation to get Glasgow School of Art,
Edinburgh College of Art and the London Institute (now University of the
Arts) to find some extra money that would help me pay my rent, and keep me
going to develop this idea. And we also went to the Arts Council, we went to
the European Union, and we talked to people at very high level about this
changing situation. We tried to encourage art colleges in Europe to come

on board and become part of the research collective. But the art colleges in
Europe wanted the investigation to focus only on changes in the Bologna
agreement or things that would be of benefit to themselves, to an elite Eu-
ropean art group. And it was at that point that I thought to myself that this
has to be done in connection to the ex-colonies because we had exported art
schools to India and to Africa and I wondered whether there was a concor-
dance in the crisis of art schools in these continents too. I though it would
be more interesting to do it on a more global level. So that’s how I spent one
year working in Senegal and in India. And then after that the money ran out
in London and Edinburgh luckily decided to keep me to do this. I have now
worked for nearly three years with Edinburgh to develop the Future Acad-
emy.

lastne zbirke, in zaradi tega so se
tudi pojavila namigovanja, da si je
to delovno mesto kupila.

Vstop v Bunker Sztuki vzbudi prav za-
nimive obcutke. Dolg sprejemni hodnik
in ne prav oc¢arljiva avla s hladnimi
poljskimi usluzbenkami ne pusti prav
pozitivnega vtisa. Pojem brutalizem
se izkaze v vsej svoji moci. Monu-
mentalna stavba iz betona, grajena v
brutalistic¢nem stilu slavi suzrovost
gradbenih elementov in se prav kzruto
hvali z njimi. Stavba s skorajda nic
naravne svetlobe res vzbudi obcutke
kot da smo se umaknili v zaklonisce.
Zaklonisce umetnosti.

Muzejska koordinatorka Anno Leben-
sztajn nam je razlozila, kako stvari
delujejo v njihovi ustanovi, pope-
ljala nas je po vecjih prostorih ga-
lerije, vendar so ravno pripravljali
naslednjo razstavo, tako da smo ob
golih stenah res lahko dobili obcutek
‘bele kocke’, ki je sicer zelo razgi-
bana, stropi so v vsaki sobani dru-
gace nagnjeni, v nekateri od njih se
nahaja tudi kakSen steber. Pajcevine
na stropu mogoce pripomozrejo k malo
manjsi sterilnosti prostora, saj sem
le tu dobila obcutek neki Zivahnosti.
Koordinatorka je govorila o izobraze-
vanju mladih, delavnicah, meni pa so
se po glavi pletle pajcCevine, 1in ni-
sem si mogla predstavljati, da bi v
tej slabo osvetljeni, depresivni stav-
bi sploh kdo lahko uzival. Mozrda, ce

bi se vsi skupaj pretvarjali, da smo
v ogromnem kitovem trebuhu in da Se
vedno lahko uidemo ven, ce si tega
zazelimo.

Ko se je koordinatorka poslovila, nas
je Krsystof Siatka (njegovo ime smo
morali izbrskati sami, saj sam ocli-
tno ne obvlada osnovnih pravil bonto-
na in se nam ni predstavil) popeljal
v bolj odmaknjen, manjsi del galerije,
kjer je umetnik Tomasz Woéjcik, sedaj
art direktor poljskega Playboya, raz-
stavljal delo Profesor. Sosedov foto-
grafski arhiv, ki ga opazujemo pzrek
diapozitivov, nas popelje v zlato ero
socializma. Obcutek ob gledanju foto-
grafij je nostalgicen, kaze trenutke iz
zivljenja privilegiranega komunistic-
nega profesorja neke tehniske univer-
ze. Profesor na potovanju, profesor

z zeno, profesor pred hiso, profesor
na zabavi, profesor Se na enem poto-
vanju .. Fotografije se stopnjujejo z
zvoc¢no kuliso ucenja tujih jezikov, ki
je prav tako profesorjeva zapuscina.
Umetnik ne sodi, ne polemizira, le
omogoCl moznost vpogleda v zivljenje
nekoga, ki si je lahko (ali pa znal)
omogocCiti karseda prijetno bivanje za
zelezno zaveso. In morda lahko dobimo
vtis, da so takrat 1ljudje znali celo
neprimerno bolj uzivati kot danes. In
da je bil luksuz pravzaprav dostopen.
Pa ceprav le pesScici.

V kleti smo si ogledali razstavo A
word each, delo Monike Drozynski. V



You worked with professionals and students using the format of the think tank
(in Dakar, Mumbai and Bangalore) and now something similar with Studiolab
(Edinburgh). In all three places research was focused on three main subjects:
epistemological, architectural and structural questions on the future of the art
academy. Can you tell me more about the process?

Each time it is a case of assessing the interest and motivation on the part of
my potential colleagues or co-researchers wherever I am. I've worked like
this with Metronome when I arrive in a new location. So with Future Acad-
emy, I go into an art school and sympathetic professors rustle together their
students, and then I pitch the project to them and see their response. I did
this in India, in Scotland and in Dakar, which was an incredible moment
when I spoke to 150 Senegalese art students. I was the only white person
there. And it was the most surreal situation. And I said to them ok guys, this
is a situation, you are in an institution, there is a very fine line between the
freedom you articulate and manipulate within this institution and the kind
of freedom that you may want to set up for yourselves once you leave art col-
lege. So I am asking you to look at this institution as if it were nearly your
professional context.

The key has been to think about this in terms of the future, rather than the
present. This is crucial for Future Academy, because if there is a crisis in

the art educational system then this crisis cannot be resolved directly by
Future Academy. So we have created a scenario or conceit whereby we think
50 years ahead. And 50 years seems to be the right amount of time because
my generation will be gone, but equally paradigmatically it refers to shifts in
the 19" century, then later the Bauhaus and now a new kind of change in art
and education. It also means that the students will be closer to seeing their
ideas implemented than us. So Future Academy has been always student-
led. But students have had to want to get involved. And so I pitch to them on
three levels; who you want to work with, what is the map or cartography of
your professional world, what is the way of working that you think is the best
for the future, and what is the knowledge that you are already involved in

pogovoru nam je kuratorka Karolina
Harazim razlozila koncept razstave,
saj je bila ta med nasSim obiskom Se
vedno v nastajanju. Zanimivo je bilo
tudi, da razstava ni imela klasicne
otvoritve in da bo namesto te neka-
kSno uradno ‘zaprtje’, saj bo Sele ta-
krat mogoce videti vse izdelke. Ume-
tnica je zdruzila folkloro z uzrbanim
tako, da je grafite, ki jih je opazila
na poljskih ulicah, na tradicionalen
nac¢in izvezla na manjSe prte. Poleg
razstavljenih vezenin je razstavljen
Se video z grafiti izvezenih besed ter
zvoc¢na 1instalacija.

Ob koncu razstave pa bo razstavljeno
Se kljucno delo, ki naj bi povezalo
vse razstavljene elemente, nastal pa
bo v sodelovanju z obiskovalci raz-
stave. Poskus nakupa v muzejski tz-
govini se je slabo koncal. Navelican
delavec se je komajda spravil s svo-
jega segretega stola in zdolgocase-
no vprasal, kaj sploh potrebujemo.

Ko smo se po obhodu vrnili nazaj po
knjige, nam je pred nosom zaklenil
zelezna vrata in hladno zrekel, da je
zanj delovni dan koncan. Nato pa je
Se 15 minut predrzno deskal po inter-
netu.

ZapraSena komunisticna ostalina, kjer
tudi stvari funkcionirajo dokaj za-
praseno in brez vecje volje ali bo-
gnedaj zagona. Z izjemo zanimivega
koncepta obeh razstav in razlage Ha-
razimove, je bil ogled izredno zalo-
stno opozorilo, kako naj stvari ne bi

smele potekati in kako lahko 1z revo-
lucionarne ustanove ustvarimo samode-
struktiven stzroj.
— Maja Alibegovi¢

Internetni viri:
www.oskarschindlersfactory.com
www.starmach.com.pl
www.cricoteka.pl

mocak.com.pl
www.goldexpoldex.pl
www.nova.art.pl
www.nolocal.org/pl
bunkier.art.pl

Dnevniski zapisi

Nase Solanje v sklopu izobrazeval-
nega programa Svet umetnosti - Sola
za sodobno umetnost se je poleg uvo-
dnega sestanka dobesedno pricela s
prvo strokovno ekskurzijo. V pone-
deljek, 8. novembra (ob ne pretirano
zgodnji uri), smo se torej odpeljali
proti nasi destinaciji, mestu Krakov
na Poljskem. Dolga voznja se je kljub
bolec¢inam v hxbtu in ostalih delih
obrestovala, saj smo se imeli udele-
zenci Sole priloznost bolje spoznati
ali ugotoviti, da se poznamo ze od
prej. Ko smo ze v vecernih urah konc-
no prispeli na cilj, smo se namestili
v prijetnih in precej bidermajexrsko
opremljenih apartmajih - Florijanovi
apartmaji, ki bi jih zaradi enkzratne
lokacije priporocila komurkoli, ki gre
v Krakov. Nahajajo se namrec ravno



producing? How do you integrate the jobs that you do outside of the college
into your work as an artist? Many art students are involved in social work. So
what do you do with this information, and what do you think about access
to the art college? Even the word ‘academy’ can throw up incredible debates
about exclusion, exclusivity, how one gets somebody who is not educated
into the academy, and what to do about cultural diversity. And the presence
of aesthetic practices, that are not recognized in the academy but are part of
life and culture, even oral culture, all those sorts of things.

Another area that we worked on was architecture. We asked: do you need a
building for a Future Academy? No, we don’t need a building, most of them
said. We need energy points and we need people and we need face-to-face
meetings, but we do not need a building.

The structural issue is something that I haven’t resolved yet except through
my own activity, which is reflected in the way that I have produced Metro-
nome. At the heart of Future Academy is something that I have always want-
ed, which is to set up a roaming faculty. Because I think it is the only way that
you can get a deeper transfer of knowledge. I don’t believe in one-week semi-
nars, I don’t believe in this kind of system. I think you have to bring people
over for longer periods of time to work and engage with their own research
in another context and with different people. And this will help the circula-
tion of ideas. I tried to set up this roaming professorship through Future
Academy but actually I ended up doing it myself informally. So I haven’t
quite managed to achieve that yet.

The roaming professorship is connected to the question of knowledge transfer.
What knowledge for which context? What art history? African? American? Eu-
ropean? What knowledge is relevant for let’s say the three locations that you
worked with? What are the faculties of knowledge for the Future Academy?

It’s really about introducing and educating students to work with a rigorous
understanding of methodology. Once that is done, you can bring in practi-
cally any material. These rigorous methodological procedures are related to

nekje na polovici poti med centrom

mesta in reko Vislo, ki obdaja bivso
Poljsko prestolnico.

Ze prvi veler smo preverili vecerno/
no¢no dogajanje 1in ugotovili, da ro-
zine 1in orehi dajo rdecemu kuhanemu
vinu odli¢no aromo!

8. 11. 2011.

Torkovo dopoldne smo imeli pzrosto,
tako da je vsak na nek nacin pesS spo-
znaval predele mesta, zdi se mi, da

ne prevecC nacrtno, predvsem pa spon-
tano. Vsaj zase lahko recem, da sem
enostavno Zelela zgolj zacutiti mesto
in njegov utrip. Pri tem bi rada po-
sebej izpostavila, da se kljub tram-
vajem, ki so sicer na voljo, v Krako-
vu z lahkoto gibljesS peS. To se mi zdi
eden najvecjih plusov, saj zares hitro
dobis obclutek o velikosti in uredi-
tvi mesta, po katerem se potem do-

kaj lahko znajdeS. Nasli smo tudi dva
primerka nekih trznic oziroma bolsjih
sejmov, vendar le-ta verjetno ponujata
precej veC med vikendom. Smo pa na-
$1i nekaj tolazbe za naSe oCi v an-



their work, how they research as an artist not as an academic, and how they
understand the ways and approaches of other artists’ research.

It is difficult to make a big statement on whether you have to have the art his-

tory of former Yugoslavia to have a local relevance, because the local is now
as they say translocal. But there are subject matters, which I think would
make a difference to an art academy and that people kind of take for grant-
ed. I think it would be good to have professional people to work with artists.

You have a faculty of knowledge and within this faculty you can have a law-
yer, but not necessarily someone specialised just in copyright. A lawyer who
learns with you, researches with you, maybe starts to work with you, and
develops those areas of legal systems that need to be looked at so that art-
ists have more autonomy. And it could be immigration, it could be identity,
it could be security, it could be health, it could be a whole number of ques-
tions that artists can regard as an aesthetic project along with a lawyer who
would look at these questions from a judicial point of view. I think it would
be good to work with an economist. And with an ecologist, a person who
looks at the interrelationships of ideas and things, and of environments and
conditions. These people could be quite stimulating in an art college con-
text.

Sowe are talking about the polymath team of the Future Academy, people who
have different skills and knowledges, competences to work together. There is the
question of when a polymath becomes a dilettante. Can you set up a structure to
prevent this? Is it even important?

I don’t know. My team in Edinburgh has done a lot on the polymath. And I
think it is interesting to think about the polymath because certain artists
work that way. More and more people want to work together from differ-
ent fields and have to deal with absences of knowledge from other fields. It
can be frustrating to work in an interdisciplinary way if you are also deal-
ing with these blind spots on an intercultural level and very big holes in

tikvariatih, za katere se mi zdi, da
se skorajda nahajajo za vsakim drugim
vogalom.

Nas prvi ogled na programu je bil
Schindlerjev muzej, ki sicer izsto-
pa 1z naSega umetnostno osredotoce-
nega programa, vendar je to res ena
od stvari, ki jih je vredno pogledati,
¢e si ze v mestu. Sicer zal ogledi
niso na voljo posameznikom, temvec le
skupinam (najverjetneje vnaprej naro-
¢enim in dogovorjenim). Skratka: muzej
je v bistvu nekaksSen pregled pred-,
med- 1n po-vojne zgodovine mesta Kra-
kov in je zasnovan v prostorih bivse
tovarne, ki je bila v lasti Oscarja
Schindlerja - verjetno ga vsi pozna-
mo predvsem zaradi filma Schindlerjev
seznam. Moram reci, da sem si muzej
predstavljala precej drugace, predvsem
veC nekih sivih sten, velikih pzrosto-
rov, ki na prvi pogled kricijo: ‘Tukaj
je bila tovarna!’, vendar so prostori
polni fotografij, kopij pisem, razlic-
nih zvokov, ki te asociirajo na voj-
no .. MogoCe se mi je na zacCetku zdelo
malo prevec pisano in Solsko, k cemur
je verjetno pripomogla tudi ne prevec
profesionalna vodicka, vendar na kon-
cu se mi je zdela razstava super, ker
je bila vse prej kot monotona, pzro-
stori so bili med seboj zelo razlic-
ni in prav vsak zase je pripovedoval
svojo zgodbo z najrazlic¢nejsSimi sred-
stvi, tako da smo z vsemi c¢uti lahko
vsaj malo obcutili zgodovino mesta
(Se bolj bi jo verjetno lahko, ce bi

imeli vec¢ casa 1in bolj proste roke
pri samem ogledu).

Naslednja na seznamu ogledov je bila
Galerija Starmach, ki se nahaja v
blizini muzeja. Gre za eno pomemb-
nejsih prodajnih galerij v mestu, ka-
tere jedro predstavlja zasebna zbirka
ustanovitelja in direktorja galeri-
je, Andrzeja Starmacha. V galeriji se
osredotocajo predvsem na poljsko po-
vojno, modernisticno umetnost - zna-
¢ilna in ocitno najbolj znana je t. 1.
Grupa Krakovska, ne posvecajo pa se
mlaj$im generacijam. Ce sem pravilno
razumela, imajo eno najvecjih zbirk
poljskega modernizma, zato pogosto
razstavljajo v sklopu drugih muzejev,
ki so zainteresirani za predstavitev
tega obdobja. Ob nasem obisku so rav-
no razstavljali manjs$i del zbirke, ki
je misljen kot prodajna razstava. Mene
osebno sicer razstava sama ni prevec
pretresla, predvsem mi je bilo nena-
vadno, da ob umetninah ni bilo no-
benih imen, letnic, skratka nicdesar.
Prejeli nismo niti kakega informa-
tivnega listica, ki bi nas kakorxko-
1i bolj seznanil z razstavo in tudi
osebe, ki so nas sprejele k temu niso
pripomogle.

Za konec prvega dneva smo se odpra-
vili na pravi ekskluzivni dogodek 1in
sicer na otvoritev razstave Dunaj-
ski akcionizem - Nasprotni pol druz-
bi (Viennese Actionism - The Opposi-
te Pole of Society), ki je potekala v



information. So the dilettante is an inevitable outcome of this kind of plu-
ridisciplinary context. And unfortunately I think that the fine art context
breeds more dilettante interpretations then any other context. You know
Iwouldn’t dream of presuming something about computer science, but
computer scientists will make assumptions about art that is often frankly a
sign of dilettantism.

Let’s go back to the structure of Future Academy, more precisely to the think
tanks you set up, and Dakar for example. They also involved people that you
worked with before, not only students, but also active professionals from very dif-
ferent fields.

Well Dakar was the very first think tank for Future Academy and it was very
special. I brought together intellectuals, artists, musicians, lawyers, infor-
mation scientists, all people who in Dakar don’t often meet and debate. It
took place at the house of an architect. And there were a few arts students
there too. But actually there were more people in their 30s and 40s or even
older. So it really was a kind of top-level intelligentsia. And afterwards it be-
came more student-led project. I went back to Dakar three months later and
set up a cell of 20 people who came from a new media lab and from the na-
tional art college in Dakar. And that was very powerful. They were very good.

Did they continue to work when you left? Or was it more a situation that you gen-
erated a kind of dynamics that eventually died out?

It petered out in a formal sense. But you see, it doesn’t really matter. The
business of continuity is complex. One wants something to continue but
one forgets that students pass through. Students aren’t responsible for
maintaining a project. They learn from it and then they move on to some-
thing else. It would be wrong for me to assume they have to keep it running.
Because one of the key aspects to Future Academy has been to remind ev-
erybody all the time that we are not it, we are not the Future Academy. We
are not an institution. So we are active in doing fieldwork and investigating

MOCAK-u, torej v Muzeju sodobne ume-
tnosti v Krakovu. Sam muzej za so-
dobno umetnost je pravzaprav prva
tovrstna institucija v Krakovu in je
Se izredno mlada, saj je odprta Sele
od maja v tekolem letu. Precej veli-
ka 1n moderna stavba je bila nareje-
na po nacrtih italijanskega arhitekta
Claudia Nardija, ki je zmagal na na-
tecaju za zasnovo prostora, katerega
je vkljuc¢il v nekatere ostanke drugih
prostorov Schindlerjeve tovarne (sama
sem sprva menila, da sta Schindlezr-
jev muzej in Muzej sodobne umetnosti
arhitekturno ali kako drugace poveza-
na, vendar sta dve locdeni stavbi, ki
pa res stojita v neposredni blizini
druga druge). Ne morem se upreti, da
ne bi dodala opazke, da je bila sama
otvoritev izredno pompozna, z ogro-
mnim Stevilom obiskovalcem in izredno
gneco, tako da sem sama najprej obi-
skala muzejsko trgovino (ki ima ne-
kaj zanimivih naslovov, vendar se mi
zdi precej majhna) in se 3ele po kon-
cu zacetnega navala odpravila ogle-
dat razstavo v pritlicju. Kljub pre-
cej hladnemu in sterilnemu pzrostoru,
dolgim hodnikom in belim stenam, mi
je bila sama razstava vsSeC. Res pa jJe,
da mi je bila vSel predvsem vsebina
razstave, osebno sem pogresala mo-
goCe veC informativnih tabel s sicer
¢isto faktografskimi podatki (katere
imam osebno rada), in kot smo se po-
govarjali z ostalimi, niso mi bile
vSe¢ oznacbe ob delih, ki so imele
Ze vnaprej podano interpretacijo del,

kar mi v kontekst tako zasnovane go-

stujole razstave v neki javni ustano-
vi nekako ne spada. V naslednjih dneh
smo od lokalnih 1judi iz umetnostnega
sveta izvedeli precej informacij jav-

no-nejavnega znacaja o samem MOCAK-

u, direktorici in nacinu delovanja v

kulturni sferi mesta, vendar mogoce o
tem vel kasneje.

V apartmajih smo vecer nadaljevali
pozno v no¢, saj smo 1meli spoznavni
veCer s kolegi iz HrvasSke, ki so bili
prav tako na ekskurziji.

9. 11. 2011.

Program drugega dne se je pricel ze
dopoldne, in sicer ob 10.30, kar nas
nekaterih ni odvrnilo od zgodnjega
vstajanja in kavice v blizini apart-
maja. Dan smo zaceli v Krikoteki
(Cxicoteki), Centru za dokumentiranje
umetnosti Tadeusza Kantorja (Centre
for the Documentation of the Art of
Tadeusz Kantor). Gre za resnicno zelo
posebnega umetnika, ki je bil slikar,
pesnik, igralec, danes pa je najbolj
poznan kot ustanovitelj svojevrstnega
gledalisca - Gledalisc¢e Czxicot 2, s
katerim je ruSil meje tradicionalnega
gledalisca. Sama Krikoteka se nahaja
v podzemnih prostorih, ki jih je av-
tor sam izbral za hranjenje dokumen-
tacije svojega dela. Izredno nenava-
dno se mi zdi dejstvo, da je zadnjih
deset let svojega zivljenja Kantor



ideas, bringing people together whilst all the time saying that this is in order
to understand what the future may bring or be. But we are not the Future
Academy. And that constant playing with blind spots or coming back to real-
ity is really curious and bizarre. Sometimes you realize that you are doing it.
You are the Future Academy. And other times you draw back and say no, no,
this is a conditional exercise.

You have a constant team, at least in Edinburgh. But in Dakar and India, you just
got together a group for the one event at a time.

No. In Dakar there was a cell, a group too. I had to find every way possible to
keep it going and to be able to go back often enough. Then I went to India
and started working there as well. In Bombay and in Bangalore. I never se-
lect students. They elect to be involved. In Edinburgh the same thing hap-
pened too following on from the African and Indian experiences. It was the
cartography of Future Academy. In Edinburgh we worked on the notion of a
building. Because Edinburgh College of Art had just decided to buy a build-
ing and in India, the students had said, ‘we don’t want buildings!” So it made
it really crucial to have a symposium to discuss what to do about buildings,
to be with or without walls. To ask, why it is that governments support the
construction of new art colleges? Most people don’t know what a studio is
anymore, and health and safety issues prevent people from socializing in

a lot of art colleges, so the computer room becomes a social hub. All this is
changing every minute. And so the team that I set up in Edinburgh again
based on elective students from different departments, photography, televi-
sion, and architecture investigated these questions. The final phase more
recently has been in collaboration with the School of Informatics and the
Department of Digital Design at the University of Edinburgh. First there
were structural investigations, then there was the architectonic, and now we
are looking at the question of the knowledge base or the epistemological in
collaboration with an area in the University of Edinburgh that is fundamen-
tally interdisciplinary.

zavestno zbiral dokumentacijo svoje-
ga dela, ker je zelel, da bo pred-
stavljena naslednjim generacijam 1in

sicer toc¢no na tak nacin, kot on zeli.

Prica smo bili lahko fotografijam raz-
li¢nih avtorjev, ki so dokumentirali
njegove happeninge 1in predstave, prav
tako so imeli razstavljeno eno nje-
govih najslavnejSih del Mrtvi razred.
Ne glede na to, da je sam prostor
fenomenalen in avtor zanimiv, je bilo
enkratno, da smo imeli priloznost
govoriti z vodjo centra, Natalio Za-
rzycko, ki nam je predstavila tudi
omejitve, s katerimi se srecujejo pri
delu zaradi umetnikove specificnosti
zapuscine, tako materialne kot na-
menske. Dejansko center res nima ve-
liko moznosti pri raznolikosti pred-
stavljanja zapuScCine, saj je prostor
zelo majhen, objekti, ki jih hranijo,
pa po dimenzijah in kolic¢ini prostor
presegajo. Poleg tega jih ne Zelijo
biti vec zgolj dokumentarni, saj na
ta nadin niso zanimivi v aktualnem
umetnostnem dogajanju. Ko si ogledas
razstavo, nimas vel potrebe, da bi se
vrnil, razen c¢e si raziskovalec, ozi-
roma c¢e si izposojasS njihova dela za
razstavo nekje drugje. Ravno zara-

di tega se veselijo novih prostorov,
ki so trenutno v fazi gradnje, kjer
si Zelijo ne le imeti bolj razgiba-
ne razstave, temvec¢ tudi delavnice in
predavanja, ki bodo ponovno aktuali-
zirala fenomen tega umetnika, ce se
lahko tako izrazim. Kasneje smo imeli
tudi priloznost videti njegovo stano-

vanje, ki je odprto za oglede (kar je
bila med drugim tudi njegova izrecna
zelja!) in se sprehoditi v depo, kjerx
hranijo njegovo zapus$c¢ino. Lahko samo
komentiram, da resnic¢no potrebujejo
boljSe razmere za prezentacijo imena
tako velikega formata in vseh umetni-
kov, katere je navdihoval, vendar se
hkrati sprasujem, kaj bi on osebno
rekel na tovrsten razvoj 1n morebitno
interpretacijo njegovega dela, katero
se je sam zavestno tako strogo zacr-
tal. Konec koncev je za svoja gleda-
liska dela izrecno rekel, naj se jih
po njegovi smrti ne izvaja vec in to
so do sedaj sposStovali. Bomo videli,
kaj bo v prihodnosti.

Po Kantorju smo se vrnili v MOCAK, ki
smo ga malo Ze spoznali, tokrat smo
se tja vrnili z namenom, da si ogle-
damo spodnje nadstropje, v katerem so
razstavljena dela sodobnih poljskih in
tujih umetnikov. Koordinatorka, ki naj
bi nas vodila, nam prakti¢no ni po-
vedala nicesar, razen da so interpre-
tacije del na stenah delo direktorice
muzeja (Marie Anne Potocke) s katerimi
se lahko strinjamo ali ne (torej enak
problem kot pri dunajskem akcionizmu),
torej zal kaj vec€ nismo izvedeli. Dela
so bila bolj ali manj zanimiva, prav-
zaprav edino delo, ki ga lahko 1izpo-
stavim, je bila instalacija Brez na-
slova, Roberta Kusmirowskega iz leta
2007, ki je na nadvse grotesken nacin
prikazovala dobre in slabe ucinke upo-
rabe dolocenih substanc.



As the years go by with Future Academy the question of the elective voluntary
group at a postgraduate level has become actually very subversive. Because you
are able to do what you want, yet you are also confronted with a problem of mo-
tivation rooted in the lack of financial responsibility on the part of the students.
They don’t pay for your course so they don’t have time!

You said that you are not the one forming the Future Academy, you are just inves-
tigating possible ways. So what would the result of this investigation be for you?
When do you think your investigation will have come to an end?

Well, frankly I think Future Academy has run its course. I don’t really want
to continue nextyear. I have done it for five years and I have listened to a lot
of different people and covered everything I wanted to cover with it. When

I started Future Academy, the question of the transformation in the art col-
lege was being sensed but hadn’t yet been developed by the people inside
the art colleges such as you might find it has today. So 5 years on and art col-
leges have tightened their belts and worked on their future. Not everywhere.
It is still a big question. One can do a lot more research on the global issue,
on the question of the empire, globalisation and the arts school. But that’s
not really what interests me. I would like to put into practice some of the ar-
eas we uncovered or developed.

And the academies? The ones that supported the project. How do they feel about it?

They know that the results of Future Academy operate on many levels. Num-
ber one, indirectly, it provides a pretty tough education in the methodolo-
gies of art and research. They know I produce Metronome in the art world
context, and they are more interested in that side of my work. And then you
could argue in a way that it’s their problem not mine.

If I do something that’s heretical inside of the college you have to have good
people to allow you to create this heresy. In certain art colleges it didn’t work,
because the people who were running the college didn’t want another per-

Po kosilu smo se nadvse veselili
obiska galerije, bara, prostora za
druzenje in Se kaj bi lahko rekli z
imenom Goldex Poldex, katerega vod-
ja je umetnik Janek Simon. Izvedeli
smo, da je to eden najbolj aktualnih

‘underground’ prostorov kamor hodi-

jo vsi, ki nekako ne najdejo svojega
prostora v velikih javnih institu-
cija. Janek Simon je pzrecej priznan
umetnik, ki v tem prostoru prireja
razstave svojih prijateljev in znan-
cev, projekcije filmov in pogovore -
Zzal prostora nismo uspeli videti na
lastne oci, saj je bil vodja zadrzan,
tako da smo vsi obzalovali pogovor z
nekom, ki skrbi za ZzZivljenje podtalne
scene v Krakovu.

Dan smo zakljucili s Se eno neuradno
iniciativo in sicer z obiskom galerije
New Roman, kjer nas je sprejel vodja
Pawel Olszynski. Sam umetnik in njegov
sodelavec sicer nista bila prevec zgo-
vorna, niti ni bilo trenutno na ogled
nobene razstave, vendar je bilo vzredno
iti tja c¢isto zaradi idejne drugacno-
sti. Sama Se nikoli nisem vstopila v
stanovanjski blok, 3la do tretjega (ali
Cetrtega?) nadstropja in tam vstopila
v najete prostore, ki jih mladi ume-
tniki prakticno placujejo iz lastnega
Zepa, da imajo tam moznost prireja-

ti svoje razstave 1in razstave znancev.
V prostoru sta Sele od maja letos 1in
samo zacasno, torej jima slabe organi-
ziranosti niti ne moremo tako zelo za-
meriti, v vsakem primeru pa se mi zdi

pohvalno, da nastajajo take iniciative,
ki si Zelijo delati na umetnostnem po-
droc¢ju na drugacen nacin.
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S cetrtkom smo priceli zadnji organi-
zirani dan ogledov in zadnji dan pred
odhodom nazaj v Ljubljano. Ponovno
smo vse lokacije obiskali peS, kar

je sicer enkratno, ce nisi ljubitelj
tramvajev kot jaz, vendar menim, da
smo bili zaradi tega (in omejenih ur
spanja) Ze malce utrujeni. Prvi ogled
smo imeli v Narodnem muzeju Krakova,
takoreko¢ najbolj uradni instituci-
ji, ki hrani umetnostne zbirke, poleg
seveda mnogih drugih. Zanimiv podatek
je, da je zbirka pricela nastajati z
donacijami in umetninami, ki so jih
prispevali poljski avtorji v Zelji, da
bi se ustvaril prostor za zbiranje in
hranjenje narodne dediscine. Sprejel
nas je mlad kurator Dominik Kurylek,
ki nam je sicer pokazal zbirko ume-
tnosti dvajsetega stoletja, predvsem
pa smo se imeli z njim priloznost
pogovarjati o nacinih delovanja v to-
vrstni instituciji ter njegovih po-
gledih na kuratorsko prakso v sodobni
umetnosti. Predvsem je izpostavil, da
muzej deluje Se zelo konzervativno,
zaradi cCesar se je pri svojem delu
sreCeval z mnogimi omejitvami pri sa-
mem 1zboru sodobnih avtorjev, projek-
tov in tem, ki jih predstavlja. SkuSa
namre¢ vkljuciti sodobne, mlade ume-



son coming in and messing around with a vision of a college that was con-
structed together with students. The heresy is too close to the bone. They
don’t like it. But if you are with people who know you can only do good, in
irrigation, in developing laboratories within the college, think tanks within
the political context that are useful, they will support you but they may not
know how to exploit you. Because if they exploit you, they have to formal-
ize your position. And that’s actually what hasn’t happened until now. So I
want to do something out of Future Academy. I want to direct. I have learnt
enough, I am experienced enough and now I want to direct something.

Even if you don’t have a plan for the Future Academy, you have certain sets of
ideas that for example came in very handy for us when you formulated some of
these into blocks of questions for the workshop. But there is also the influence you
had on the students with whom you worked and the impact that remains when
they leave art college. In a way it is about spreading around ideas of rethinking
existing models or even methodologies and how to approach anything in art, not
only the question of art education. So what are your plans for the future?

I want to do something with the results and experience of Future Academy,
butI also need to find the place of production that suits my work at the mo-
ment. I would like to direct an institution. And I want to work in a different
way than before, in a different area of production. I would be very interested
in helping to set up new research station. When I was younger I was very ner-
vous. I could never imagine that I would run a private gallery. I was always
fascinated by how a person who runs a private gallery has the audacity and
ability and courage to say, ‘I will sell this artist’, especially if it was an un-
known artist. I am not saying I want to run a private gallery, but I think you
see more in private galleries then in museums. You see new work. I am inter-
ested in new work and I am interested in an earlier phase of work, the work
before it’s completed, so I have to find a location where I can support the
production of interesting dialogues with artists prior to the finished produc-
tion of work. That’s what I am mainly interested. In the early phase of devel-
opment, not in finished results.

tnike, teme 1z obrobnih skupin (geji,
matere samohranilke ..) in to zdruziti
s prostorom, v katerem deluje. VSe¢ mi
je bilo, da na nek nacin izrablja vero
obiskovalcev v kvaliteto predstavlje-
nega gradiva (zaradi institucije same,
v kateri je gradivo predstavljeno) 1in
tako npr. starejsim obiskovalcem, ki
redno hodijo na predavanja, organi-
zirana s strani muzeja, predstavlja
teme, ki bi se jim sicer mogoce zde-
le tuje. Prav tako je omenil, da se

mu taka 1institucija zdi najboljsa za
destrukcijo zastarelih, konvencional-
nih idej o umetnosti, kar me navdaja
z upanjem o bodocem delu konkretno v
tem muzeju (in menim, da bi v javnih
institucijah potrebovali vec¢ kuratozx-
jev s podobnimi idejami in Zeljami).

Od javnega smo spet presli k ‘nejav-
nemu’, in sicer spet prostoru v stano-
vanjski stavbi, ki se trudi predsta-
vljati in promovirati mlade umetnike
- Art Agenda Nova. Dejansko je bil za
mnoge mlade ta prostor odskocna de-
ska, sami pa smo tam imeli priloznost
spoznati enega od njih, ki trenutno
tam tudi razstavlja, Michala Zawado.
Naslov razstave, ki smo jo videli in
o kateri nam je spregovoril Zawada je
Leta Solanja, ki nam govori o ume-
tnikovi razdvojenosti zaradi Studija
na dveh fakultetah. Umetnik je namzrec
dokoncal Studij umetnostne zgodovine
in Studij slikarstva, zaradi cesar se
je sreCaval s problemi in razhajanji
kar se tice teorije in prakse. Gre za

intimno, avtobiografsko likovno izpo-
ved, ki je bila c¢rpana iz teorije Aby
Warburga in o njegovi teoriji, da ni-
koli resni¢no ne ves, kaj podoba pri-
kazuje. Avtor se v svojih delih igra
s to teorijo podobe S to teorijo po-
dobe se v svojih delih igra avtor in
meni je bila tema izredno blizu, saj
sem se med svojim Studijem umetno-
stne zgodovine srecCavala z nekaterimi
sorodnimi vprasanji. Nedvomno je za-
nimivo videti dela nekoga, ki se po-
skusa preko likovne govorice spopasti
z dolocenimi povsem teoretskimi vpra-
sanji, na katera se mogocle dandanes
pogosto v praksi pozablja (ravno tako,
kot umetnostim zgodovinarjem manjka
prakti¢nih vprasanj).

Vrhunec dneva zame je bil naslednji
obisk in sicer prostor mladega tan-
dema Malgorzate Mleczko in Patzrycje
Musial, od katerih nas je sprejela
slednja. SliSita na ime No Local Fo-
undation, in sicer imata prostor v
katerem obcasno razstavljata, vendar
je Musialova posebej poudarila, da ne
zelita biti omejeni 1in osredotoceni na
izkljuéno en prostor, tako da njune
projekte najdemo predvsem drugod (in
ne v prostoru, kjer smo ju obiskali).
Delujeta predvsem po nacinu ‘delam kar
hoem’ in sami izbirata in ustvarja-
ta projekte, ki jih zelita deliti z
javnostjo. Eden od projektov je bil
Umetnost v kinu (Axt in Cinema), kjer
sta, Ce sem pravilno razumela, enkrat
mesecno v kinu predstavljali video



For a forthcoming publication by BAK Utrecht, Concerning Knowledge Produc-
tion, you write: ‘For art institutions, the inclination towards theory and intel-
lectual discourse need not be transformed in any extreme sense, for we should
always support spaces that encourage reflection and discussion between people.
Instead it may be helpful in these institutions to encourage a sharing of those sce-
narios and activities that tempt representations of that which is not yet known,
and — as the metalogue - so neatly proposes, build new forms of knowledge pro-
duction around them.’ You were referring to the forms of knowledge production
and content?

Yes, because discussion in art practice is now part of a big machine, and
more and more art galleries now set up seminars, discussions, workshops,
think tanks and laboratories. There are so many now. What do we do about
it? Is it a bad thing? And my answer is, no, it is not a bad thing. However if
you do set up a discussion you can also think about the format and make

it a bit more fragile. But to do that requires quite a lot of work. I have to say
that if you invite people to a think tank, you can’t just expect them to turn

up and be ready to provide the kind of conceptual intimacy one needs for a
real discussion to take place and to be open and fragile about ideas that they
haven’t been properly worked out. To be very very open, very very tentative
about ideas that may be completely foolish is risky, yet vital. You can’t do
that unless you cultivate a kind of an invitation. The invitation becomes so
important. If the discourse industry is something that we want to encourage,
because it’s good when people talk, one also has to encourage experimental
way of doing it within the context of art venues, and allow people to work
more with the poetics of theory, to work more with translation, with foreign
languages, and to change registers more often. Just changing the way of
listening to speaking as well. Those things are nearly the work of a hostess.
You've got to be aware that a debate won’t happen if you throw people in a
room.

umetnost. VeC se je Musialova razgo-
vorila o projektu, ki sta ga priceli v
okviru Festivala vizualnih umetnosti
Art Boom (Art Boom Visual Arts Festi-
val) v Krakovu, kjer sta bili nezado-
voljni nad nacinom podajanja umetnosti
v javni sferi. To ju je spodbudilo

k razmiSljaju o dejanski javni sferi,
nakar sta prisli do spoznanja, da je

v Krakovu zelo malo zelenih povzsin

in parkov, hkrati pa je ogromno cer-
kva in samostanov (katoliska vera je v
mestu izredno moc¢no prisotna), h kate-
rim spadajo cudoviti parki, ki so za
javnost zaprti. Z njunim projektom sta
pre njeno zeleli sproziti javno disku-
sijo o tem, kaj bi bilo mozno ustva-
riti s temi povrSinami oziroma kako
bi jih bilo moZno narediti malo bolj
dostopne javnosti. S strani cerkve
sicer ni bilo odziva, sta pa dosegli
odziv pri javnosti in obcutek imam,

da zgodba Se ni koncana. Vsekakor
kreativna in navdihujoca ekipa, katero
mislim, da bo vredno spremljati tudi
v bodoce!

Za tem smo obiskali Se eno mlado
ekipo, in sicer Galerijo AS, za ka-
tero bi lahko rekli, da je podmladek
Galerije Space, ki jo je ustanovila
kiparka Barbara Zambzrzycka-Sliwa in
namenjene predstavljanju in prodaji
del mladih diplomiranih umetnikov s
krakovske akademije. Sicer je galerija
Ze prej razsirila svoje delovanje 1in
del tega so tudi novi prostori, ka-
tere smo obiskali. Sprejela sta nas

vodja Grzegorz Siemboda, ki nam je
kratko predstavil galerijo in pokazal
trenutno razstavo, kjer gostijo devet
britanskih umetnikov, kasneje pa smo
imeli priloznost spregovoriti tudi z
umetnikom Mateuszem Okonskim, ki vodi
Zbiornik Kultury. Kljub svoji mladosti
dela kot umetnik in kurator in zeli
spodbuditi mlade kolege k ustvarja-
nju in jim nuditi tudi prostor, kjer
imajo moznost razstavljati. Njegov
prvi projekt razstavljanja v lokal-
nem klubu prakticno brez financ in po
principu ‘naredi sam’ je bil izredno
uspeSen, zato pravi, da bodo poskusa-
11 ustvarjati na podoben nacin napzrej.
Letos so celo dobili nekaj javnih fi-
nanc za izvedbo projekta, ki pa ga bo
zaupal mlajsim kolegom. Resnic¢ni en-
tuziast, ki s svojo energijo preprica,
da je mogocle prav vse. Mislim, da je
pravi naslov za vse nase umetnike, ki
jih taka scena privlaci in bi si Ze-
leli kakega sodelovanja s kzrakovsko
mladino.

Strokovni del smo zakljucili v ura-
dnem slogu, z obiskom Galerije sodob-
ne umetnosti Bunkier Sztuki, kjer nam
je delo galerije predstavila koordina-
torka Anna Lebensztajn. Na ogled raz-
stave Profesor nas je odpeljal kurator
Krzysztof Siatka, kuratorka Karolina
Harazim pa nam je predstavila njen
projekt in razstavo z naslovom A Wozxd
Each (Po slowie). Sama arhitektura ga-
lerije mi je izredno vSeC in je edi-
na '‘moderna’ stavba, ki je prikljucena
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staremu mestnemu jedru. Cre za redek
primer t. 1. brutalisticne arhitektu-
re 1z Sestdesetih let tega stoletja v
krakovskem prostoru. Galerija sama Je
bila prej osrednja tocka za sodobno
poljsko umetnostno produkcijo, po letu
1991 pa so se osredotoc¢ili na lokal-
ne krakovske ustvarjalce, poleg tega
razstavljajo tudi dela velikih ume-
tnikov dvajsetega stoletja svetovnega
formata. Ker si Zelijo vecje pozorno-
sti javnosti, sem mnenja, da so znana
imena eden od nacinov za doseganje
tega cilja. V sklopu galerije je tudi
Kavarna, kjer potekajo med drugim
predavanja, seminarji in diskusije 1in
Zzabnega Zzivljenja. Najvecji razstavni
prostor je bil ravno v pripravah na
naslednjo razstavo, ogledali pa smo
si dva manjsa prostora, kjer pzred-
stavljajo posamezne projekte. Prvi, z
naslovom Profesor, je bila predstavi-
tev zapuscine, ki jo je prejel avtor
od svojega soseda profesorja iz casa
komunizma. Med zapusc¢ino je naSel
veliko Stevilo fotografij iz profesoz-
jevih potovanj po svetu, tipicna obe-
lezja, spomine pred znanimi stavbami,
s prijatelji, zeno .., katere predvaja
na platnu preko projekcije iz zvoc-
nikov slisimo tecaj nemsSkega jezika
na kaseti, prav tako iz profesorjeve
zapus¢ine. Zanimivo in na nek nacin
presenetljivo domace, saj menim, da
imajo nasSi starSi doma podobne foto-
grafije, cetudi ne ravno iz tujih dz-
Zav, pa vseeno po nacinu sorodne. A

Word Each je prav tako simpaticen,
folklorno obarvan projekt, ki pzrika-
zuje besede ali besedne zveze, ki jih
je avtorica videla na razlic¢nih grafi-
tih in jih izvezla na pzrticke, ki so
vizualno in po nacinu izdelave 1izre-
dno tradicionalni - v sodobnost jih
postavljajo le besede na njih. Kura-
torka razstave nam je povedala, da
neke otvoritve v klasic¢nem smislu ni
bilo, bosta pa vrstni red obrnili in
veCer pred zaprtjem razstave pripra-
vili poseben vecer, saj najdaljsa pra-
zna stena Se caka na glavni izdelek,
ki nastaja v tem trenutku in v sode-
lovanju z obiskovalci razstave.

Po napornem tednu in kljub posledic-
nemu bolj zgodnjemu vstajanju smo za
petek, dan odhoda, izrazili zeljo, da
bi se na poti proti domu ustavili Se v
Auschwitzu, kjer stojijo ostanki in re-
konstrukcije koncentracijskega tabori-
S€a 1z casa druge svetovne vojne. Pri-
znati moram, da sem se tja odpravila
z meSanimi obcutki in nekaj casa celo
oklevala z ogledom, vendar na kon-

cu kljub neznanskemu obcutku zalosti,
ki te prevzame, izkusSnje ne obzalujem.
Pred tem sem sicer vedela o grozotah,
ki so se dogajale, brala o Stevilkah
Zzrtev, vendar nic¢ od tega ne daje to-
likSne predstave kot dejansko velikost
prostora, stavbe, bodece Zice in neu-
smiljen veter, ki nas je prezebel do
kosti (zaradi cesar smo se potem po-
Cutili Se slabSe, saj smo bili precej
bolj obleceni kot takratni ujetniki).



We are Interested in Ways of Working based on Local Needs
— Petja Grafenauer: Interview with Sasa Nabergoj

The World of Art, School for contemporary art SCCA-Ljubljana, has entered
its thirteenth year in April 2010. From its inception, the course for curators
of contemporary art - which has gradually developed into a school - has
been an almost required post-graduate stop on the journey of a student
wishing to become a curator. The majority of recognisable Slovenian cu-
rators who have been working in art since the 1990s encountered curato-
rial theory, methodology and practice for the first time at the World of Art
school. The school has provided not only know-how, but also first contacts
with artists, curators, critics and museum workers, and the systems of Slov-
enian and international art circles, while providing students with a safe re-
search environment where the knowledge they acquired could be tested and
used in the group process of preparing, executing, documenting and reflect-
ing on exhibition projects.

It could be said that the World of Art has a monopoly on the education of
future curators in Slovenia, but any reservations about a possible hegemony
of a discourse — which could quickly emerge nationally due to the specific
nature of Slovenia - are unfounded. The analytical spirit, self-reflection and
keeping up with changes and needs in art - which are expected from stu-
dents and the of World of Art team by the head of the school, Sasa Nabergoj

— promote continuous modifications to the study programme. This prevents
the World of Art from becoming outdated and establishing a dominant edu-
cational discourse in the field of curatorial work in Slovenia and the region.
The thirteenth year is again the result of the successes and failures of the
past, and the attention of the team remains focused primarily on the pro-
fessional needs of the participants. In addition to the tried and tested pro-
gramme, there is new content which enables future curators to work inde-
pendently, and particularly teaches them an appropriate way of
cooperating with artists.

Celotna ekskurzija je bila zame en-
kratna izkusSnja. Ne le, ker sem bila
prvic¢ na Poljskem, prvic v Kzrakovu,

kar ima ze samo po sebi neko vrednost,

temvel predvsem, ker sem dobila vsaj
del vpogleda v sceno tam. Sama bi si-
cer verjetno videla vse institucional-
ne zbirke, vendar zivo umetnost, ki se
prebuja na pobudo samoiniciativnih in
sprememb zeljnih posameznikov, tezko
najdes, ce ti je nekdo ne pokaze. Vz-
nila sem se torej z novimi spoznanji,
predvsem pa z upanjem, da je mazrsi-
kaj mogoCe - Ce si le dovolj zelis, si
zaupas 1n si pzripzravljen zato vztrajno
delati.

— Nina Skumavc

Akcija!
— Martin Kirs

Od pocetka studenog Muzej suvremene
umjetnosti u Krakowu (MOCAK) domacin
je 1zlozbe Viennese Actionism: The
Opposite Pole of Society koja prika-
zuje glavne radove neformalne umjet-
nicke skupine Beckih akcionista na-
stale tijekom 1960-tih. Svi izlozeni
radovi dio su zbirke muzeja Essl u
Austriji na posudbi u MOCAK-u do za-
tvaranja izlozbe 29. sijecnja. Kustosu
izlozbe Stanislawu Rukszi konceptual-
na nit vodilja bila je misao akcioni-
sta Otta Muehla koji u svojim radovima
'kre¢e od umjetnic¢kih premisa, ali sve
manje 1 manje vidi svijet u pogle-

du umjetnosti’ stoga svoju umjetnost

vise vidi kao vrstu suprotnog pola
drustva. IzloZeni radovi su pzrivatni
1li javno izvodeni performansi do-
kumentirani na fotografijama, slike,
crtezi 1 jedan video akcijskog sli-
karstva. To je ujedno 1 prva velika

izlozba Beckog akcionizma u Poljskoj.

Iako ponajviSe zapamcéeni po vulgarnim
1 dekadentnim performansima, akcio-
nisti su se pocetkom ‘60-tih bavili
pretezito slikarstvom, pod utjecajem
Jacksona Pollocka 1 tasizma. Kao mla-
di slikar, Otto Muehl stavlja u pzrvi
plan manifestiranu energiju prilikom
slikanja, za razliku od finalnog este-
tiziranog umjetnickog djela, Sto ga
dovodi do prve destrukcije slikarskog
platna kuhinjskim nozem. Nedugo za-
tim, Muehl i Hermann Nitsch u jednom
beckom podrumu organiziraju Festival
psiho-fizickog naturalizma, perfozx-
mans u kojem se prvi put pojavljuje
ritualno zrtvovanje janjeta, zastitni
znak kasnijih Nitschevih radova. Obi-
jeSen o kuku na zidu, Zzivotinjski 1le$
je polijevan svjezom kzrvlju dok za to
vrijeme Nitsch leZzi u krevetu okzru-
Zen janjecom utrobom. Policija pzreki-
da performans, a Nitsch i1 Muehl pzro-
vode 14 dana u pritvoru. Veé¢ u ranoj
stvaralackoj fazi nazire se radikal-
no antikonvencionalan i antidruStve-
ni element kao zajednicki stilisticki
nazivnik Beckog akcionizma, unatoc
razlikama izmedu umjetnika u stvarima
poput medija izrazavanja, javne do-
stupnosti akcije i1 broja sudionika.



The World of Art is a programme intended for practical and theoretical educa-
tion in the field of contemporary art. Can you say more about its beginnings and
the first year?

It began in the mid-nineties (in 1996), when there were only a few younger
curators in Slovenia, but many talented artists, exhibitions, symposia and
prominent guests visiting the country. It was a very lively scene and the lack
of young people working as curators was very noticeable. Therefore, Alenka
Pirman, (who was then the programme head at Skuc Gallery), together with
Lilijjana Stepancic (Director of the Soros Center for Contemporary Arts - the
predecessor of SCCA-Ljubljana), who was familiar with international cu-
ratorial programmes, had the idea of organising a course for curators in
Ljubljana with a series of lectures. This was intended to teach the partici-
pants some basic knowledge about advances in the world of art. In the first
year, the themes of the lectures were linked to the conceptual practices of
the 1960s, because we were convinced that this period was vital for the pro-
duction of art in the 1990s.

The format of the course was similar to that established several years previ-
ously by De Appel in Amsterdam as the Curatorial Training Programme. We
sought to give the participants an apparatus of skills and knowledge which
would enable them to work in the field of contemporary art. Most of the par-
ticipants were art historians from Ljubljana University, which means that
during their studies they had not encountered contemporary and modern
art, but explored Gothic, Baroque and Renaissance art. Contemporary art
was completely foreign to them.

The course presented situations in which future curators could test all the
aspects of work in theory and practice: the methodology of research and
production work, finding a concept for an exhibition, and practical skills,
including PR, fund-raising etc. The students were included in a group,
which promoted dialogue — whereas the study of art history here in Slovenia
is based on memorising information, not contemplation and dialogue. We

Sredinom ‘60-tih akcionistima se, na
nagovor Muehla, prikljucuje Gunter
Brus s radom Ana u kojem kombinira
akcijsko slikarstvo 1 body art. Seri-
jom performansa Selbstverstimmelung
(samosakacenje) Brus, premazan bije-
lom smjesom 1 okruzen Skarama, zile-
tima, nozevima, cavlima 1 pribadacama,
istrazuje granice tjelesne reakcije
pri naznakama nanoSenja boli. Facijal-
nim grimasama 1 nijemim usklikom Brus
iskazuje instinktivne reakcije vla-
stitog tijela na postepeno nanosenje
boli. Koriste¢i tijelo kao izrazajni
medij, Brus se u tom pogledu razli-
kuje od Muehla i Nitscha fokusirajuc¢i
se primarno na istrazivanje rituala,
njegovo primarno kulturolosko znace-
nje i funkciju u psihosomatskom proci-
S¢enju bilo kroz ulogu ZzZrtvovanja 1ili
samo uceS¢e u ritualu.

Slavljenje covjeka 1 dosljedno provo-
denje hedonistickih principa ZzZivlje-
nja tema su cijelozivotnog projekta
Hermanna Nitscha Das Orgien Mysteri-
en Theater. PocevsSi rad na projektu
jos 1957., svaki Nitschev rad od tada
stepenica je blize cilju koji kulmi-
nira 1998. na Sestodnevnom festivalu
u njegovom dvorcu Prinzendorf. Fe-
stival je ukljucdivao visSe od stotinu
glazbenika, ratni tenk, desetke kami-
ona punih rajc¢icama, hektolitre Zzi-
votinjske krvi i nekolicinu janjecih
leSeva u funkciji ritualnih zrtava 1,
naravno, Nitscha kao nadzornika cije-
le parade.

Prema Nitschevoj zamisli, festival je
trebao osloboditi covjeka svih drus-
tvenih 1 kulturnih barijera koje pri-
jeCe eksploziju potisnute kreativne
energije u covjeku. Isplanirani ritual
putem grotesknih procesa gazenja zraj-
¢ica 1 polijevanja kzxvlju dovodi do
katarze 1 aktiviranja svih 5 osjetila
do tjelesnog i1 duhovnog klimaksa.
Koketiraju¢i blisko s rajhovskom psi-
hoanalizom, Nitschev Sestodnevni fe-
stival vrlo dobro naznacuje idejnu
nit akcionistickog propitivanja ukozx-
jenjenih druStvenih i kulturnih ri-
tuala i njihove normativne zasnova-
nosti. Ono Sto akcionisti naglasSavaju
je ljaga, krv, sakacenje, prostakluk

u nemaskiranom i nefingiranom obliku
kao grozota koju je svako pristoj-

no drustvo moralo suzbiti kako bi se
eticki uredilo. Kroz svakodnevne ri-
tuale eticki red je uspostavljen, a
prljavstina iskljucena. DrusStvena nozx-
mativnost je zajamcena jednom kada je
op¢eprihvacéeno ono $to se moze podve-
sti pod odvratnim i poluc¢iti jednako
zgrazanje kod svih c¢lanova drusStva.
Povijesni kontekst poslijeratnog peri-
oda dodatno zaoStrava pitanje o gra-
nicama ljudske destruktivnosti. Upravo
su to neka od pitanja koja akcionisti
Zele aktualizirati ukazujuéi na krv i
ljagu, te ih naglaSavajuci.

Osjecaj zabezeknutosti i zgrazanja
nad radovima Beckih akcionista je
oCekivan. Bila to Muehlova koprofi-
lija u Scheisskerlu, Brusovo rezanje



established an intimate situation for dialogue within the group, introducing
the participants to an approach to work which was new to them.

How did you experience the Slovenian art system in the late 1990s regarding the
need for training, and what differences are there today, thirteen years later?

The programme was shaped by the specific period when it was conceived. In
the workshops, the students thought about the role of the curator, changes
in the art world, and how to use this knowledge in practice. Alenka Pirman
and Lilijana Stepancic, who led the course in the first year, were active in-
ternationally. The network of Soros centres where Lilijana participated was
vital to the establishment of Manifesta, a manifestation of contemporary
art which heralded a different exhibition model in international art. Alenka
headed a programme at Skuc Gallery which was international, but involved
in the local environment, while she was also active as an artist. Together
they were a good team, because they were able to pass on different levels of
skills and know-how, which they then reflected in their own work.

What is your story within the World of Art?

I have been involved since its inception; I am some kind of constant element,
although several people have participated for a longer time.

When the programme first started, I was finishing my studies in history of
art, and was not satisfied with what I had learned. I was interested in con-
temporaneity, but did not know how to articulate that. The first thing that
brought me closer to contemporary art was the call of the Museum of Mod-
ern Art in Ljubljana for tour guides in 1995. I applied, and the job helped me
become acquainted with the art system, and to discover what it offered and
what interested me. Alenka Pirman invited me to participate at Skuc Gallery,
where the course was held. I was Alenka’s assistant; I coordinated the course
and actively participated in it. After that, Barbara Bor¢i¢, the next SCCA-
Ljubljana director, invited Alenka and me to work under the aegis of the So-

ziletima po vlastitom tijelu u Zere-
issprobeu 1li Nitschovo masakriranje
janjeta. Gadenje koje ti radovi pzro-
uzrokuju poticaj je na promisljanje
granica vlastite uvjetovanosti, tjele-
sne 1 kulturoloske. Ne radi se toliko
0 subverzivnosti i transgresiji drus-
tveno-etickog poretka, trazenju altez-
nativa 1li utopistickom snatrenju o
pravednijem drustvu, ve¢ o ukazivanju
na krajnosti kroz njihovo naglasSava-
nje.



ros Center, which co-financed the World of Art in the first year. The school is

still operating as part of SCCA-Ljubljana, the successor to the Soros Center.

So the programme has always operated under the umbrella of an NGO,

which means that, while raising funds is more difficult, it enables the school

to respond quickly to changes, new events and phenomena in the art world.
This year, we created a new format for the school based on past experience,
achievements and failures, which will provide the basis for subsequent
years.

Many former participants in the World of Art work successfully within the
Slovene art system. Their engagement is partly the result of the course, but
the course did emerge at significant moments, when shifts in discourse oc-
curred, which then established themselves in Slovenian art, prompting the
need for new personnel...

Today, there are several options, because contemporary art is an interdisci-

plinary field, and, for example, Maska’s seminar is complementary. But back

then, ours was the only one. The World of Art put the students at the centre
of contemporary art, where they could discover what interested them. Some
decided that this was not being curators, and did not continue working in
art, which is a completely legitimate choice. But those who remained in-
terested are very well positioned in the art world. Institutions knew that we
were training personnel who would be able to work with artists. For me, re-
sponsible work with artists is one of the imperatives of the course.

What I somewhat regret is that, at the outset, we sought to establish several
independent curators in Slovenia, but the reasons for us failing in that re-
gard lie not only within the programme. There are only a few independent
curators, mainly because it is difficult to support oneself in this way. An in-

stitution offers a safer environment and a financial and organisational back-

ground. Independent curators must include numerous tasks in the process

which have nothing to do with their expertise, and be able to cope in various

Ljubljana

Programme of the three-day study
visit to Ljubljana, conceived by SC-
CA-Ljubljana, gave to the students
from Zagreb an overview of the cuz-
rent contemporary artistic scene 1in
Ljubljana, capital of Slovenia and
also centre of the currents in artis-
tic practices. Through the programme
students were able to get acquainted
with both institutional, independent
and comercial art spaces in Ljubljana.
Starting with visit to SCCA-Centre for
contemporary arts as the main place
that deals with contemporary prac-
tices in theoretical, educational and
presentational sense for past twenty
years, students got acquainted with
one of the main centers for analyses
and reflexion on the directions con-
temporary arts develop from the sec-
ond part of the last century.

Programme encompassed visits to dif-

ferent spaces and exhibitions newly
opened Museum of Contemporary Arts,
Alcatraz Gallery, Mala galerija -
Ganes Pratt, Kapelica Gallery, Museum
of Modern Art, International Centzre
of CGraphic Arts, City Art Gallery,
Gallery Skuc, Aksioma gallery, Photon
Gallery and P74 Gallery. In addition
students attended lecture by Dorothee
Richter entitled Artists and Curators
as Authors - Competitors, Collabora-
tors or Teamworkers? Print! given as
a part of the opening of the exhibi-
tion: Editions - Ready to Print 13
(16x A4) = A0 x 13 at MGLC.

Sto suvremena umjetnost radi
u muzeju?
— Matija Mrakovicic

Pitanje je to jedne sudionice medu-
narodnoga studijskog susreta u Lju-
bljani, odrzanog od 14. do 16. ozujka
2012. godine, u organizaciji projekta
World of Art. Odgovor
bi, u humozxrno-dosjet-
noj maniri postavlje-
noga pitanja mozda bio:
visi. Ne djeluje, ne
postavlja pitanja, nije
pexformativna i ne po-
rucuje nam nista osim
da je toliko dobro
izvedena da zasluzuje
svoj metar kvadratni u

instituciji umjetnosti.



roles and be ‘one-man bands’. Often this is also the case in institutions, but
few of them work well at all levels and enable the curator to focus only on the
content of an exhibition, selecting artists and developing the concept.

Working as a curator in an institution is not less worthy, but I feel there is a
lack of independent curators to balance the system. Therefore, the Sloveni-
an system still feels deficient — and I could go on...

As you say, the training takes place in a safe environment, but the final exhibi-
tions prepared by the participants are public events. The media reviews of the
World of Art show that the public mostly knows about the end product and not
the educational process ...

Precisely. The undue focus on the final exhibition is one of the problems I
am still trying to resolve, but it is a logical one. The process is very valuable,
but an intimate part of the operation of the group. At the same time, regret-
tably, the media look for spectacular events, and our programme is definite-
ly too modest to spur any such interest. In my opinion, art is not democratic,

but should be presented boutique-style; so our way of working seems correct.

If we want to spur public interest, we need to be rather more innovative,
which is why last year I prepared the exhibition Around the World of Art in
4,380 Days, which examined the previous years of the school, highlighting
the process, which always remains hidden, although it could be very valu-
able to awider public.

I believe that the significance of the final exhibitions lies in what the partici-
pants learn from them and use later. To me, the concluding exhibition is not
an original work, like an exhibition by a curator already active in the world of
art, but part of the study process that ends only by analysing the process and
the exhibition, which is what a curator cannot usually do, as another exhibi-
tion is already underway. While the final exhibitions have received media
coverage, the articles have not included a single real review. They are about

Zaista, u trodnevnom posjecivanju
1jubljanskih galerija 1 muzeja, tes-
ko se bilo oteti dojmu da je estet-
ski predznak umjetnosti doveden do
svoga ekstrema, odnosno, da umjet-
nost prozvanih umjetnina ne lezi ni u
¢emu drugome osim u njihovoj izloz-
benoj funkcionalnosti. Sa suvremenom
umjetnosti susreli smo se, naravno,

u Muzeju suvremene umjetnosti (MSUM)
1 galeriji Alkatraz u Metelkovoj, u
privatnoj Ganes Pratt galeriji, gale-
riji Kapelica i Medunarodnom grafickom
likovnom centrxu (MGLC), Gradskoj ga-
leriji i galeriji Skuc, te u Aksio-

mi - institutu za suvremenu umjetnost,

galeriji Photon - centru za suvreme-
nu fotografiju sredisnje 1 jugoistoc-
ne Europe, te P74 centru 1 galeri-
ji. Moderna galerija ostala je izvan
konteksta suvremene umjetnosti zbog
opc¢eprihvacene podjele na modernu i
suvremenu umjetnost, koja ponekad 1
nema pokrica, a cCemu c¢emo se vrati-
ti kasnije u tekstu. Ovdje cemo spo-
menutli jedino neimenovanu suvremenu
instalaciju privatnoga stana u podru-
mu Moderne galerije, koja u kaoticnoj
reprezentaciji privatnoga zivota dje-
luje poput utocista od visoke, kzro-
noloski obiljeZene javne kulture na
gornjem katu.

U specifitcno jugoslavenskom kontekstu,
"'suvremenost ima dva pocetka. Koncep-
tualni, 1960-ih, kada su oblikovani
estetski koncepti s kojima danasnji
umjetnici rade, te kronoloski, po-

cetkom 1990-ih, padom istocnoeurop-
skih komunistickih rezima, raspadom
Jugoslavije 1 drugih multinacional-
nih drzava, ubrzanom globalizacijom 1

raSirenom uporabom digitalne tehnolo-

gije'’ (preuzeto sa web stranice MSUM).
Stoga je kronoloski kraj umjetnina
koje zapremaju Modernu galeriju 1991.
godina, dok Muzej suvremene umjetno-
sti u svojoj kolekciji Arteast 2000+
posjeduje 1 djela nastala tridesetak
godina prije raspada Jugoslavije. Tako
je Muzej suvremenosti joS uvijek mo-
deran, dok Moderna galerija nije viSe
suvremena.



the context, the school and the mentors, and the main focus was misdirect-
ed. I still miss reviews of the exhibition which would include a reflection on
the selected works, the concept...

But this problem is not only typical of World of Art exhibitions ...

Precisely! This is exactly what I wanted to say. Even in the case of the GESA-
MTKUNST Laibach 1980-1990 (MGLC, Ljubljana) exhibition, it is like that.
The exhibition is an attempt at a different historicizing, a different historical
positioning of key production in the Slovenian history of art. But has anyone
highlighted that? No-one wrote about the production of art. The media re-
ports about the Laibach phenomenon only as a phenomenon of a band per-
forming with horns, drummers etc.

For the Around the World of Art in 4,380 days project, you researched the his-
tory of the programme. What were its key landmarks, or how has the World of Art
changed?

I cannot say that there were definite landmarks. Lecturers and workshop tu-
tors brought different ideas, and always had many roles within the scope of
the World of Art. This method of cooperation is the result of the way of work-
ing of the entire SCCA team and the former Soros Center.

One of the interesting moments was a conversation with Viktor Misiano,
who prepared theoretical workshops on contemporary art with artists. It
was interesting to hear how he strategically prepared the participants to talk
about very interesting topics. He encouraged me to think about the meta-
process of creating a school engaged with contemporary art.

The second signal came from Charles Harrison, who shared his experience
of working on Art & Language. He offered an interesting insight into the oth-
er side, the work of an artists’ collective, which again encouraged us to new
ways of thinking and development.

No, ¢ini se da izvedba nije slijedi-

la citiranu tvrdnju. U kontekstu pzxo-
stora, Moderna galerija izgradena je
1948. godine 1 suvremenom posjetitelju
predstavlja naslijedenu infrastrukturu
koja se moze koristiti, no u nju se
ne moze intervenirati. Muzej suvreme-
ne umjetnosti nastao je 2011l. godine,
u prostoru bivse vojarne INA, prena-
mjenom visoke zgrade kasarne u bijeli
izlozbeni prostor. Taj je prostor jed-
nak svakom visokoinstitucionalnom mu-
zejskom prostoru u koji je potpisni-
ca ovih redaka kroc¢ila, i osim svoje
uzbudljive povijesti koju nije moguce
saznatli 1z samog postava muzeja jex

se u tome slucaju poziva na onaj dru-
gi, kronoloski pocetak, ne nudi nista
novo. Upravo taj prostor ‘ne djeluje,
ne postavlja pitanja, nije performa-
tivan i1 ne porucuje nam nista’ osim
da posjeduje zanimljivu zbirku umjet-
nina ¢iji se kriticki potencijal gubi
u (joS jednom) pokusaju mumificiranja
Zive umjetnosti optereéene kontekstom
koji se teSko saznaje bez kustosko-
ga vodstva. S druge strane, koriste-
nje zadanoga prostora Moderne gale-
rije, uz pronicljiv kustoski pristup,
omoguc¢ilo je interpretaciju modezrne
umjetnosti po principu kontinuiteta 1
prekida, koji je i naziv izlozbe. Ce-



All advancements within the World of Art seem gentle, processual and con-
tinual. They occur because we are always interested in who we are and what
we do. Because we are included in the school’s process, while associating
with guests, we come into contact with information which is often vital for
curatorial training.

That things have not changed overnight is also obvious from this year’s different
programme format, as you have looked for a suitable structure for several years.
What are the key changes this year?

This year (2010), the World of Art is being held in two parts for the first time.
The first part equips the participants with knowledge of art history, the
methodology of reading and production research, while offering an insight
into the world of art, which they can slowly begin to map on their own. The
second part will feature what was once offered at the beginning: a course in
curatorial practices and workshops in critical writing. We will soon be able
to tell what the effects are, but I think we have managed to create a structure
which enables us to focus more subtly on more complex issues later on.

In the late 1990s, Alenka Pirman and I drew up an interdisciplinary pro-
gramme in a much less academic fashion. We wanted to create an open
educational structure where active participants would provide initiative and
independently express their views. But reality demanded that we change
some paradigms. It became obvious that the participants needed somewhat
more guidance, and the programme became more academic.

But the main changes are in content. The study of art history in Slovenia is
some sort of logical predisposition for the job of the curator. However, even
these students are not equipped with knowledge of modern and contempo-

rary art, which is a necessary foundation for the study of curatorial practices.

Every year, when researching artistic production, we have had to fight preju-
dice about contemporary art which we did not expect at this level. Although
the situation was not foreseen, it meant that we first had to offer students

tiri dugacke prostorije povezane su s
osam prolaza. S jedne je vertikalne
strane predstavljen kontinuitet umjet-
nosti, u njenoj podobnosti, politic-
koj aktualnosti i utilitarnosti svoga
vremena. S druge strane prikazani su
proboji u tu sluzbenu umjetnost, po-
put avangarde, partizanskoga pokzreta
1 Nove slovenske umjetnosti.

Mozemo suditi 1 tako da se razlika
izmedu moderne 1 suvremene umjetno-
sti ocitava u odmaku promatraca od
kulturalne proizvodnje, pa nam je
bliza suvremena mozda manje podob-
na za artikuliranu organizaciju u
prostoru, a moderna, jer je dalja 1
lakSe je njome manipulirati, podob-
na je za dosjetljiviji razmjesStaj. No,
vjerujem da pitanje manipulacije 1
interpretacije umjetnosti u muzejsko-
me prostoru ostaje temeljno kustosko
pitanje. U pitanju djelovanja 1 pez-
formativnosti prostora, Moderna gale-
rija predstavlja pokuSaj sagledavanja
umjetnicke proizvodnje prosSloga sto-
ljec¢a iz polozaja suvremenika te iste
proizvodnje: kustoski dodaci poput
posuda sa cvijec¢em i zidnih tapeta
prvim desetlje¢ima stoljeca, avangar-
dni simultanizam koji se proteze od
stropa do poda u formi novina, okre-
Ccuca instalacija novog konstruktiviz-
ma s fotografijama iz toga razdoblja,
ukljuc¢ivanje nekadasnjeg izgleda Mo-

derne galerije u njen sadasnji postav,

izlaganje umjetnicke proizvodnje
osamdesetih godina 1 na podu galeri-

je, ne samo stropu... S druge strane,
suvremena umjetnost, obiljezena, kako
sam MSUM na svojim stranicama nagla-
Sava, ‘'ubrzanom globalizacijom i ra-
Sirenom uporabom digitalne tehnologi-
je'’, vrhunac novih medija pzredstavlja
videom. Kolicina informacija ponude-
na u Muzeju suvremene umjetnosti ne
dopusta interakciju sa sobom jer je
prvenstveno tako predstavljena: poput
artefakata kulture koji ne propitu-
ju vlastitu suvremenost. Jasno, ovo
nije ocjena samih umjetnickih djela,
ve¢ izvedbe njihova postavljanja u
muzejski prostor. I opet se, ostvaru-
juéi muzej, propustilo zapitati: Sto
suvremena umjetnost radi u muzeju?
Razlog '’'prostora koji je zatecen, a
nije od pocetka zamisSljen kao muzej-
ski prostor’'’, pada u vodu pri samome
pogledu na Metelkovu 1 njenu iskori-
Stenost. Suvremenik je onaj, po Gioz-
giu Agambenu, koji niti se ‘’'savrSeno
podudara sa svojim vremenom niti se
prilagodava zahtjevima toga vreme-
na'’ (takoder sa web stranice MSUM).
No, danas nam je jasno da postoje
ideoloSki uvjeti svakoga iskaza, da
niti umjetnost niti govorenje o0 njoj
ne dolaze iz ideoloSki 1 politic-

ki oc¢iScenoga prostora, jednostavno,
jer takav ne postoji, nepodudaranje

1 neprilagodenost svom vremenu mora
u sebe ukljucivati pitanje vlastitog
stava. Propitivanje same ideje muzeja.
Situacija je jednaka u privatnoj Ganes
Pratt galeriji, Medunarodnom grafickom
likovnom centru i Gradskoj galeriji,



such knowledge. Therefore, one of the key changes this year is that, together
with Rebeka Vidrih, a new professor at the Department of Art History at the
Faculty of Arts, who understands the need to include such content in the de-
partment’s curriculum, we prepared a series of lectures about the history of
art from the avant-gardes to the present time. Also significant is a workshop
on close reading, as it seeks to teach how, and not only what, to read. I my-
self only learned this gradually. These are major shifts and we will see how
they are reflected in the work of the students.

As you have mentioned yourself, the World of Art is not a closed educational pro-
gramme, but has always been actively connected with gallery venues and pro-
tagonists in the world of art. Not all schools work this way and I wonder how this
method of work benefits the students.

This way of working has been SCCA-Ljubljana’s modus operandi from the
very beginning. The practice was brought from the alternative 1980s by Bar-
bara Bor¢i¢; Alenka Pirman operated in a similar way in the 1990s, and even
today it is the key element of our work. Within the scope of the World of Art,
students are shown the diversity of the Slovenian art system. This experience
enables them a quick insight into the system, but, naturally, they must con-
tinue to develop their knowledge further.

Students go on study trips abroad, and foreign lecturers come to Ljubljana...
How do you establish international connections and what are their essential
characteristics?

Twelve years ago, we cooperated with colleagues from Zagreb and Bratislava
who prepared similar study programmes for a year. Back then, funds were
available from the Soros Center which were not intended only for the pro-
duction of end-products. We could afford to send groups abroad to become
acquainted with the international scene, and students established some
contacts which are still relevant today. There were many short-term coopera-
tion projects, but again the contacts were established with key individuals,

na Sto upucuju i njihovo merkantili-
stic¢ko, odnosno nadnacionalno, odno-

sno patricijsko-upravno imenovanje.

U alternativnijim galerijama Photon 1
P74, te Aksiomi, suvremenost se moze
na¢i u novijem datumu nastanka izloz-
benog prostora, postmodernistickom
minimalizmu 1 performativnom radu
voditelja Aksiome, Janeza JanSe. Treba
istaknuti da prostore galerija Pho-
ton 1 P74 sponzorira grad, pa im je
dozvoljeno mijenjanje samog izgleda
prostora tek uz prethodnu suglasnost
najmodavca, GCradskoga ureda za kul-
turu. Takoder je vazno istaknuti da
svi (posjeceni) kulturni programi u
Ljubljani, kako institucionalni tako 1
nezavisni, dobivaju potporu iz drzav-
noga prozracuna.

U srazu modernosti i suvremenosti, te
njihove muzejske reprezentacije, moz-
da je potrebno citirati web stranicu
josS jedne institucije umjetnosti, ga-
lerije Skuc: ‘'Prevlast individualnih
metadiskursa i1 zanemarivanje osnovnih
osobina umjetnickoga djela cesto do-
vodi do ‘stisnutih’ izlozba u smi-

slu forme i medija, koje su uhvacene
u savrSeno samodostatnoj monolitno-
sti sadrzaja'’. U Skucu nailazimo na
izlozbu koja nudi umjetnost u razli-
¢itim medijima, od instalacije, vide-
osnimke, filma, montaze, do casopisa,
likovnoga djela, kolaza, te stroja.
Skuc je prostorno malena galerija,
ali ¢ak ni sve spomenute forme nisu

zauzele mnogo mjesta jer su postav-
ljene kao pitanja, a ne kao odgovo-
ri. Odgovor bi bio jedanoglasan: Yes,
it's fucking political (Skunk Anansie:
1996).

Intimni bunt dovitljivog pojedinca
AboT - Axtists’ Books on Tour, MGLC,
Ljubljana, 21.3-1.4.2012.

— Bojan Kzristofi¢

Tijekom upravo zavrsSenog mjeseca OZuj-
ka par ljubljanskih galerija Zivje-

lo je u znaku knjige kao umjetnickog




in whom we recognised similar ways of thinking and working.

Today, the SCCA team still follows activities on the international art scene.
We visit exhibitions, look for key issues, and collaboration takes place on
such occasions. With a lack of funds, the only way to interest a person in
coming to Slovenia is to meet them personally and interest them in the con-
tent that you are creating.

At present, we are again trying to establish international collaboration in a
more structured way. For twelve years, we have been cooperating via enthusi-
astic individuals with the MA curatorial programme at the University of Ap-
plied Arts in Vienna. Such long-term cooperation with people with whom we
have come to speak the same language and developed a relationship for sev-
eral years is essential for the programme, as views change and new projects
emerge. The second programme, which will be incorporated into a structured
platform, is the Krakow curatorial programme within the scope of the Insti-
tute of Art History. Despite the fact that the World of Art is run by an NGO, and
the other two partners are programmes run by public institutions, we share
similar problems, albeit stemming from a different history and environment.

Within the platform, student exchange will be significant, as it promotes dif-
ferent ways of thinking and precise discourse. Perhaps even more significant
is the joint curriculum, in which each of the three schools will include the best
parts of their current programmes. We want to avoid copying established
comprehensive models, but research the content based on local issues and
needs. Thus, the Austrian programme will offer knowledge of thinking in
terms of space when installing a show, which is lacking in Slovenia. The cura-

tor must be aware of the features of the space where the exhibition takes place.

There are too many badly installed shows lacking the curator’s conceptual
reflection of the given space and knowledge of how to place art work in a gal-
lery space.

objekta. U Mednarodnom graficnom 1i-
kovnom centru (MGLC), od 21. ozujka do
1. travnja mogli smo pogledati medu-
narodnu putujuc¢u izlozbu AboT - Azx-
tists’ Books on Tour, koja je pred-
stavila, izmedu ostalih, 1 knjige
nekolicine mladih umjetnika iz Hzxvat-
ske, Srbije 1 Cxne Gozxe, uz zasebnu
slovensku selekciju, priredenu posebno
za lokalno izdanje izlozbe. Istrazi-
vanje forme 1 estetike medija knjige
bilo je zajednicki nazivnik vecine
izlozenih djela, pri cemu su umjetnici
inspiraciju crpili iz literature, te
1z razlicitih filozofskih i misaonih
koncepcija, a takoder su ispitivali 1
prirodu knjiskog jezika, poklanjajucéi

viSe paznje specificnostima gramatike
1 vokabulara, nego drusStvenoj uvjeto-
vanosti nastanka 1 razvoja odredenog
jezika. Rezultat takvog pristupa bili
su formalno vrlo razradeni projek-
ti, pogodni za culno uzivanje publi-
ke, no uglavnom nezainteresirani za
izravniju kritiku aktualne drusStvene
zbilje, osim u par primjera, izuze-
taka koji potvrduju pravilo. S druge
strane, u malenoj galeriji P74 neda-
leko od sredisSta Ljubljane, svoju je
verziju ‘knjige umjetnika’ samostalnom
izlozbom Trust me I trust you (u ozx-
ganizaciji kustosice Yasmine Martine
Vodopivec) predstavio mladi hrvatski
autor Mihael Giba, zainteresiran za

N




Despite an active presence and the key significance of the programme for the art
system in Slovenia, it seems that in terms of financing and infrastructure the
World of Art is undernourished. Where do you find funding, because it is not a
commercial programme and the tuition fees, in view of the knowledge on offer,
are almost symbolic? Do you think that national and city funders are sufficiently
aware of the significance of education in contemporary art?

I think that we are recognisable, but most funders believe that education
and training belong in institutions, universities or museums, with which I
have to disagree. Some issues tackled by our students are so immanent and
specific to contemporary art that they require a different way of working
than the one offered by a university or museum. Other, greater funding is-
sues are the same as with all NGOs. Grants are much too low. The Slovenian
scene supports modesty. Distribution is fair, meaning that a similar amount
of money is distributed to everyone, which is not enough for anyone to work.

The World of Art receives funding from the City of Ljubljana within the
scope of the SCCA-Ljubljana programme and from the Ministry of Culture.
The latter finds it difficult to understand that the programme is interdisci-
plinary, so it does not belong in only one single category included in the call.
Therefore, we dissect it and apply to different calls — we try to find support
within the professional training category, the final exhibition tries to get
funding in the project category... Modest funding enables us to survive, but
does not provide for a long-term conception of the World of Art.

The problem of funding is that the funders of the World of Art see it (and
other SCCA programmes) as a project, which means that they do not support
costs that are not directly linked to the programme, including the honorari-
ums and fees for the World of Art team. Such a view underestimates the pro-
fessionalism of the NGOs on the art scene. The World of Art brings together
professionals who provide professional and excellent services even if they
are not employed by a public institution, and, naturally, they expect pay-
ment. Yet there is not enough funding for an ambitious, multi-annual vision.

uporabu objekta knjige s ciljem jet-
ke druStvene satire. Ovakva 1zlozba
nije neobicna za galeriju P74, koja
pod vodstvom umjetnika 1 kustosa Ta-
deja Pogacara vec petnaestak godina,
izmedu ostalog, razvija 1 promovira
knjisko stvaralasStvo kako slovenskih,
tako 1 regionalnih, odnosno europskih
umjetnika. U galeriji P74, pa tako 1
na Gibinoj izlozbi, knjiga izlazi iz
svojih uobicajenih narativnih i jezid-
nih okvira, Sto otvara niz zanimlji-
vih komunikoloSkih problema na koje
Giba reagira promjenom standardnih
jezi¢nih grafema u posve nov, neoce-
kivani nacin zapisa rijec¢i 1 recenica.
No, krenimo redom.

Mihael Giba (x. 1985.), porijeklom je
iz Cakovca, odrastao je u Varazdinu,

a obrazovan je u Zagrebu (Skola pri-
mijenjene umjetnosti i dizajna), te
potom u Splitu, gdje je na Umjetnic-
koj akademiji diplomirao slikarstvo u
klasi prof. Nine Ivanc¢i¢. Umjetnik se
recentnim umjetnickim radom uklopio u
suvremene istrazivacke prakse u digi-
talnim medijima, koje tezi spojiti s
analognima u novim, hibridnim formama
komunikacije. Takvo osnovno opredje-
ljenje bilo je vidljivo i na njegovoj
nedavno zavrSenoj ljubljanskoj izloz-
bi. Naime, umjetnik je izlozio pet
svezaka koji uvezom, formatom i teh-
nickom opremom odgovaraju standardnim
knjigama, ali su ispunjeni razlicitim
apstraktnim grafikama kontinuiranoga
ritma koje na prvi pogled ne sadrze

nikakvo opipljivo neestetsko znacenje.
Pa ipak, rije¢ je o Gibinim izdanjima
presudnih politickih ugovora i spo-
razuma koje je vlada Republike Hzrvat-
ske donijela u novije vrijeme, ali ih
nije prezentirala gradanima, odnosno
svojim biracima, 1li je to ucinila
tek nakon dulje odgode. To su Ugo-
vor o pristupanju Republike Hrvatske
Europskoj Uniji, Ugovor o medusobnim
odnosima dionicara Ine, Glavni ugo-
vor o plinskom poslovanju, Sporazum
dionicara Sunc¢anog Hvara (Ugovor o
prodaji Sunc¢anog Hvara) i Arbitraz-
ni sporazum Hrvatske sa Slovenijom.
Umjetnik je sam programirao softver
koji je genericki tehnokzratski jezik
ovih dokumenata preveo u repeticij-
ske digitalne graficke kodove, prema
razlicitom kljuc€u za svaki pojedini
ugovor. Na primjer, u Ugovoru o pri-
stupanju RH EU na stranicama Gibinog
izdanja vidimo 1iskljucivo crveno-bije-
le-plave, odnosno plavo-zute kvadrati-
¢e, koji oznacavaju mjesta gdje se u
originalu ugovora spominje Republika
Hrvatska, odnosno Europska Unija. U
ugovoru o prodaji Ine, pak, crno-bi-
jeli kod zasnovan je na kolicini po-
navljanja odredenog slovnog znaka

u jednom redu. Uglavnom, umjetnikov
koncept prili¢no je jasan - apsuxdnu
situaciju u kojoj gradani jedne drzave
nemaju uvid u dokumente s neposred-
nim utjecajem na njihov Zivot Giba
satiricki dovodi do pucanja isticu-
¢i vizualnim sredstvima paradoksalnu
nerazumljivost jezika takvih ugovo-



What are the key differences between the World of Art and other educational pro-
grammes, including De Appel, which is probably the most well-known?

The difference is in the ambitions, the purpose of training. De Appel trains
students to work in the international ‘mainstream’ art system. This has nev-
er been our intention. I believe that far more interesting things happen on
the fringes, which are not necessarily limited to a geographic location. The
advantage of the World of Art is that it allows for a strategy of small steps
and modest proposals, which is also discussed by Charles Esche. I wish
that the World of Art would educate individuals to work responsively in the
world of art, but not necessarily to work in the limelight. We introduce our
students to the system in a similar way as De Appel, but rather than finding
possibilities for employment, I believe that it is necessary to show them dif-
ferent ways of working, to open their minds to understanding artistic pro-
duction, to help them find their own place within the system and an appro-
priate way of cooperating with artists.

The World of Art has always been attended by foreign participants. Students
from Croatia come every year, and the programme is well recognised and appre-
ciated in Zagreb. Have you thought about transforming the World of Art into a
completely international educational programme?

We have thought about that a great deal. Participants from Croatia brought
interesting changes, as it led us to avoid many seemingly self-evident presup-
positions. Due to their different background environment and the system

of the study of art history, which in Croatia is a bit more contemporary and
theoretically focused, these students are able to ask questions that our partici-
pants cannot. The problem with a completely open international programme
is the loss of a specific discourse, which is the result of working in a specific
environment. Croatian students come to Ljubljana because they can follow
the programme in Slovene. However, it is becoming obvious that mutual un-
derstanding of the two languages is disappearing. In an open international
programme, the lingua franca would have to be English, which would be a

ra. Zahtjevna ekonomska i tehnoloSka
terminologija takvog jezika sugerira,
upozorava umjetnik, da je postiza-
nje krupnih medunarodnih gospodazrskih
saveza 1iskljucivo posao kvalificira-
ne struc¢ne manjine, dok vecina koja
posljedice takvih saveza svakodnevno
osjec¢a ima tek tu slobodu da zaokru-
Zi da ili ne na glasackim listici-
ma, najceSc¢e tada kada su sve bitne
odluke vec¢ donesene. Gibine knjige
stoga nisu nimalo estetski poticaj-
ne, niti je to autorova namjera - on
istroSenim likovnim elementima c¢i-
ste apstrakcije podcrtava zastarje-
lost i inexrtnost aktualnih vladajucih
struktura, a zamorna repetitivnost
kompozicije knjisSkog bloka u ‘Citate-
1lja' treba izazvati osjecaj odbojnosti
1 otpora prema negativnim aspektima
kapitalistickog drustvenog uredenja,
gdje je 1z sfere institucionalne po-
litike gotovo iskorijenjen plodonosan
politicki diskurs. Javnost ne treba
nauc¢iti jezik vladajuc¢ih da bi s nji-
ma mogla komunicirati - naprotiv, ona
mora prisiliti vladajuce da se pokozre
novim medijima komunikacije, odnosno
imanentnoj otvorenosti i demokratic-
nosti digitalne razmjene informaci-
ja. Koristeci upravo digitalni softver
kao izrazajno sredstvo svoje efektne
satire politickih fenomena, umjetnik
nam porucuje kako je to najsnazniji
adut u rukama demokracije buducénosti.

Za razliku od umjetnika predstavlje-
nih na izlozbi u MGCLC, Gibu ocito nije

zanimalo eksperimentiranje knjigom
zbog nadilazenja njene tradicionalne
forme, ve¢ je koristio knjigu za izra-
zavanje svog duhovitog koncepta impli-
citne politicke kritike. Gibini radovi
publici pokazuju kako je orude otpora
apsurdnom sustavu vladanja u njezinim
rukama, pa makar rezultat podizanja
glasa bilo ‘samo’ intimno izrazavanje
bunta dovitljivog pojedinca. Zanimlji-
vo je zapitati se Sto bi se Gibinim
knjigama dogodilo da se nadu otisnute
u velikoj nakladi, prikazane publici
van galerijskog prostora. Bi 1li tada
njegova dosjetka imala jednaku snagu,
1li bi se konceptualna pozadina ovih
knjiga rasprSila zbog preseljenja u
kontekst koji kritiziraju u galerij-
skim uvjetima?

Mozda ovo pitanje umjetniku moze biti
poticaj za neko novo istrazivanje, za
dublju analizu samog procesa citanja
knjige, ali i prostorno-vremenskih,
odnosno kulturnih uvjeta u kojem se
odvija. U aktualnoj situaciji kada
regionalna izdavacka ‘industrija’ vene,
a knjiga prestaje biti proizvodni fe-
tis 1 kolekcionarski predmet, mozda
je na umjetnicima da pokuSaju preki-
nuti ustajali lanac pisac-izdavac-Ci-
tatelj, te svojim radikalnim preobli-
kovanjem medija knjige ponude nova
iskustva citanja, odnosno gledanja,
neovisna od uobicajenog, manufaktuz-
nog izdavackog pzrocesa.



great loss to the Slovene terminology. This is my greatest concern. Financial
and logistical issues are nothing in relation to the terminological concern.

Even curators active in the world of art need new knowledge, which constantly
changes and develops new content segments. Do you think that this need is recog-
nised and expressed enough in Slovenia? Does the programme also work in this
direction and, if yes, how?

I would be very happy to prepare more advanced courses, which would en-
able multilateral dialogue and the sharing of knowledge and views of art.
With some workshops offered by the seminar, we tried to address this audi-
ence, as they were at such a professional level that they would mostly benefit
people who have fully grasped the essentials. We wanted to create a platform
for self-education, which would be based on dialogue. In its first year, our
other programme, Studio 6, sought to bring together a group of curators
which would develop an exhibition and discourse programme as a team.
However, it turned out that active curators have little time. Art offers numer-
ous possibilities, and active professionals dedicate their time to travelling,
visiting exhibitions and conferences and researching current production to
prepare new exhibitions...

But all these interesting conferences and wonderful exhibitions prevent us
from occasionally taking the necessary break. Therefore, I still believe that the
self-reflective educational process is urgently needed. In this way, artists and
curators could avoid the traps of over-production and over-visiting, the all-en-
compassing cultural tourism, which I myself cannot avoid occasionally.

Last question: what is going on in the school now? What courses have the stu-
dents had already and what awaits them this year?

We began the programme in April and are now in the middle of the intro-
ductory part focusing on art history. In addition to lectures on the history of
20" century art and a workshop of close reading, the students have already



visited numerous exhibitions, where they had the opportunity to talk to

the artists and curators. We also took them to artists’ studios to familiarise
themselves with the methodology of curatorial research and we hope that
they will continue this on their own. We are approaching summer, when par-
ticipants will have to revise what they heard in the first part. The school will
introduce some sort of a filter. Following additional selection, the second
part of the programme will be attended by fewer students: those who are
interested in continuing and have progressed in the first part. Together with
tutors JoZe Bar$i and Nevenka Sivavec, we will assess the work of students,
also on the basis of their semester assignment — preparing a virtual exhibi-
tion with a concept and a selection of art works which have to be fictitiously
positioned in a real gallery space. From this assignment we will be able to as-
sess their knowledge, preferences and engagement.

The other part of the school year will focus on curatorial practices. It in-
cludes workshops on critical writing, which began several years after the
course for curators, when the need for such education was identified. In
addition to the introductory workshop by Misko Suvakovi¢, which is an in-
troduction to the theory and art criticism, a number of workshops will take
place in the second half of the school year. The workshops will also be open
to outside participants, but the core will be our students, which means that
they will be adapted to their level of knowledge and needs.

First published in Slovene: ‘We are interested in ways of working based on lo-
cal needs’, Petja Grafenauer: Interview with Sasa Nabergoj, Art Words, No. 91
(Summer 2012), pp. 59-64.

First published in English in the Dilemmas of Curatorial Practices - World of Art,
School for Curators and Critics of Contemporary Art. Year 7-14 (SCCA Center for
Contemporary Arts - Ljubljana, 2012).
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The World of Art vocational training is the ini-
tiator of the partnership and due to its 13 years
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Partnership project World of Art. Models of
training and collaboration in contemporary arts
was implemented by four partners from Slov-
enia, Austria, Poland and Croatia, each of them
implementing for more than several years in-
dependent educational programmes focused
on curatorial practices and journalism in the
field of contemporary arts.

SCCA-Ljubljana organizes vocational training
program The World of Art, School for Con-
temporary Art, since 1997. Conceived in yearly
cycles and composed of a course for curators
with a final exhibition, a seminar in writing, a
series of lectures and a yearly anthology, the
World of Art School aims to establish the nec-
essary mechanisms for a reflective operation in
the art world.

The World of Art is the sole program in Slovenia
and the broader region of Central, Eastern and
Southern Europe aimed towards practical and
theoretical education in the field of contempo-
rary art. It comes out of a premise that future
experts need and should be taught the skills and
methods, along with gaining knowledge and
Insight into the critical and theoretical appara-

tus, as all this should eventually help them when
tackling the complex matter of the world of art.
In November 2011, started the fourtheenth cycle
of the updated course, which is designed on the
basis of several years’ research on various cura-
torial programs, analysis of curatorial practice,
consultations with relevant national and inter-
national experts, and an evaluation of the past
program and consideration of effective models
of education in the field of contemporary art.

The program includes lectures, seminars, work-
shops, research work, modules on the practi-
cal work of the curator, study excursions and
practice in galleries. The process comprises the
organisation of events, studio visits, meetings
with curators, artists, theorists, and writers,
and teamwork in conceptualisation and pre-
paring an exhibition of contemporary art under
the tutor’s leadership.

The objective of the programme is to produce,
stimulate and mediate innovative artistic and
Interpretative practices and to encourage in-
ternational links between them. SCCA-Ljubljana
provides the participants and users of contem-
porary art with knowledge, tools and skills nec-
essary for emancipated and reflected operation
within the art system. By establishing a support
system and cooperating with numerous NGOs,
SCCA-Ljubljana situates artistic practices into
the social framework.

The World of Art vocational training is the ini-
tiator of the partnership and due to its 13 years
long history the leader of non-formal educa-
tional courses for young curators and critics of
contemporary visual arts in the Region (Croatia,
Austria, Poland).

Sasa (Glavan)
Nabergoj (1971), Head
of the Programme.
Art historian, curator
and critic. Assistant

| director at SCCA-
Ljubljana, Center for
Contemporary Arts.
A member of AICA
(International Association of Art Critics) and
IKT (International Association of Curators of
Contemporary Art, Amsterdam). Writer, editor,
curator and lecturer on contemporary art,
focusing on curatorial and critical practices.
She curated many exhibition, among

them Studio 6 Presents: CAC Bukovje (SLO)
and Studio Golo Brdo (CRO) (Matchpoint
Gallery, November 2011), Tomislav Brajnovic:
Ekspedition_ego (Alkatraz Gallery, November
2010); both with Sonja Zavrtanik, Around

the world of art in 4.380 days. World of Art
1997-2009 (Alkatraz Gallery, November
2009), Ola Pehrson. Retrospective. Ljubljana.
Beograd. Stockholm (Skuc Gallery, 19.12.
2007 -20.1. 2008, Salon of Museum




of Contemporary Art Beograd, February,
March 2008 and Fargfabriken, October
2009); with Joa Ljungberg. She has lectured
extensively, recently: Legends and Stories of
the Parallel Reality on symposiaArchive as a
Strategy: Conversations on self-historisation
on the Case of East Art Map organised by
Calvert 22 and University College of London
(May 2012), Curatorial Intervention on

a conference Applied Exhibiting, ECM,
Postgraduate educating, curating and
managing studies at the University of Applied
Arts in Vienna (May 2012) and A Praize of
Lazyness at TEDx in Maribor (January 2011).
At SCCA-Ljubljana she is a head of World

of Art, School for Curators and Critics of
Contemporary Art (since 1998) and Studio 6
(since 2004).

Simona Zvanut
(1985), Coordinator of
the Program. Born in
Ljubljana. In 2011 she
graduated from art
history, comparative
literature and literature
theory at the Faculty
of Arts in Ljubljana.
During her studies she worked in the bookshop
Felix. Between 2010 and 2011 she worked as a
volunteer at National museum where she was
helping with digitalization of its collection. From

2007 she has also worked in museum shop in
National gallery and from October 2011 she is an
assistant of the head of the World of Art, School
for Contemporary Arts and Studio 6 at SCCA-
Ljubljana.

(with ecm - educating/curating/managing.
Lehrgang fur Ausstellungstheorie und - praxis
an der Universitat fur angewandte Kunst Wien),
Vienna (Austria).

schnittpunkt. exhibition theory & practice (Vi-
enna) is an open, transnational network for ac-
tive participants as well as those interested in
the fields related to exhibitions and the mu-
seum. As a non-institutional platform, schnit-
tpunkt presents its members the opportunity
for interdisciplinary exchange, information and
discourse. schnittpunkt. exhibition theory &
practice aims at producing a critically reflective
exhibition and museum public. Starting with
theoretically well-founded exhibition and mu-
seum analyses, schnittpunkt wishes to stimulate
reflection on current exhibition practice and to
test experimental exhibition forms. We intend to
bring about a general awareness of how inter-
pretation and operation patterns in institutions
are determined by cultural and social conditions.

Despite the inclusion of disciplines like ethnol-
ogy, sociology, art history and conservational
science, teaching and scholarly research in
Museum Studies have remained a desideratum
in the Austrian academic landscape. In contrast
to theatre, there is no scientific reflection and
public critique, which is even more astonish-
Ing because both claim to be educational and
are subsidized disciplines. schnittpunkt wants
to promote academic discourse on museology
In teaching and research in order to link scien-
tific analysis with the manifold challenges to
museum and exhibition practices. Since 2006
the team of schnittpunkt is directing the post-
graduate program ecm — educating / curating
/ managing on exhibition theory and practice
at the University of Applied Arts Vienna. Within
the project at hand both the participants of the
postgraduate program as well as those associ-
ated with schnittpunkt were involved in diverse
activities that comprise public lectures, study
excursions, workshops etc. — all with a strong
emphasis on networking and transnational ex-
change. The participants will be enabled to ac-
tively implement the knowledge gained within
the cooperation into concrete joint projects.
The aim of networking is to strengthen both
non-governmental institutional cooperation
and educational exchange on a postgraduate
level, thus confronting evident challenges in
the still neglected field of exhibition making
and museology.



Nora Sternfeld is an art
educator and curator.
Part of trafo.K, Office
for Art Education and
Critical Knowledge
Production She is
professor for curating
and mediating art at
the Aalto University
Helsinki and co-director of ecm - educating

/ curating / managing — Master Program in
exhibition theory and practice at the University
of Applied Arts Vienna. Curatorial projects

have been: Contradictions! Critical Agency

and the Difference Within, Open Space Vienna
2011,. Remapping Mozart, a project for Wiener
Mozartjahr 2006 Moreover she is part of the
editorial board of Bildpunkt and publishes on
contemporary art, education, politics of history
and anti-racism.

Luisa Ziaja is an
Independent curator
and author based in
Vienna/Austria. Since
2006 she is co-director
of the postgraduate
master program ecm
— educating / curating
£ / managing at the
University of Applied Arts Vienna. She is part
of schnittpunkt. exhibition theory & practice

and currently works on the research project
Post-Communist Past. Representations of
communism in exhibition contexts of art and
contemporary history (2009-12). Exhibitions
include re: ex-post. Critical Knowledge and

the Post-Yugoslavian Condition (2010, Open
Space, Vienna), Recollecting. Looting and
Restitution (2008/09, MAK, Vienna, w/
Alexandra Reininghaus), Have The Cake And
Eat It, Too. Institutional Critique as Instituent
Practice (2008), De-Revolution (2006, Hidden
Hi/stories. Remapping Mozart, a project

for Wiener Mozartjahr 2006 w). A ssistant
curator and exhibition coordinator at General
Foundation Vienna. She has contributed to
numerous exhibition catalogs, anthologies, and
magazines on contemporary art, politics of
history, exhibition theory and practice informed
by current socio-political questions.

Museological Curatorial Studies (from 2007)
at the Institute of Art History of the Jagiellon-
ian University (Krakow) were founded in the
academic year 2005/2006 on the initiative of
Adam Budak, Andrzej Szczerski and Maria
Hussakowska.

Acknowledging the absence of any specialized
training for the various activities related to
exhibiting contemporary art in Poland, primary
objective was thus to give to students practical
experience and mastery of the conceptual and
methodological tools pertaining to the organi-
zation and reception of the exhibition.

Curatorial Studies give knowledge that is not
included in the programme of university stud-
les and that seems to be more necessary in the
changing models of professional career, re-
lated to the creation of new art institutions in
Poland. The studies are mainly an educational
project, leading to original exhibition projects.

Andrzej Szczerski, assi-
stant professor and
director of postgradu-
ate curatorial studies
(2005-20T11) at the
Institute of Art History
Jagiellonian University.
Since 2009 President of
| the Polish Section of In-
ternational Association of Art Critics (AICA). Aut-
hor of various publications on 20th century and
contemporary art including Wzorce tozsamosci.
Recepcja sztuki brytyjskiej w Europie Srodkowej
okoto roku 1900 (Patterns of Identity. The Re-
ception of British Art in Central Europe around



1900) (Krakdéw 2002), Modernizacje. Sztuka

| architektura w nowych panstwach Europy
Srodkowo-Wschodniej 1918-1939 (Moderniza-
tions. Art and Architecture in the New States of
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