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REALITY  CHECH 1IN

T-E><T- _ ART AND ACTIVISM

READER

This project wishes to hring attention to art concerned with social and political
issues, art and activism and involves artists working with projects examining
reality, our everyday life, the lives we lead, the society and world we live it in,
whether these projects are in the form of dialogues with the general public, in-
terventions, documentaries or protests. The title refers to the act of identifying
whether one’s ideas and visions are rooted in reality. The title may here also be
interpreted as art examining reality. On one level the whole process of creat-
ing the project has heen a series of "reality checks” for all involved, as most
artistic processes are, from idea to realization and meetig the public. The pub-
lication ART AND ACTIVISH READER j5 3 collection of texts that works as an independent

art of Reality Check as they illuminate the central content; socially engaged

REALITY CHECH

art and activism. With views from different time aspects in Scandinavia and on
the Balkans, the texts give an additional dimension to the project.

Anders Burman’s text gives a comprehensive picture of political engagement
in Swedish art and crafts in what he calls the transhoundary times of the 60’s
and 70’s. Misko Suvakovic and Ana Vilenica’s text’s describes art and activism
from the 60’s until today on the Balkans.

The collective as work method and the content of the film "Partisan Songspiel’
is illuminated in an interview conducted by Prelom Kolektiv/Jelena Vesic from
Belgrade, with the creators of the film, Chto Delat/Dmitry Vilensky, Vladan
Jeremic&Rena Radle.

Lisa Nyberg&Johanna Gustavsson/Malmd Fria Kvinnouniversitet offers a work-
shop to enhance artistic integrity and to make us more politically conscious
and better prepared for today’s capitalist society.

This reader also contains documentation from the “Critical Run Trondheim”
works by Turrist/Anita Hillestad&Stig Olav Tony Fredriksson, by Rachel Dagnall
‘The Unexpected” by Lisa Torell, a special contribution by Milica Tomic of her
work “One day, instead of one night, a burst of machine-gun fire will flash
if light cannot come otherwise” and hy Nebojsa Milikic, Dragan Jovanovic
Nebojsa Kitanovic and Milan Zaric with the work “Map of Kaludjerica Drainage
Network”.

REALITY CHECK also explores what happens when the artist takes the role as
an activist, intermediary or the social conscience. Is it important, and can art
be the room for free thought, where we can illuminate and make people more
aware of injustices, discuss tendencies and prohlems in a society, and stimu-
late to critical reflection?

Yes, | at least want to continue to bhelieve that. And | agree with how Ana
Vilenica expresses this in her text “There is no alternative to life”. There is a
need for a collective effort in order to create new critical shifts.

This project is a good example of such a collective effort and | will end this

introduction by sending many warm thanks to all involved in making REALITY
CHECK!

Madeleine Park

ART & ACTIVISM READER



REALITY CHECH

I TEXT_ KONST OCH AKTIVISM-

EN READER

Hela projektet handlar om samhallsengagerad konst, konst och aktivism, och
involverar konstnarer som jobbar med verklighetsingripande genom konstpro-
jekt som tar for sig livet vi lever og synliggjer fenomen og problem relatert
il samfunnet vi lever i. Antingen det ar projekt som tar form av inkluderande
dialog med allmanheten, interventioner, dokumentdr eller protest.

iteln syftar pa en handling dar man tar reda pa huruvida ens idéer och visjone
har nagot faste i verkligheten, men det kan har ocksa ldsas som att konsten un-
dersoker verkligheten. Pa ett plan har hela processen med att skapa projektet
arit en serie med "verklighets koll” fér alla involverade- som de flesta konst-
narliga processer alltid ar, fran idé till realisering och motet med publiken.

REALITY CHECK

Konst och Aktivism -publikationen/Art and Activism Reader - af
en samling texter som fungerar som en fristaende del genom att de belyser
dess centrala innehall, samhallsengagerad konst och aktivism, fran olika tids
aspekter i Skandinavien och pa Balkan och ger ytterligare dimension till pro
jektet.

Anders Burmans text ger en sammanfattande bild av politisk engagement i
svensk konst och konsthantverk i det han kallat gransdverskridandets tide

arv, 60-70-talet. Misko Suvakovic och Ana Vilenicas texter heskriver konst oc

aktivism fran 60-talet till idag pa Balkan.

Det kollektiva som arbetsmetod och innehallet i filmen Partisan Songspiel bely
ses | en intervju som Prelom Kollektiv /Jelena Vesic fran Belgrad har gjort med
skaparna av filmen, Chto Delat/ Dmitry Vilensky, Vladan Jeremic och Rena Radle
Lisa Nyberg & Johanna Gustavsson/ Malmé Fria Kvinnouniversitet erbjuder e

orkshop for att starka konstnarlig integritet och fa oss att bli mer politiskt
medvetna och hattre rustade for dagens kapitalistiska samhalle. Critical Ru
i Trondheim ar representerat och vidare innehaller denna reader ocksa bidrag
fran konstndrerna; TURRIST/ Anita Hillestad & Stig Olav Tony Fredriksson, likso
erk av Rachel Dagnall, och "Det Ovdntade” av Lisa Torell. Milica Tomic har
bidragit med “En dag, istéllet for en natt, kommer elden fran ett maskingevay
blixtra till om det inte kan bli ljust pa annat satt”, och Nebojsa Milikic, Draga
ovanovic, Nehojsa Kitanovic och Milan Zaric deltar med verket “Map of Kalud
jerica Drainage Network”.

REALITY CHECK undersdker pa ett plan ocksa vad som hander ndr konstndre

tar rollen aktivist, formedlare eller socialt samvete.

Ar det viktigt, och erbjuder konsten ett rum fér den fria tanken, dir man ka

belysa och gora folk uppmarksamma pa oréttvisor, diskutera tendenser oc

problem i ett samhalle, och fa oss att reflektera kritiskt? Ja, jag vill iallafal
fortsdtta tro det, och jag ar enig med det Ana Vilenica uttrycker i sin text "Def
finns inte nagot alternativ till livet”, ndmligen att den kollektiva insatsen be

hovs for att skapa nya kritiska forandringar .

Detta projektet &r ett utmarkt exempel pa just en san kollektiv insats, och jag

ill till sist rikta manga varma tack till alla som varit med pa att forma REALITY
CHECK!

Madeleine Park

ART & ACTIVISM READER
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t has been claimed that “What is beautiful?” was replaced by “What can be said
to be art (and literature)?” as the fundamental aesthetic question of the 20"
century. This is a decisive shift that can be traced hack to Marcel Duchamp’s
undermining activities of the 1910s when, with his ready-mades, he transferred
everyday objects - like a bottle rack or a urinal - from a context of domesticity
to an artistic context and called them art. But it was, perhaps, not until the
1960s that people really began to understand the consequences of this action;
that craft skills and the material production of items are subsidiary to mean-
ing in creating works of art and that, in point of fact, anything can be art. It is
the context rather than any universally accepted values that determine what
Is and what is not art.

Ever since the 18% century, the century in which aesthetics became an inde-
pendent discipline and in which the system of the fine arts was finally codified,
art had defined itself in contrast to crafts. This division long seemed almost to
be self-evident, but when artists began to study the question “What is art?”,
this led not only to a new view of art but also to a questioned relationship
between art, art crafts and handicrafts. If everything can be art, why should
one make any theoretical distinction between art and craft? Why is a certain
type of artwork shown at art museums but not items of craft art? Who is it that
really decides what is to be reckoned as art and what is not? Such questions
were subject to lively discussion during the late sixties and early seventies
and, in due course, led to what might be termed the expanded aesthetic field,
to paraphrase the American art historian Rosalind Krauss's much-cited article
‘Sculpture in the Expanded Field” from 1979.,

t was, however, not just the aesthetic sphere that expanded during the period
under discussion. So did the political sphere. Increasing numbers of issues that
had previously been regarded as non-political were now interpreted in politi-
cal terms. In the same way that the focus in discussion of aesthetics was on the
guestion “What is art?”, so “What is politics?” became a central question in the
political field. An instructive example is to be found in the feminist slogan “The
Personal is Political”, which was chanted at numerous demonstrations and
that clearly expresses a view of the expanded boundaries of politics. Politics
cannot be reduced to party-political squabbling or to the operations of govern-
ment bodies but includes a great deal more; everything from a woman’s right to
her own body, a shortage of nursery-school places and the entire patriarchal

L Jean-Frangois LyoTarp, “ANSWERING THE QUESTION: WHAT IS PosTMODERNISM?”, IN The PosTwooern Connition. A REeporTl
N Knowieose (MiNNEaPoLis 1984), p. 75, WHICH, IN TURN REFERS TO THE ART HISTORIAN THIERRY DE DUVE.

2 Rosaunp Krauss, “SculpTure IN THE Expanpep FiEwn”, Octoser, VoL. 8, Sering 1979, pp. 30-44. SEE ALso Sven-OLo
ALLENSTEIN, “DET UTVIDGADE FALTET — FRAN HOGMODERNISM TILL KONCEPTUALISM”, | KONSTEN 0CH KONSTBEGREPPET, SKRIFTSERIEN
AIRos 1 (StockHoim 1996), pe. 117-152.
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hierarchy to questions about development aid and the place of Sweden in the
world today. At the same time that everyday choices and actions were seen as
political, the basic values of democracy as they pertain to freedom, equality
brotherhood and sisterhood were also emphasized.

The question as to how politics, society and democracy should be understood
was also discussed among more academically oriented political scientists. Just
as with the aesthetic development, the left-oriented theoretical discussion
of politics during the sixties and early seventies - with figures like Herbert
Marcuse and Louis Althusser - was actually an important background context
to the craft art that was created at the same time. The aim of the present essay
is to give an account of the major aspects of this political, but also aesthetic
context.,

The dream of something

different

During the sixties and seventies the balance of terror between the USA and the
Soviet Union tended to polarize people’s political views in accordance with a
grotesquely simplistic logic: the USA or Soviet state communism - for or against?
More nuanced positions and standpoints that tried to bridge the restricting du-
alism had difficulty in winning a serious hearing. At the same time it is evident
that the sixties led to a geographical expansion of political consciousness. The
process of de-colonization which got seriously underway in Africa during the
fifties now intensified, receiving support from Western intellectuals.

B THERE IS CURRENTLY AN EXTENSIVE LITERATURE DEALING WITH THE POLITICAL AND AESTHETIC DISCUSSIONS OF THE DAY, EVEN THOUGH
LINKING THEM TOGETHER IS NOT PARTICULARLY COMMON. SURVEYS IN SWEDISH THAT CAN BE RECOMMENDED INCLUDE LEIF NYLEN, Den GppN4
KONSTEN. HAPPENINGS, INSTRUMENTAL TEATER, KONKRET POESI OCH ANDRA GRANSOVERSKRIDNINGAR I DET SVENSKA 60
maLeT (StockHowm 1998), Beate SypHorr, Sveriees konsT 1900-Tater, parT 2. 1945-1975 (StockHowv 2000
aND KJeLL OsTBERG, 1968 NER ALLTING VAR I RORELSE. SEXTIOTALSRADIKALISERINGEN OCH DE SOCIALA RORELSERNA
StockHowM 2002). See Atso ARTHUR MaRwick, The StixTres. CutTural Revorutton v BRITain, France, ITaiv, ang
mue Uniten States, c.1958-c.1974 (Oxrorn & New York 1998)
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Even more people joined in the opposition to the Vietnam War, which television
brought right into people’s living rooms. In Géran Sonnevi’s poem “Om kriget i
Vietnam” [On the War in Vietnam] from 1965, which brilliantly links domestic life
in a wintry province of Skane with the appalling brutality being displayed on
the other side of the world one can read the following lines:

On TV

last night

we saw a film clip taken with
the Viet-Cong; we could hear
the muffled fluttering

of helicopter propellers

from the ground, from the side being
shot at. In another film

a few weeks ago

CBS interviewed American
helicopter pilots. One of them
described the release he got
when he finally got a shot at
a “VC”; the rockets

threw the VC about nine feet
straight ahead.,

The core of the protests against the Vietnam War was represented by the FNL
movement (FRDNT NATIONAL POUR LA LIBERATION DU SUD VIET NAM’ le SOLIth Vletnam’s Natlonal
Liberation Front), which, in due course, became a wide-ranging social movement,
There was a vigorous reaction throughout the world when the then Minister
of Education in Sweden, Olof Palme, took part in a demonstration against the
war in February 1968, not to mention the occasion a few years later when, in
connection with the bombing of Hanoi in Christmas 1972, he maintained that the
violence had now - just as in Guernica and Treblinka - triumphed once again;
adding the sobering words: “But posterity has condemned the perpetrators”.

China was another Asiatic country that received a great deal of attention in
the West at that time. In 1966 Mao Zedong had started the “proletarian cultural
revolution”, which can be seen as a campaign to spread the Chinese form of
communism throughout the vast country; with catastrophic results for millions
of Chinese, particularly those who were well educated or wealthy. This did not

& GORAN SonNEvi, “ON THE WaR IN VIETNAM”, IN Tre Econowy Spinning Faster ano Faster (New York 1982), p. 5.
5 Ouor PatMe, “Hanol, CHrisTMAS 1972”, IN OLor PALME SPEAKING. ARTICLES AND SPEECHES, ED. GUNILLA Banks
StockHowm 2006), p. 142. See atso KiM SatoMoN, ReseLiter 1 TakT mep TIoeN. FNL-RrGReLseN ocH 60-TALETS Po-|
111sKA RITUALER (STocKHOIM 1996)
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prevent many Western-oriented Europeans from supporting the cultural revolu4
tion and even regarding themselves as Maoists., Something that contributed tg
this idealization was undoubtedly the relatively limited knowledge of the mis-
erable conditions actually obtaining in China. The country served as a surface
on which people projected their own fantasies about an alternative society.

As this shows, the late sixties and early seventies were not just a period of
greatness for the left in Western Europe - when the leftist parties enjoyed
considerahle success and, to a large extent, determined the political agenda -
but they were also a time in which it was still possible to dream of a radically
different society. Many people, not least young people and students, were not
satisfied with merely dreaming but tried in various ways to make a contribu-
tion to realizing what they saw as an achievahle ideal society, understood in
socialist or communist terms.

The desire to change things was clearly manifested in the spring of 1968
when there were student uprisings at a succession of universities around the
world from Columbia in New York and the Sorbonne in Paris to the university
in Stockholm; even if the uprising in Stockholm did not go further than the
students occupying their own student-union building. In Paris things were
more violent with the Latin Quarter being occupied and barricaded at the same
time that hundreds of thousands of factory workers supported the students
with wild strikes. Even among the intellectuals this created great enthusiasm
For example, it is noteworthy that the summer number of the influential avant-
garde periodical ™' %t which counted Philippe Soller and Julia Kristeva as
contributors, opened with a unanimous statement of support for the revolg
(without neglecting the usual concern with abstract, theoretical problems).|
A few moths later it was all over. There was no revolution and order was re-
stored. Disappointment was profound but the conviction that another world is
possible lived on. The political swing to the left that characterized the 1960s
continued well into the 1970s.

6 FOR INFORMATION ABOUT THE EXTRAORDINARY INTEREST IN CHINA THAT GREW UP IN SWEDEN, SEE ANNE HEDEN, RGD STIiRrNA GVER
SvERIGE. FOLKREPUBLIKEN KINA SOM RESURS I DEN SVENSKA VANSTERRADIKALISERINGEN UNDER 1860- ocw 19704
maten (Lunp 2008).

[Z__“La Révorution 1cl MAINTENANT”, Ter Quer, No. 34, ETé 1968, p. 3 F
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Western Marxism

t is important to point out that, at this time, there was also a living interest
in Marxism. Marx and Engels’ own writings were re-printed in large editions,
and even books by Lenin, Trotsky, Stalin, Mao and other Marxist theoreticians
reached large numbers of readers. Allied with this was a rise in interest for
what is usually termed Western Marxism; that is to say the tradition of European
and American left-wing theorists who sought out the important insights and
perspectives, particularly in the works of the younger Marx. The aim was to
shape a critical theory of capitalist society and, at the same time, to propose
alternative forms of society which would better answer people’s needs and
their opportunities for development.,

From Marx’s “Economic and Philosophic Manuscripts” written in Paris in 1844,
they took the notion of alienation that played a key role in the political discus-
sions of the sixties., Based on the firm conviction that human beings can only
realize their potential through work, Marx had come to the conclusion that this
was hardly possible any more. In the ruling capitalist system of production
with its machines and growing specialization, work instead became a product
that caused the worker to be alienated from what he was producing and, in
the long run, in himself too. The worker has no control over production but
becomes a victim of forces that he seems unable to influence. All this causes
the worker to be alienated, i.e. foreign to himself and to feel powerless and
lacking identity. The solution that Marx proposed in order to resolve the situa-
tion was that the workers should take control of the means of production and
that private property should be abolished, which turned into an argument for
revolt and revolution.

Hegemony is another concept in the tradition of Western Marxism. The no-
tion originated with the Italian philosopher Antonio Gramsci who developed
it during the 1920s as a direct answer to the question as to how it had been
possible for the Italian workers to support Mussolini and the Fascists rather
than the socialists and communists who claimed to be defending their inter-
ests. According to Gramsci this was hecause the ruling classes determine
the world view even for the lower classes. Since hegemony is thus concerned
with control over modes of thinking, the idea of raising consciousness hecame
central to the left in the 1960s. This was a task that many intellectuals and even

B Perry ANDERSON, ConstoeraTroNs oN  WesTern  Marxtsn (LonDon 1977) ano In THe Tracks ofF HISTORICAL
aTerTaLTsH (Lonpon 1983).

B KarL Marx, Econontc ann Puitosopuicat ManuscripTs of 1844, en. Dirk J. Struik (New York 1964). See atsg
OACHIM ISRAEL, ALTeNaTTON. From Marx To Mooern Soctotosv. A Macroscorrcar Anatvsts (Boston 1971).
0 Antonio Gramscl, Prison Notesooks, En. Josepd A, Butmiaies, Vor. 1-3 (New York 1992-2007)
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certain artists and poets willingly undertook: enlightening the workers both
about American supremacy and the pernicious nature of the capitalist system
as well as informing them that they were oppressed - even though they might
not realize this themselves.

Leftist groups in the sixties adopted these ideas about alienation and he-
gemony and many also shared the view that a revolution in order to bring
about a fundamental change in the social order. An important figure in thig
context is Herhert Marcuse, one of the most widely read theorists of the time
He originally belonged to the Frankfurt School and, like the other members of
the school, he was forced into exile in the USA during World War II. Unlike his
colleagues, after the war he did not return to Germany but remained in the USA
where he was to become a key theorist to the radical student movement of the
sixties. One of Marcuse’s central ideas is that the contemporary capitalist and
technological society promotes one-dimensional thinking that only focuses on
how things can be made more efficient and that this goes against natural hu-
man needs and seriously reduces people’s developmental opportunities. Thus
we need to free ourselves from this mode of thought and adopt other ways of
thinking and living. In order to succeed in this one needs, above all, critical
analysis, Marcuse insists, but he also points to the importance of the imagina-
tion and the liberating potential of art, thus giving theoretical legitimacy to
the efforts of the time to find alternative ways of expressing oneself and living
one’s life.

Along side the humanist oriented Western Marxism that Marcuse represented
as well as the considerably more orthodox Marxism-Leninism that continued
to attract a lot of people, structuralist Marxism assumed a prominent position
in leftist political theory around 1970. This form of Marxism is especially as-
sociated with the French philosopher and communist Louis Althusser who is
best-known for his structuralist reading of Marx in which he entered into open
polemics with the humanist interpretation that Marcuse and others proposed. |
Just like other structuralists, Althusser stresses the primacy of the structure
over the individual: just as “mankind”, the subject and what is individual and
particular is of subsidiary interest. Accordingly he tones down the importance
of the young Marx’s ideas about the individual person’s alienation and pos-
sibility of liberation. Instead of the ideological problems in Marx’s youthful
works that Althusser rejects as pre-scientific, he stresses the importance of
CAPITAL and the other late writings in which Marx is claimed to have launched 3
new science about the history of social formations but also a new philosophy

L1 HerBERT MaRcUSE, One-Dimenstonat Man. Stuotes v THe Ipeotosy oF Aovanceo InousTRiat Soctety (Lonbo
1964).
2 SEE, E.G., Louis AiTHUSSER, For Marx (1967) ann AitHusser & ETIENNE Bailigar, Reantne Caprrar (1965)
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dialectical materialism. In their reading of Marx, Althusser and his students
also developed a succession of their own terms in order to fulfil the analysis
and to make the contemporary capitalist society more comprehensible. One
such concept is that of ideological state apparatuses, i.e. institutions like the
schools, the church and the media with whose help the ideology of the ruling
classes is reproduced in society.

For Althusser it is clear that theoretizing is an important aspect of the struggle
for a different society or, in other words, that a revolutionary praxis requires
a revolutionary theory. With his rather dogmatic Marxism he sought, with his
students, to create intellectual tools for the political struggle. Thus it is not
surprising that we find here a militant tone that is not nearly as evident, for
example, in Marcuse.

ndeed, in some respects one can regard Althusser and Marcuse as two ex-
tremes in the leftist discussions of the sixties and seventies. On the one hand
were the supporters of Althusser with serious, almost scientific ambitions to
unmask the social order through critical, systematic study. And on the other
hand there were the disciples of Marcuse who pleaded for an affirmation of
delight, for the sensual and, in extension, the aesthetic. In the field of art
it was, understandably, the latter tendency that was most noticeable. It was
not for nothing that the American critic and writer Susan Sontag spoke of
‘the new sensibility” with address to contemporary culture and, as one of the
key expressions of the time, the French philosopher Paul Virilio designated
‘l'imagination au pouvoir” - all power to the imagination. ,

Taking leave of

L3 Susan Sonag, AcatnsT InTerpreTATION AND OTHER Essavs (New York 1966), p. 293; ViriLio quoTeD FrRoM Kiaug
ERDING, 1968 . Kunst, HKunsteescurcute, Poirrik (FRANKEURT aM Main 2008), p. 10
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modernism

As has already been noted, the sixties were a time not only of political upheav-
als but of artistic ones too. The notion of the fine arts, including poetry, music
painting, sculpture and architecture, was finally exploded. The aesthetic field
expanded and the foundations were laid for an art scene that was as differen-
tiated and as difficult to survey as that we know today. The political radicaliza-
tion that is usually associated with the events of May 1968 was, in point of fact
preceded by an equally democratic, anti-hierarchical and generally question-
ing trend in the art sphere. Within this field, the development can be described
as a break with the modernist paradigm.

With predecessors like Charles Baudelaire and Arthur Rimbaud (of whom the
latter is responsible for a claim that is emblematic of modernism, “Il faut étre
absolument moderne” - that one has to be absolutely modern),, modernism’s
period of real creativity had been during the first decades of the 20% century
with expressionism, constructivism, futurism, Dada, surrealism and other ar-
tistic trends. They shared the fact that they promoted new forms of aesthetic
expression but they also maintained an oppositional attitude towards bhour-
geois society. After World War Il, modernism lost much of its radical, question-
ing potential. It was soon canonized and academicized hy heing the focus of
doctoral dissertations and a subject to be taught at universities. At the same
time, museums for modern art were built in many parts of the world, including
Moderna museet in Stockholm which opened in 1958. It was this so-called high
modernism - supported and interpreted by theorists like Clemens Greenberg
(visual art), Theodor W. Adorno (musical theory) and René Welleck and Austin
Warren (literary theory) - that later became regarded as “the other” against
which experimental artists, composers and authors defined themselves during
the sixties and seventies.

A notion characteristic of high modernism that they particularly turned against
was the notion that each art form has its own conditions and limitations; in
brief its own nature and unigueness which one should try to refine. According
to this view, painters should concentrate on surfaces, colours and forms - what
Greenberg calls the surface nature and two-dimensionality of painting - while
writers should concentrate on what the Russian formalist Roman Jakobson
calls “literarity” ({ITERATURNOST) |n direct contrast to this view, boundary-crossing
and hybrid forms were proposed as ideals. A typical example of this is the
American artist Robert Rauschenberg’s so-called “combines”, which combine

4 ARTHUR RiMBAUD, Une satson en EneeR, | OFuvRes conpiétes, ED. ANTOINE Apam (Paris 1972), p. 116
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painting, sculpture and sometimes other art forms as in his Monogram - the
stuffed goat with a car tyre round its middle that can be seen at Moderna mu-
seet in Stockholm. An aspect of this that one should not ignore is the playfully
humorous side that is to be found in works of this type, far removed from the
solemnity of high modernism and much more closely related to Duchamp and
the early Dada.

The playful aspect also features strongly in the pop art of the sixties as rep-
resented by artists such as Andy Warhol, Roy Liechtenstein and Jim Dine. Pop
art may be said to be the exception that proves the rule that artists now
abandoned painting for other media, genres and mixed media. For pop artists
continued with a fairly realistic style of painting even though their choice of
subject was taken from comic hooks, B movies, TV series, advertising and other
areas that had formerly been regarded as too low and banal for art. This rep-
resented a break with an idea that had previously been popular, namely that a
clear demarcation line could be drawn between art on the one hand and what
was disparagingly called kitsch (Greenberg) or the culture industry (Adorno)
on the other. Thus pop art can be considered to have pioneered the way for the
revaluation of such activities as fashion and design that was now undertaken,
t is no accident that Andy Warhol had a background as a commercial artist
and that several of the other leading pop artists also devoted themselves to
fashion, design and advertising.

Minimalism and conceptual art contributed in a completely different way to
the expansion of the aesthetic field. For many people, minimalism is associ-
ated with Donald Judd’s industrially manufactured aluminium boxes or specific
ohjects as he called them himself, which contrasted with traditional European
art with its concern for illusion and for harmonious, balanced relationships,
There were also minimalistically oriented artist who found their art beyond
the urhan environment in nature. The hest-known example of such concerns
is Robert Smithson. With his Spiral Jetty, a 457 metre long sculpture made of
rocks, gravel and sand in a spiral shape in Great Salt Lake, he created in 1970
a prototypical land-art project.

Even if minimalism and conceptual art largely developed in parallel with each
other the latter can, in many regards, be seen as a further development of the
former. It was the conceptual artists who took the step to completely immate-
rial, non-visual art. Where the minimalists had made use of industrial methods
of production the conceptual artists came to the conclusion that the work of
art did not actually have to be made at all. What was decisive was, rather, the
idea. When the idea and the linguistic definition replace the visual object in
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this manner then art, in its traditional sense, appears to have been outplayed
Indeed Joseph Kosuth, one of the leading conceptual artists, maintains that the
work of art is nothing other than a statement about art. “Art is the definition of
art”. . Art does not tell us anything new ahout reality and has no ulterior aims
no pretensions to go bheyond art itself.

This is undeniably one of the points where early conceptual art seems most
dated. Even though a great deal of today’s art can be said, in one way or anoth-
er, to be conceptual, several contemporary artists also profess an ambition to
say something important about society today, frequently from a leftist perspec-
tive. This is art which is not satisfied with merely talking about art. Though, on
the other hand, nor was most of the art of the late sixties and early seventies
The political dynamic of art was stressed to a much greater degree than the
art’s own value. This was a socially critical art that was placed at the disposal
of leftist politics, an art directed against capitalism, imperialism and fascism.

Aesthetic diversity 1n

the sign of politics

The years around 1970 were also a highpoint for such manifestations as per-
formance, happenings, instrumental theatre, Body Art and concrete poetry.
Concrete poetry was particularly successful in Sweden thanks to writers and
artists like Oyvind Fahlstrdm, Bengt Emil Johnson and Ake Hodell. Hodell in par-
ticular combined experimental writing with an obvious leftist commitment as
when he thematized military indoctrination in his text-sound-image composi-

15  JoserH KosuTH, ART ArTerR PurrosopHy ano ArTer. Cortecteo WriTines (CameriDGE 1991), p. 24. IT IS HARDLY Al

ACCIDENT THAT THESE IDEAS ABOUT TAUTOLOGICAL ART COINCIDE IN TIME WITH THE DEVELOPMENT OF THE SO-CALLED INSTITUTIONAL THEQRY 0|

ART. THIS GIVES A (POSSIBLY DECEPTIVE) SIMPLE ANSWER TO THE QUESTION OF WHAT ART IS AND IT IS A VIEW THAT HAS WON CONSIDERABLE

PROMINENCE AMONG BOTH ARTISTS AND ART HISTORIANS IN RECENT DECADES: ART IS WHATEVER IS CLAIMED AND RECOGNIZED AS ART BY THE

ART WORLD, I.E. BY ARTISTS BUT ALSO BY ART DEALERS, CURATORS, KEEPERS, ART HISTORIANS, CRITICS, ETC. SEE E.G. GEORGE DiCcKIE, ART
Mo THE Aesteerics. AN TnstrTutional Anaivsis (ITeaca 1974)
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tion “General Bussig” with its manic repetition of the sentence “I want to obey
orders, orders | want to obey”. .

Also a member of the circle that included Hodell, Johnson and Fahlstrdm was
Bengt af Klintberg who introduced Fluxus into Sweden. Fluxus can be described
as a loose international network of artists, writers and musicians like George
Maciunas, Yoko Ono and John Cage who all, in various different ways, chal-
lenged the traditional boundaries in art. In an attempt to define what Fluxus
actually involved Maciunas maintained: “To establish artist’s non-professional
status in society, he must demonstrate artist’s dispensability and inclusive-
ness, he must demonstrate the self-sufficiency of the audience, he must dem-
onstrate that anything can be art and anyone can do it The Fluxus artworks
that were produced often followed instructions that had been written down in
advance, as in the following example by Klintherg called Flags I: In Copenhagen:
‘A big Danish flag is tacked to a wall. Paint the white cross yellow. Drink a
Tuborg (or a Carlsberg). Paint the four red squares blue”.

Not without reason, the German universal artist and political activist Joseph
Beuys is reckoned among the Fluxus artists but, unlike the others of the
Fluxus circle, he was sceptical towards Duchamp and Dada - which he clearly
ShOWEd Wlth hlS Subtly humOL'UUS Claj.m DAS SCHWEIGEN VON MARCEL DUCHAMP WIRD UEERBEWEF\’TET1
Marcel Duchamp’s silence is overvalued. . In a manner that has no equivalent in
Duchamp’s work, Beuys’s thinking and his art are informed by a humanist faith
as well as an ecological approach and an almost idealistic view of the revolu-
tionary importance of art. This did not prevent him from seeking to expand the
concept of art in line with his belief that every human being is an artist - 0t I8
FUNSTLER 't |s significant that, in retrospect, he declared that the founding of the
German Student Party in 1967 as “My greatest work of art”., And it is also typi-
cal that, as Professor of Sculpture in Diisseldorf, he accepted all the students
who wanted to attend his courses - which resulted in his being dismissed,
Even with his actions he challenged the usual understanding of what art is, for
Example ln WIE MAN DEM TOTEN HASEN DIE BILDER ERKLART (HOW tO EXplaln plCtU[ES to a dead
hare), where with his own face covered with honey and gold leaf he quietly
explained what art is to a dead hare that he carried in his arms as he slowly

16 Ake HopeLL, GeneraL Bussic (StockHowM 1964); SEE ALSO THE VARIOUS VERSIONS OF THE COMPOSITION INCLUDED ON THE
COLLECTED-WORKS CD VersaL BratnwasH ano oTHER Works (Stockhoim 2000).

L7  BeneT aF KLINTBERG, Svensk Fruxus / Swenisw Fruxus (StockHowm 2006), . 46.
18  KLNTBERG, Svensk Fruxus, p. 30.

19 BEUYS ORIGINALLY MADE THIS CLAIM IN A TV BROADCAST IN 1964, BUT IT HAS BEEN FREQUENTLY REPEATED IN OTHER FORMATS INCLUD-
NG THE COVER OF A CATALOGUE FOR AN EXHIBITION AT THE MODERNA MUSEET IN STOCKHOLM ENTITLED J0SEPH Beuvs. TECKNINGAR OCH
BJEKkT 1937-1970 ur samiing van oer GRINTEN (StockHowm 1971).

20 Excerpt FRoM ‘DER GANZE RIEMEN’: 22 JUNE — FOUNDATION OF ‘DEUTSCHE STUDENTENPARTEI’ IN BRANNPUNKT DUSSELDORF.
nsepd Beuvs oce wans krets, LitJEvaicHs (StockHoim 1987), p. 56
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moved through the gallery. According to Beuys himself, the hare represente
the earth and matter while the gold and the honey indicate “a transformation of
the head, and therefore naturally and logically the brain and our understanding
of thought, consciousness”., To a degree it is a matter of looking for a balance
between different cosmic forces but also a willingness to open oneself to al-
chemical transformations form one person to another. It is not surprising that
Beuys is usually described as an artistic shaman but, if this is the case, his
shamanism seeks both to expand the concept of art and, ultimately, to recreate
the whole of society.

In the borderland between art and politics one also finds situationism. This is a
movement that still interests many artists today. The Situationist International
was founded as early as 1957 but it was not until ten years later that the
movement became increasingly known, thanks largely to the publication of !
SOCIETE DU sPECTACLE by Guy Debord in 1967.,, The book, which became a source of
inspiration to many of the 1968 radicals, presents a Marxist-coloured theory
about contemporary capitalist society which is described as a spectacle so-
Ciety, UNE SOCIETE DU sPECTACLE i the sense that appearance has heen elevated tg
become truth, the spectacle to reality. Ultimately, due to the capitalist economy
of superfluity and the pseudo-needs that consumption gives rise to, society in
its entirety has finally become falsified and people have become more or less
passive. But this world-turned-upside-down will not survive for ever but can
and should be resisted, not least by artists. At the same time these artists need
to understand that even art has become part of this comprehensive spectacle
and so it is necessary to go beyond the art institution. This can be achieved by
letting life itself be turned into art, an art that is open to all and created by all
Just like Beuys and the Fluxus artists, the situationists thus take as their point
of departure the idea that everyone in some respects is an artist and that one
should be creating a sort of anti-art in which the boundary between artist and
beholder is erased.

The latter notion appears as typical of the period’s aesthetic strivings to the
extent that there was now a general trend to reduce the importance of the
artist or writer. Instead of the romantic view of the artist or writer as express-
ing themselves or their feelings in their work, the focus was directed at the
spectator, the reader and, partially too, to the aesthetic and social context
In a famous essay published in 1968 the French critic Roland Barthes talked

21 Beuys as quoTep IN Marc C. TavLor, "FORGERY”, IN Att 1N THE PResentT MusT Be Transrormen. MATTHEW BARNE
ano Josern Beuvs (BErun & New York 2006), p. 112.
2__Guy Demorn, L4 soctéré ou seec 1acie (Paris 1967)
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about the death of the author and the birth of the reader.  In similar fashion,
the American composer and Fluxus artist John Cage challenged the houndary
between musician and listener, most specifically with his piano piece 433" in
which the pianist sitting at his grand piano plays nothing at all for four min-
utes and thirty-three seconds but, at three points in the performance, with a
gesture indicates a new movement in the piece. This directs people’s attention
to the other sounds in the concert hall such as coughing, scraping feet, whis-
pering and - as the pianist continues not playing - perhaps even an audible
comment or two from the audience.

The way in which Cage, Hodell and other similarly minded composers, musi-
cians and authors questioned their activities radically changed art music dur-
ing the sixties. The same can also be said of popular music. With bands and
artists like the Beatles, Rolling Stones, Jimi Hendrix, Janis Joplin, Led Zeppelin
and Frank Zappa pop and rock reached previously undreamed of heights as well
as becoming a universal phenomenon in the rapidly growing youth movement,
For example, at Woodstock (August 1969) and at Gardet in Stockholm (June 1970)
music festivals were organized for tens of thousands of spectators. That this
represented a youthful rebellion is well illustrated by Bob Dylan’s song “The
Times They Are A-Changin™ in which an older generation is asked not to criti-
cize something that they do not understand: “Don’t criticize / What you can’t
understand / Your sons and your daughters / Are beyond your command”.

There were also productive overlaps between pop and rock culture on the one
hand and the visual arts on the other. For example, the British pop artist Peter
Blake designed the legendary LP-sleeve for the Beatles’s S6T- PEPPER'S LONELY HEARTS
Lus 8A0 and Andy Warhol collaborated with the Velvet Underground and was
responsible for the cover - decorated with a banana - to their début album ™¢
ELVET UNDERGROUND AND NICO | Sweden some of the leading young artists and writers
of the day - like Leif Nylén, Torkel Rasmusson and Mats G. Bengtsson - were
members of the progressive band Gunder Hdgg, which later changed its name
to 4 TAET At a later date, artist Carl Johan De Geer joined up with them. In 1967
he had been convicted and fined for incitement and for desecrating the national
symbol after exhibiting lithographs on which he had printed “Desecrate the
flag, refuse to carry weapons, betray your country, be anti-national”. He had
also written the word “KUKEN” [Cock] across the Swedish flag and “USA mdrd-
are” [USA murderer] underneath an American flag in which the stars had been
replaced by small swastikas. In similar fashion, Lena Svedherg created political
art that was critical of society, for example in her triptych drawing entitled

D3 RoLanD BaRTHES, “La MORT DE UAUTEUR”, IN OEuvres coneLiTes, ToMe Il: 1966-1973, ep. Eric MarTy (Paris 1994)
p. 491-495
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THE KENNEDV BROTHERS PLUS ONE This shows Robert and John F. Kennedy monstrously
deformed and hanging each on his own cross. Both De Geer and Svedberg also
contributed to the magazine 'S which was otherwise best known for Lars
Hillersherg’s satirical drawings of every imaginahle phenomenon in the world
that he felt was worth satirizing. This is serious art raised to the status of
black humour.

Against this hackground we can finally assert that if there is a code expression
for the political and aesthetic activities of the late sixties and eatly seventies
it is crossing boundaries. Every imaginable boundary was now to be crossed
between high and low, between different artistic mediums and forms of ex-
pression, between artist and beholder, the work of art and its context, art and
politics. A similar desire to cross boundaries was also characteristic of parts
of the craft arts of the period. Deeply influenced by the contemporary discus-
sions of aesthetics and ideology, craftspeople created objects that did not
merely question the traditional understanding of what crafts are and can be
but, based on an expressly political perspective, want to say something about
the world we live in with all its serious injustices.
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TURRIST

ANITA HILLESTAD & STIG OLAV TONY FREDRIKSSON

he project’s title describes a person, a feeling, a term and a state of being.
Psychological geography and city tours. The project wants to illuminate what soci-
ety doesn’t want to show and which we don’t want to see in a city or in a country:
Oslo/Norway/Trondheim/ the World. Pictures from places which we don’t normall
look for, junkies on the street, illegal graffiti and Turrist's own spontaneous out-
door exhibitions in Oslo and Trondheim.

Key words are public space/private space, visible/invisible, worthy/unworthy, cul-
ture/not culture, drug addict, homeless, beggar and asylum seeker.

TURRIST

ANITA HILLESTAD & STIG OLAV TONY FREDRIKSSON

Det hemerkes at pagrunn av Turrist sin metode forandres prosjektet underveis i
forhold til folk og steder Turrist oppseker.

Tittelen pa prosjektet viser til en person, en folelse, en tilstand og et begrep,
Psyko geografl og byvandringer. Prosjektet ansker a helyse det man ikke vil vise
frem og det man ikke vil se i en by eller et land. Bilder fra steder man normalt
ikke oppseker, narkomane pa gata, ulovlig grafitti og Turrist sine nye attraksjoner
som spontane uteromsutstilling i Oslo og Trondhjem.Oslo/Norge/Trondhjem/Verden.
Stikkord er offentlig rom/privat rom, synlig/usynlig, verdig/uverdig, kultur/ikke kul-
tur, narkomane, hjemlese, tiggere og asylsokere.
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Construction of what was going 1o be the biggest Picrures: by Tuerist
Geerman nuval base in NorthernEurope starved in
the avtumn of 1941 one vear after the WW 11

imasion of Norway.

After this war: The base was used briefly by the Morwegian Defence Forces, and meo extra storeys
painted in blue were built. Remember, the war is not over
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1. Ukl i the counry in Morway with maost poor people.

2. 5imce 1980, 1728 people have dicd in Oslo by drug
overdise,

Liklo Loove new, high buildings.

Pictures by Turrise) AH
: turrist. tweri=tEgmail . con

from Trondheim

1. Obioras Square: Obiora was denied financial assistance on
wacial Fry o and was angry. The Police was sumeoned.
Obiora died from injuries inflicted by police outside the
social security office.

L. St School: A school for “difficule™ children.

Faevous bor the ceuelioy and the seerer aories aboun

abuse and vislence againat a huge number of children for 52
wears, The schoal is mow closed.

. Sandemoen Shelter: Children who live in Sandemoen
reception centers in Hedemadal, Trondhedm has such pooar
uphringing that contrary to the UN Children's Convention.

Say hello o someone vou love or have here

Contact: murrist.turristifgmail.com
Phcturesa Stnvne schoal and Sandemoen Shelter by Mona Undisdateer, Obioras square by Turrist
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ATT UTVIDGA FALTET

POLITIK OCH ESTETIH

GRANSOVERSKRIDANDET

T :[ D E V A R V /ANDERS BURMAN/
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Det har sagts att "Vad ar vackert?” ersattes av "Vad ar konst?” som den vik-
igaste estetiska fragan under 1900-talet. Det dr en avgdrande forskjutning
om kan foras tillbaka till Marcel Duchamps undergrdvande verksamhet pa
1910-talet, ndr han med sina ready-mades forde dver vardagsforemal - som en
asktorkare eller en pissoar - fran en brukskontext till en konstkontext och
kallade det konst. Men det var kanske férst pa sextiotalet som man pa allva
borjade inse konsekvenserna av denna handling: att hantverksfardigheter och
det materiella utférandet ar av underordnad betydelse i konstskapandet och
att egentligen vad som helst kan vara konst. Det dr sammanhanget snarare
an nagra universellt giltiga varden som avgdr vad som ar och vad som inte &
konst.

Alltsedan 1700-talet, det arhundrade under vilket estetiken uppstod som en
jalvstandig disciplin och systemet av de skéna konsterna slutligen kodifiera-
des, hade konsten definierat sig sjalv gentemot hantverk. Den har uppdelningen
uppfattades lange narmast som sjalvklar, men ndr konstnarer borjade utforska
ragan "Vad ar konst?” ledde det inte bara till en ny syn pa konsten utan ocksa
ill ett problematiserande av relationen mellan konst, konsthantverk och hant-
erk. Om allt kan vara konst, varfér da gora nagon principiell atskillnad mellan
konst och hantverk? Varfor visas ett visst slags konstverk pa konstmuseer, men
inte konsthantverksohjekt? Ja, vem bestammer egentligen vad som rdknas som
konst och vad som inte gor det? Sadana fragor diskuterades livligt under det
ena sextiotalet och det tidiga sjuttiotalet och gav i forlangningen upphov till
ad som skulle kunna kallas det utvidgade estetiska faltet, fér att parafrasera
den amerikanska konstvetaren Rosalind Krauss ofta citerade artikel "Sculpture
in the Expanded Field” fran 1979.,

Emellertid var det inte bara den estetiska sfaren som expanderade under den
aktuella perioden. Det gjorde ocksa det politiska faltet. Allt fler fragor som
idigare hade hetraktats som opolitiska horjade nu tolkas i politiska termer.
P3 samma satt som fragan "Vad ar konst?” stod i fokus i den estetiska diskus-
ionen blev saledes "Vad ar politik?” en central fraga inom det politiska faltet,
Ett talande exempel utgdrs av det feministiska slagordet "Det personliga a
politiskt” som skanderades i atskilliga demonstrationer och som val uttrycke
uppfattningen om politikens utvidgade granser. Politik kan inte reduceras till
det partipolitiska kdhblet eller statliga institutioners verksamhet utan om-
fattar mycket mer, allt fran kvinnors ratt till sina egna kroppar, bristen pa

Jean-Francois Lyotarp, "Svar PA FRAGAN: VAD AR DET POSTMODERNA?”, | MikaEL LOFGREN & ANDERS MOLANDER (RED.)
Postnooerna T10ER? (STockHoLM 1986), s. 85 SOM I SIN TUR HANVISAR TILL DEN ESTETISKE TEORETIKERN THIERRY DE DUVE.
RosaunD KRAuUsS, "SKULPTUR | DET UTVIDGADE FALTET”, | SVEN-OLov WALLENSTEIN (RED.), MINTHALISM OCH POSTHINIWALISH
KRIFTSERIEN Kairos 10 (StockHoim 2005), s. 159-172. S AvEN SveN-Orov WALLENSTEIN, ”DET UTVIDGADE FALTET — FRAN HGGMO
R PTUA " qq

M KON N_OCH KONSTBEGREPD KR RIEN KAIRQ QCKHOLM
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dagisplaster och hela den patriarkala samhallsordningen till fragor rorande
u-landshjalp och Sveriges plats i varlden. P& samma gang som vardagliga va
och handlingar uppfattades som politiska betonades demokratins grundvarde
ringar rérande frihet, jamlikhet, broderskap och systerskap.

Fragan om hur politiken, samhallet och demokratin borde forstas diskutera

des ocksa inom den mer akademiskt praglade politiska teorin. Precis som de

estetiska utvecklingen utgor i sjdlva verket den vansterorienterade politisk
teoretiska diskussionen under sextio- och det tidiga sjuttiotalet - med nam

som Herbert Marcuse och Louis Althusser - en viktig bakgrundskontext till det
konsthantverk som skapades vid samma tid. Vad foreliggande text syftar till ax
att i stora drag ge en orienterande bild av detta politiska men ocksa estetiska
sammanhang..

Drdmmen  om  nagonting

annat

Under sextio- och sjuttiotalen tenderade den terrorbalans som radde mella

de hada supermakterna USA och Sovjetunionen att polarisera manniskors poli

tiska asikter enligt en grovt forenklande logik: USA, alternativt den sovjetiska
statskommunismen - for eller emot? Mer nyanserade positioner och stallnings
taganden som férsokte dverskrida den hegrdnsande dualismen hade svart atf
inna ndgot storre gehdr. Samtidigt ar det tydligt att sextiotalet innebar en
geografisk utvidgning av den politiska medvetenheten. Den avkoloniserings

process som pa allvar hade pabdrjats i Afrika under femtiotalet intensifierade

nu och understéddes aktivt av vastintellektuella.

3 DET FINNS NUMERA EN RIK LITTERATUR OM TIDENS POLITISKA OCH ESTETISKA DISKUSSIONER, AVEN OM DET AR MINDRE VANLIGT ATT KOPPLA

SAMMAN DE BADA. AV SVENSKA OVERSIKTSVERK KAN MAN FRAMHALLA LEIF NYLEN, DEN GPPNA KONSTEN. HAPPENINGS, INSTRUMENTA

TEATER, KONKRET POESI OCH ANDRA GRANSOVERSKRIDNINGAR T DET SVENSkA 60-TaLer (StockHoim 1998), Beate SypHorr,

Sverrces KonsT 1900-TaLer, DeL 2. 1945-1975 (StockHotm 2000) ocH Kiett OsTERG, 1968 NiR ALLTING VAR

T RORELSE. SEXTIOTALSRADIKALISERINGEN OCH DE SOCIALA RORELSERNA (STockHoLM 2002). SE AveN ARTHUR MaRwICK

Twe Sixtres. CuLturaL Revorutron 1n Brrtain, France, Itary, ano THE UniTeo StaTes, ¢.1958-c.1974
R 0 ORK 998
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Annu fler engagerade sig mot Vietnamkriget, som genom teveapparaterna tyck-
es komma rakt in i manniskors vardagsrum - eller teverum som det fortfarande
kallades. | Goran Sonnevis dikt "Om kriget i Vietnam” fran 1965, som pa ett
fantastiskt sdtt knyter samman det vardagliga livet i ett vintrigt Skane med
de brutala hemskheterna pa andra sidan jordklotet ("USA’s vidriga krig”), finns
dljande i detta sammanhang karakteristiska rader:

ag vi en filminspelning fran
iet Congs sida, fick hora
helikoptermaskinernas
dova fladdrande,
fran marken, fran de beskjutnas
ida. | en annan film

or ett par veckor sedan
intervjuades de amerikanska
helikopterforarna av CBS. En av dem
beskrev sin utldsning
nar han antligen fick skott pa
en "VC”: han slungades

Kdrnan i protesterna mot Vietnamkriget utgjordes av den sa kallade FNL-
OIEISEFI (fUIkOItnlng fUI FRONT NATIONAL POUR LA LIBERATION DU SUD VIET NAM, det \““ Saga
ddra Vietnams Nationella Befrielsefront) som efterhand blev en hred socia
orelse. Det vackte stor uppstandelse ndr den davarande svenska uthildnings-

ministern Olof Palme i februari 1968 deltog i en demonstration mot kriget, fo

att inte tala om nar han nagra ar senare, med anledning av hombningarna a

Hanoi julen 1972, framhdll att nu hade valdet - liksom tidigare i bland annat
uernica och Treblinka - annu en gang triumferat, med det skuldbeldggande til-
dgget: "Men eftervdrldens dom har fallit hard éver dem som burit ansvaret.”,
Kina var ett annat asiatiskt land som uppmarksammades mycket i vast vid den
har tiden. 1966 hade Mao Zedong inlett "den proletdra kulturrevolutionen” som
kan beskrivas som en kampanj syftande till att sprida den kinesiska formen
av kommunism dver hela det jattelika landet, vilket fick katastrofala fdljde

for miljontals kineser, i synnerhet valbestallda och valuthildade. Det hindrade
inte att manga vansterorienterade européer tog stallning for kulturrevolutio-

GORAN SONNEVI, "OM KRIGET | VIETNAM”, BonniErs L1TTerira Masasin NR 3 1965, s. 152 F.
SE AVEN KIM SALOMON, REBELLER 1
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nen och till och med betraktade sig sjalva som maoister., Nagot som bidrog til
denna idealisering var utan tvekan den relativa okunskapen om de faktiska
miserabla forhallandena i Kina. Landet blev till en projektionsyta for de egna
fantasierna om en alternativ samhéllsordning.

Som detta visar var det sena sextiotalet och det tidiga sjuttiotalet inte bara
en storhetstid for den vdsteuropeiska vanstern - da vansterpartier hade stora
framgangar och i hog grad bestamde den politiska dagordningen - utan det vay
ocksa en tid da det fortfarande var mojligt att drémma om ett radikalt annor
lunda samhalle. Manga, inte minst ungdomar och studenter, ndjde sig inte med
att dromma utan forsokte pa olika satt aktivt bidra till forverkligandet av det
som uppfattades som ett hdgrande idealsamhalle, forstatt i socialistiska eller
kommunistiska termer.

iljan att andra pa sakernas tillstand manifesterades tydligt varen 1968 da
studenter gjorde uppror vid en rad universitet runt om i varlden, fran Columbia
i New York och Sorbonne i Paris till universitetet i Stockholm, 1at vara att det
mest uppseendevackande som skedde vid det senare var att nagra unga vén
sterradikaler ockuperade sitt eget karhus. | Paris gick det valdsammare til
nar studentkvarteren Quartier Latin ockuperades och barrikaderades samtidigt
som hundratusentals industriarbetare gjorde gemensam sak med studenterna
senom att g& ut i vilda strejker. Aven bland intellektuella vickte detta en enor
entusiasm. Exempelvis ar det talande att sommarnumret 1968 av den inflytel
serika avantgardisttidskriften Tt %t j vilken bland andra Philippe Sollers oc

ulia Kristeva medarbetade, inleddes med ett entydigt kollektivt stallnings
tagande fér revolten (utan att man for den skull gjorde avkall pa den egna
upptagenheten av abstrakta, teoretiska problem). Men hara ndgra manader
senare var det hela dver; det blev ingen revolution och ordningen aterstalldes
Besvikelsen var stor, men gvertygelsen att en annan varld ar méjlig levde dnd3
idare. Den politiska vanstervag som praglade det sena sextiotalet fortsatte
langt in pa sjuttiotalet.

6 OM DET STORA KINAINTRESSET | SVERIGE, SE ANNE HEDEN, R0 STJkRNA GVER SVERIGE. FOLKREPUBLIKEN KINA SOM RESURS
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Den vasterldndska

marxlismen

Det dr angeldget att podngtera att det vid den hér tiden dven fanns ett levande
eoretiskt intresse for marxismen. Marx och Engels egna skrifter gavs ut i stora
upplagor, och dven bdcker av Lenin, Trotskij, Stalin, Mao och andra marxistiska
eoretiker nadde stora lasargrupper. Till det kommer uppsvinget fér vad som
brukar kallas vastmarxismen, det vill saga den tradition av europeiska och
amerikanska vénsterteoretiker som forsokte ta fasta pa viktiga insikter och
perspektiv hos framfor allt den unge Marx. Malsdttningen var att utforma en
kritisk teori om det samtida kapitalistiska samhallet och samtidigt visa pa al-
ernativa samhallsformer som hattre skulle kunna tillgodose manniskors beho

och utvecklingsmdjligheter.,

Fran Marx sa kallade "Ekonomisk-filosofiska manuskript”, skrivna i Paris 1844,
hamtade man begreppet alienation som spelade en nyckelroll i sextiotalets
politiska diskussioner., Utifran sin fasta dvertygelse att manniskan endast kan
forverkliga sig sjalv genom sitt arhete hade Marx kommit fram till att detta
knappast langre ar mdjligt. | det radande kapitalistiska produktionssystemet
med dess maskiner och tilltagande arbetsdelning forvandlas i stallet arbetet
ill en vara, varigenom arbetaren blir frammande infér det hon tillverkar och i
forlangningen ocksa sig sjélv. Hon har ingen kontroll dver produktionen utan
blir ett offer for krafter som hon inte tycks kunna paverka. Sammantaget lede

det till att hon blir alienerad, det vill sdga frimmande infér sig sjalv, kanne

maktldshet och brist pa identitet. Den lsning som Marx foreslog for att komma
illrdtta med problemet var att arbetarna sjalva skulle ta kontroll dver pro-
duktionsmedlen och att privategendomen skulle upphavas, vilket blev till ett
argument for revolt och revolution.

Hegemoni 3r ett annat viktigt begrepp i den vastmarxistiska traditionen.
Begreppet harstammar fran den italienske filosofen Antonio Gramsci som ut-
ecklade det pa 1920-talet som ett direkt svar pa frdgan hur det kunde komma
ig att de italienska arbetarna valde att stddja Mussolini och fascismen i stdl-

et for de socialister och kommunister som sade sig férsvara deras intressen. |

EN BRA GVERSIKT AV VASTMARXISMEN GES | PERRY ANDERSON, On Den visTerLinDska marxTsweN (Lunp 1984).

KarL MaRX, "DE EKONOMISK-FILOSOFISKA MANUSKRIPTEN”, | TEXTER I URVAL, RED. SVEN-ERIC LiEDMAN & BJGRN LINELI
StockHowm 2003), s. 55-107. Sk AVEN JoacHIM ISRAEL, ALTeNATTON. FRAN MARX TILL WODERN SOCIOLOGI. EN MAKROSO-|
toLo61sk sTunte (StockHowm 1968).
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Enligt Gramsci beror det pa att de harskande klasserna 1 hog grad bestammer

arldshilden dven for de dvriga klasserna. Genom att hegemonin pa detta sétt
handlar om rddandet dver tdnkesatt hlev fragan om medvetandehdjning centra
inom sextiotalsvanstern. Det var en uppgift som manga intellektuella och dve

issa konstnérer och skénlitterdra forfattare sjalvmant tog pa sig: att upplysa
arbetarna om inte bara den amerikanska dverhégheten och det kapitalistiska
systemets fordarvlighet utan ocksa att arbetarna sjdlva var fortryckta - &ven
om de inte insag det sjalva.

Sextiotalsvanstern tog till dig dessa idéer om alienationen och hegemonin, oc

manga delade ocksa uppfattningen att det ar nédvandigt med en revolution fou
att i grunden kunna andra pa de radande samhallsforhallandena. Ett betydelse

fullt namn i det har sammanhanget ar Herbert Marcuse, en av tidens mest ldsta
teoretiker. Han hade tidigare hort till den tyska sa kallade Frankfurtskolan, oc

i likhet med dess dvriga medlemmar tvingades han under andra vérldskriget
att ga i exil till USA, men i motsats till andra atervande han inte till Tyskland
efter kriget. | stallet blev han kvar i USA dar han sedan hlev en central teore

tiker for sextiotalets radikala studentrdrelse. En av Marcuses huvudtankar ap
att det samtida kapitalistiska och teknologiska industrisamhallet gynnar et
endimensionellt tdnkande som enbart fokuserar pa hur saker och ting kan bli
mer effektiva, vilket gar emot manniskans naturliga behov och kraftigt reduce

rar hennes utvecklingsmdjligheter. Darfor galler det att frigora sig fran detta
tdnkande till férman for andra tankeformer och levnadssatt. For att lyckas med
det kravs det framfor allt kritisk analys, understryker Marcuse, men han pekar
ocksa pa fantasins betydelse och konstens frigérande potential, varigenom ha

gav en teoretisk legitimitet 3t tidens sokande efter alternativa satt att uttrycka
sig och leva pa.

id sidan av den humanistiskt orienterade vastmarxism som Marcuse fére
tradde (liksom den betydligt mer ortodoxa marxism-leninism som fortfarande
lockade manga manniskor) intog den strukturalistiska marxismen en framtrd
dande position inom den vansterorienterade politiska teorin aren kring 1970
Denna form av marxism férknippas framfor allt med den franske filosofen oc
kommunisten Louis Althusser, som ar mest kand for sin strukturalistiska omlas
ning av Marx i vilken han gick i dppen polemik med den humanistiska ldsning
som Marcuse och andra forde fram. , Precis som andra strukturalister betonar
Althusser strukturernas primat éver individerna: liksom "mdnniskan” ar sub
jektet och det subjektiva, det enskilda och partikulara, av helt underordnat in
11 HeRrBERT MARCUSE, DEN ENDIMENSIONELLA MANNISKAN. STUDIER I DET AVANCERADE INDUSTRISAMHALLETS IDEOLOGI
StockHowm 1968).

12 SE T.Ex. Louis ALTHUSSER, FoR Marx (StarransTorP 1968) ocH ALTHUSSER & ETIENNE BALLIBAR, ATT LiisA KAPITALET, 2
q
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resse. Foljaktligen tonar han ocksa ner betydelsen av den unge Marx tankar om

den enskilda manniskans alienation och mgjligheter till frigdrelse. | stallet fo
den "ideologiska” problematik i Marx ungdomsverk som Althusser avfardar som
forvetenskaplig lyfter han fram #**I™€7 och andra sena texter dar Marx sags,
ha lanserat en ny vetenskap, namligen den historiska materialismen eller ve-
enskapen om de sociala formationernas historia, men ocksa en ny filosofi: den
dialektiska materialismen. | sitt intensiva arbete med Marx skrifter utvecklade
Althusser och hans studenter dessutom en rad egna begrepp for att komplet-
era analysen och hattre begripliggéra det samtida kapitalistiska samhallet.
Ett sadant begrepp dr ideologiska statsapparater, det vill sdga institutione
om skolan, kyrkan och massmedia med vilkas hjalp de harskande klassernas
ideologi reproduceras i samhallet.

For Althusser star det klart att teoretiserandet utgdr ett vasentligt inslag i
kampen for ett annorlunda samhalle, eller med andra ord att en revolutiona
praxis forutsatter en revolutiondr teori. Med sin forhallandevis dogmatiska
marxism ville han tillsammans med sina studenter utforma intellektuella red-
kap i den politiska kampen. Det ar dérfor inte forvanande att det hos dem finns
ett militant anslag som inte alls ar lika framtrddande hos exempelvis Marcuse.
a, 1 visst avseende kan man betrakta Althusser och Marcuse som tva ytterlig-
hetspunkter i sextio- och sjuttiotalsvanstern i stort. P4 den ena sidan stod de
Althusserbesldktade serigsa, narmast vetenskapliga ambitionerna att demas-
kera den samhalleliga ordningen genom kritiska, systematiska studier. Pa den
andra fanns det Marcusebefryndade pladerandet for ett hejakande av lusten,
det sensuella och I férlangningen det estetiska. Inom konsten var det forsta-
eligt nog den senare tendensen som var mest pataglig. Inte for intet talade den
amerikanska kritikern och forfattaren Susan Sontag om “"den nya sensibilite-
en” med avseende pa den samtida kulturen, och till ett tidens nyckeluttryck
utnamnde den franske filosofen Paul Virilip U'TMACINATION AU POUVOIR - det vi|| sdga
antasin till makten. ,

Uppbrottet

4“ REALITY CHECK

modernismen

Som redan framkommit var sextiotalet inte bara politiskt utan ocksa konstnar:
ligt en omtumlande tid. En gang for alla sprangdes da systemet av de skdna
konsterna, innefattande poesi, musik, maleri, skulptur och arkitektur. Det es
tetiska faltet expanderade och grunden lades till den lika differentierade so

svargverskadliga konstscen som vi har i dag. Den politiska radikalisering so

brukar forknippas med maj -68 foregicks i sjdlva verket av en liknande demo
kratisk, antihierarkisk och allmdnt ifragasattande tendens inom konstsfiren
Inom det faltet kan denna utveckling beskrivas som ett uppbrott fran det tidi
gare dominerande modernistiska paradigmet.

Med forelopare som Charles Baudelaire och Arthur Rimbaud (av vilka den se
nare yttrade de for modernismen emblematiska orden It FAUT ETRE ABSOLUKENT o
PERNE att man maste vara absolut modern),, hade modernismen haft sin kreativa
storhetstid redan under 1900-talets férsta decennier med expressionismen
konstruktivismen, futurismen, dadaismen, surrealismen och andra konstnar
liga stromningar. De hade det gemensamt att de férde fram nya estetiska ut
trycksformer men ocksa att de intog en oppositionell hallning gentemot def
borgerliga samhallet. Efter andra varldskriget forlorade modernismen mycket
av sin radikala, ifrdgasdttande potential. Den kom snart att kanoniseras oc
akademiseras genom att bli foremal for avhandlingar och undervisning ino
universitetsvarlden. Samtidigt byggdes museer for modernistisk konst runt o

i varlden, daribland det 1958 dppnade Moderna museet i Stockholm. Det va
denna sa kallade hdgmodernism - understddd och uttolkad av teoretiker so
Clemens Greenberg (hildkonst), Theodor W. Adorno (musikteori) och nykritikerna
René Welleck och Austin Warren (litteraturteori) - som sedan kom att fa spela
rollen som "den andre” som experimenterande konstnarer, tonsattare och for
fattare under sextio- och sjuttiotalen definierade sig sjalva gentemot.

En for hogmodernismen karakteristisk forestallning som de sarskilt vande sig
mot var att varje konstart har sina sdrskilda forutséttningar och begransning

ar, kort sagt sin egen natur och unicitet, som det galler att forsoka renodla
Enligt det synsattet skulle malarna rikta in sig pa ytor, farger och former, det
Greenherg kallar maleriets ytmassighet och tvadimensionalitet, medan forfat
tarna skulle ta fasta pa det som den ryske formalisten Roman Jakohson bendm

ner litteraritet (\ITERATORNOST) | direkt kontrast till denna uppfattning lyftes n

gransoverskridningar och hybridformer fram som ett ideal. Ett typiskt exempe
utgdrs av den amerikanske konstndren Robert Rauschenbergs sd kallade com-
bines vilka kombinerar malning, skulptur och ibland dven andra konstformer
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om 1 verket Monogram - den uppstoppade geten med ett bildack kring magen
om finns pa Moderna museet. Nagot man inte hdr bortse fran har ar den lek-
fulla, humoristiska sidan som finns i verk som dessa, fjarran fran den gravall-
arliga hdgmodernismen och betydligt mer besldaktad med Duchamp och den
idiga dadaismen.
Det lekfulla draget &r ocksa patagligt i sextiotalets popkonst, med foretradare
om Andy Warhol, Roy Lichtenstein och Jim Dine. Popkonsten kan sdgas vara
undantaget som hekréftar regeln att konstnarer nu dvergav maleriet for andra
medier, genrer och blandgenrer. Popkonstndrerna fortsatte namligen med ett
amligen realistiskt maleri, om @n med en motivkrets hamtad fran serietidning-
ar, B-filmer, teveserier, reklam och annat som tidigare hade ansetts vara fo
agt och banalt fér konsten. Det innebar ett brott med den tidigare sa populdra
anken att det skulle ga att dra en tydlig demarkationslinje mellan a ena sidan
Konst och & andra sidan det som nedséttande bendmndes kitsch (Greenberg)
eller kulturindustri (Adorno). Darigenom kan popkonsten sdgas ha gatt i bra-
chen fér den uppvardering av foreteelser som mode och design som nu skedde.
Det ar inte en tillfallighet att Warhol hade en bakgrund som reklamtecknare
och att dven flera av de andra ledande popkonstndrerna ocksa dgnade sig at
mode, design och reklam.

Pa helt andra satt bidrog dven minimalismen och konceptkonsten till utvidg-
ningen av det estetiska faltet. F6r manga forknippas minimalismen sakert med
Donald Judds industriellt tillverkade aluminiumboxar, eller specifika objekt som
han sjalv kallade dem, vilka han kontrasterade mot den traditionella europeiska
konsten med dess upptagenhet av det illusoriska och av harmoniska, balans-

kapande relationer. Det fanns ocksd minimalistiskt orienterade konstnare

om i sin konst sokte sig bort fran storstaderna till naturen. Det mest kdnda
exemplet star Robert Smithson for. Med sin Spiral Jetty, en 457 meter lang sten-,
srus- och sandskulptur formad som en spiral i Great Salt Lake, skapade han
1970 ett prototypiskt land art-projekt.

Aven om minimalismen och konceptkonsten i hég grad utvecklades parallellt
med varandra kan den senare pa manga satt uppfattas som en vidareutveckling
av den forra. Det var konceptkonstndrerna som tog steget dver till det helt im-
materiella och ickevisuella. Om minimalisterna hade anvant sig av industriella
produktionsformer i framstéllandet av sina verk s& kom konceptkonstnarerna
fram till att objektet inte behdver utfdras alls. Det avgérande tanktes i stallet
ara idén. Nar idén och den sprakliga definitionen pa detta vis far ersatta det
isuella objektet framstar konsten i dess traditionella hemarkelse som dver-
pelad. Joseph Kosuth, en av de tongivande konceptkonstnarerna, havdar rent
av att ett konstverk inte &r ndgot annat dn ett pastaende om konst: "Konst &
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definitionen av konst.” . Konsten utsdger inte nagonting nytt om verklighete
och har inga yttre syften, inga ansprak som gar utdver konsten sjalv.

Onekligen dr detta en av de punkter dar den tidiga konceptkonsten ter sig mest
daterad. fiven om mycket av dagens konst i ett eller annat avseende kan siga

ara konceptuell har flertalet samtida konstndrer ocksa ambitionen att saga
nagot vasentligt om var tids samhdlle, ofta utifran ett maktkritiskt perspektiv.
Det ar en konst som inte ndjer sig med att endast uttala sig om konsten. Fast
det gjorde & andra sidan inte heller det mesta av det sena sextiotalets oc

det tidiga sjuttiotalets konst. | betydligt hdgre grad an konstens egenvarde
betonades tvartom konstens politiska kraft. Det var en samhallskritisk konst
som var stalld i den vansterorienterade politikens tjanst, en konst riktad mot
kapitalism, imperialism och fascism.

Estetiskt grdnsdvenr-

skridande 1 politikens

tecken

Aren kring 1970 var ocksé en storhetstid féir sadant som performance, happe
nings, instrumental teater, Body Art och konkret poesi. Det sistndmnda fick et
sarskilt stort genomslag i Sverige genom firfattare och konstnirer som Oyvind
Fahlstrom, Bengt Emil Johnson och Ake Hodell. Hos i synnerhet Hodell var det
experimentella skrivandet ocksa férenat med ett tydligt vénsterpolitiskt en

15  JoserH KosuTH, "KONSTEN EFTER FILOSOFIN”, | SVEN-OLov WALLENSTEIN (RED.), KoncepTKoNST, SKRIFTSERIEN Kairos 1

StockHotM 2006), s. 98. DET AR KNAPPAST EN SLUMP ATT DESSA TANKAR OM DEN TAUTOLOGISKA KONSTEN SAMMANFALLER | TIDEN MED)

UTVECKLANDET AV DEN SA KALLADE INSTITUTIONELLA KONSTTEORIN. DENNA GER ETT (MOJLIGEN FORRADISKT) ENKELT SVAR PA FRAGAN OM VAD

KONST AR, OCH DET AR EN UPPFATTNING SOM BLAND SAVAL KONSTNARER SOM TEORETIKER FATT ETT STORT GENOMSLAG UNDER DE SENASTE

DECENNIERNA: KONST AR DET SOM UTNAMNS TILL OCH ERKANNS SOM KONST AV KONSTVARLDEN, DVS. AV KONSTNARER MEN OCKSA GALLERISTER,

KURATORER, INTENDENTER, KONSTVETARE, KRITIKER 0SV. SE T.EX. GEORGE DICKIE, ART AND THE AESTHETICS. AN INSTITUTIONA
q
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sagemang, som nar han tematiserade den militara indoktrineringen i text-ljud-
bildkompositionen "General Bussig” med dess maniska omtagningar av satsen
"Jag vill lyda order, order vill jag lyda”. .

| samma konstndrliga kretsar dar Hodell, Johnson och Fahlstrém rorde sig
anns ocksa Bengt af Klintherg som var den som i Sverige introducerade Fluxus.
Fluxus kan beskrivas som ett 1dst sammansatt internationellt natverk av konst-
narer, foérfattare och musiker som George Maciunas, Yoko Ono och John Cage
ilka alla pa olika sétt utmanade konstens traditionella granser. Som Maciunas
lar fast i ett forscék att ringa in vad Fluxus ar: "For att etablera sin icke-pro-
essionella status i samhéllet maste Fluxuskonstndren demonstrera att han a
ersatthar och delaktig, att publiken klarar sig sjalv, att vad som helst kan vara
konst och vem som helst géra den.”  De Fluxusverk som uppfdrdes féljde inte
allan i forvag nedskrivna anvisningar, som i féljande exemplariska stycke a
Klintberg, kallat Flaggor I: | Kipenhamn: "En stor dansk flagga finns uppspikad
pa en vagg. Mala korset gult. Drick en Tuborg / alt. en Carlsherg/. Mala de fyra
dda falten bla.”

Inte utan sk&l brukar ocksd den tyske allkonstndren och politiske aktivisten
oseph Beuys raknas till Fluxus, men till skillnad fran andra Fluxuskonstndre
ar han skeptiskt instélld till Duchamp och dadaismen - vilket han tydliggjorde

med Sltt Underfundiga péstéende DAS SCHWEIGEN VON MARCEL DUCHAMP WIRD UBERBENERTET, Marcel

Duchamps tystnad &r dvervérderad., Pa ett sdtt som saknar motsvarighet hos

Duchamp genomsyras hela Beuys tdnkande och konstnarskap av en humanis-
isk tro pa méanniskan liksom av en ekologisk grundhallning och en narmast

idealistisk syn pa konstens omvélvande betydelse. Det hindrar inte att dven

han utifran sin forvissning om att varje manniska 3r en konstnar - JE0ER 187
UnsTLER _ stravade efter att vidga konstbegreppet. Det ar signifikativt att han i

efterhand utndmnde grundandet av Tyska Studentpartiet 1967 till "Mitt stdrsta

konstverk”., Och det dr ocksd typiskt att han som professor i skulptur vid

Konstakademin i Diisseldorf tog in alla som ville g& pa hans kurser - vilket
esulterade i att han avskedades. Aven med sina aktioner utmanade han den
edvanliga uppfattningen om vad konst ar, till exempel i V1€ MAN DEN TOTEN HASEN DIE

BILOER ERKLART (Hyur man fdrklarar bilder for den déda haren), dar han med sitt eget

16 Axe HopeLL, Generat Bussie  (StockHolM 1964); SE AVEN DE OLIKA VERSIONERNA AV KOMPOSITIONEN SOM FINNS PA CD
SAMLINGSUTGAVAN VErsaL BRraTnuasH anD 0THER Works (StockHoim 2000).

17 BeNGT AF KLINTBERG, Svensk Fruxus / Sueoisw Fruxus (StockHowm 2006), s. 46.

18  KUNTBERG, Svensk Fruxus, s. 30.

19 URSPRUNGLIGEN YTTRADE BEUYS ORDEN I EN TEVESANDNING 1964, MEN DE HAR DAREFTER OFTA ATERGIVITS AVEN | ANDRA MEDIER
BL.A. PA OMSLAGET TILL MODERNA MUSEETS UTSTALLNINGSKATALOG J0SEPH Beuvs. TecNINGAR OCH 0BJEKT 1937-1970 uR
saLING VAN DER GRINTEN (STockHom 1971).

20 "Urtorac UR 'DER GANZE RIEMEN’: 22 suNi - BILDANDET Av 'DEUTSCHE STUDENTENPARTEI' (TYSKA STUDENTPARTIET)”,
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ansikte tackt av honung och bladguld lagmalt forklarade vad konst ar for e

déd hare som han bar i famnen medan han sakta rérde sig genom gallerirummet
Enligt Beuys sjalv representerar haren jorden och materien under det att guldet
och honungen "indikerar en transformation av huvudet, och darmed naturligt
och logiskt hjdrnan och var férstaelse av tankandet, medvetandet”., | viss me

ning handlar det om ett sokande efter en balans mellan olika kosmiska kraftet
men ocksa en vilja att dppna upp for alkemiska transformationer av det ena til
det andra. Det dr inte forvanande att Beuys brukar beskrivas som en konstens
schaman, men det &r i sddana fall en schamanism med ansprak pa att inte bara
tanja ut konsthegreppet utan i sista hand omskapa hela samhallet.

| granslandet mellan konst och politik gar det ocksa att finna situationismen
Det ar en rdrelse som &n idag intresserar manga konstndrer. Situationistiska
Internationalen hade grundats redan 1957, men det var férst tio ar senare so
rérelsen blev mer allmant kand, mycket tack vare skriften S#ADESPELSSAHALLET g
fransmannen Guy Debord publicerade 1967.,, Boken, som blev en inspirations

kalla for manga 68-radikaler, presenterar en marxistiskt praglad teori om det
samtida kapitalistiska samhaéllet som beskrivs som just ett skadespelssamhélle
UNE SOCIETE DU SPECTACLE | den meningen att skenet har upphéijts till sanning, skade
spelet till verklighet. Ytterst pa grund av den kapitalistiska dverflédsekonomi
och de pseudobehov som konsumtionen ger upphov till har hela samhallsli

et till slut blivit férfalskat och manniskor mer eller mindre passiviserade
Denna uppochnedvanda varld &r dock inte evig utan kan och hor bekdampas
inte minst av konstnarer. Samtidigt maste dessa da inse att dven konsten ha
blivit en del av det allomfattande skadespelet varfor det dr nodvandigt att
dverskrida konstinstitutionen. Det kan bland annat dstadkommas om sjalva li

et gors till konst, en konst dppen for alla, skapad av alla. Precis som Beuys
och Fluxuskonstnarerna utgar situationisterna pa sd vis fran tanken att alla
manniskor i nagot avseende ar konstnarer och att det galler att skapa en sort

antikonst dér gransen mellan konstndren och askadarna suddas ut.

Det senare ter sig som synnetligen typiskt for tidens estetiska strdvanden sa
tillvida att det nu fanns en allman tendens att tona ned konstnarens och forfat
tarens betydelse. | stallet for den romantiskt fargade konstnarsuppfattningen
enligt vilken konstndren eller forfattaren uttrycker sig sjalv och sina kdnslox
i sitt verk, riktades fokus mot askadaren, ldsaren och delvis ocksa den este
tiska och sociala kontexten. | en berdmd uppsats fran 1968 talade den franske|

21 Beuys ciTeraD EFTER MaRc C. TavLor, "FORGERY”, I ALL IN THE Present Must Be Transrormen. MaTTHEW BARNE
ano Josern Beuvs (BErun & New York 2006), s. 112
i ANHE o) BOR
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kritikern Roland Barthes om forfattarens dod och lasarens fédelse. , Pa ett lik-
nande satt utmanade Cage, den amerikanske tonsattaren och Fluxuskonstnaren,
srasdragningen mellan musiker och dhérare, mest tydligt med sitt pianostycke
'33”, dar pianisten vid sin konsertflygel inte spelar ndgot alls under fyra minu-
er och trettiotre sekunder, utan endast vid tre tillfdllen markerar nya satser i
uften, allt for att rikta fokus pa alla de andra ljud som finns i konsertlokalen,
om hostningar, skrap med fotterna, viskningar och - allteftersom pianisten
fortsatter att inte spela - kanske rent av en och annan ljudlig kommentar fran
publiken.

enom Cage, Hodell och andra likasinnade kompositorers, musikers och konst-
narers ifragasdttande verksamhet fordndrades konstmusiken radikalt unde
extiotalet. Detsamma kan i allra hdgsta grad ocksa sdgas om populdrmusiken,
Med hand och artister som Beatles, Rolling Stones, Jimi Hendrix, Janis Joplin,
Led Zeppelin och Frank Zappa nadde popen och rocken inte bara tidigare oana-
de konstnarliga hojder utan blev ocksa ett masskulturellt fenomen inom den
nahbt viaxande ungdomsrdrelsen. | till exempel Woodstock (augusti 1969) och
pa Gardet i Stockholm (juni 1970) ordnades musikfestivaler som lockade tio-
usentals askadare. Att det delvis handlade om ett ungdomsuppror illustreras
al av Boh Dylans "The Times They Are A-Changin™, dar den &ldre generationen
uppmanas att inte kritsera sadant som de inte begriper sig pa: "don’t criticize
What you can’t understand / Your sons and your daughters / Are beyond you
command”.

Det forekom ocksa produktiva dverlappningar mellan 3 ena sidan pop- och
ockkulturen och 3 andra sidan konstsfaren. Exempelvis gjorde den engel-
ke popkonstndren Peter Blake det legendariska skivomslaget till Beatles s¢™-
PEPPER’S LONELY HEARTS CLUB BAND gch Warhol samarbetade med Velvet Underground och
ag bakom det bananprydda omslaget till debutskivan Tt VELVET UNDERGROUND AND NICO]
| Sverige ingick flera av tidens mest uppmdrksammade unga konstndrer och
forfattare - som Leif Nylén, Torkel Rasmusson och Mats G. Bengtsson - i progg-
bandet Gunder Hagg som senare bytte namn till Bld Taget. Efterhand anslot
ig ocksa konstnaren Carl Johan de Geer. Han hade 1967 stallts infor rdtta och
domts till dagshoter for uppvigling och skandning av statssymbol efter att ha
tallt ut litografier pa vilka det stod inte bara "Skanda flaggan, vagra vapen,
vik fosterlandet, var onationell” utan ocksa "KUKEN” dver den svenska flaggan
och "USA mdrdare” under den amerikanska, dar stjarnorna i ena hdrnet dess-
utom var utbytta mot sma hakkors. Pd samma tidstypiska satt skapade Lena
vedberg politisk, samhallskritisk konst, till exempel i den tecknade triptyken

D3 Rouanp BARTHES, "LA MORT DE UAUTEUR”, | OEuvres compLETEs, ToME |I: 1966-1973, Rep. Eric MarTy (Paris 1994)
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he Kennedy Brothers Plus One. Har visas Robert och John F. Kennedy sjuk
ligt deformerade och upphdngda pa var sitt kors. Bade de Geer och Svedberg
medarbetade for ovrigt i tidskriften 'S, som annars ar mest kand for Lar
Hillershergs satiriska teckningar dver alla tankbara fenomen som han ansag
ar varda att hacklas. Det ar allvarlig politisk konst upphdjd till svart humor.

Mot denna bakgrund kan det avslutningsvis konstateras att om det finns et
kodord fér det sena sextiotalets och det tidiga sjuttiotalets politiska och este

tiska verksamheter s dr det gransdverskridning. Alla tdnkbara granser skulle
nu dverskridas: mellan det hoga och det 1aga, mellan olika konstnarliga medier
och uttrycksformer, mellan konstndren och betraktaren, konstverket och des

kontext, konsten och politiken. En liknande gransdverskridande vilja pragladei
ocksa delar av tidens konsthantverk. Djupt paverkade av de samtida estetiska
och ideologiska diskussionerna skapade konsthantverkare objekt som inte
bara ifrdgasdtter den traditionella forstdelsen av vad konsthantverk &r oc

kan vara, utan som ocksa utifran ett uttalat politiskt perspektiv vill sdga nagot
om den pa manga satt djupt orattvisa varld i vilken vi lever.
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ART INSTITUTION AS A REDUNDANT FACTORY, Rachel Dagnall

The works are site specific, in the sense that all my work is made for a specific
context. The 2 dimensional poster work is a remake of Amos Vogel's FIt" 45 SUBVERS
SIVE ART PDSTERS‘ Wlth a hlnt Uf RlCha[d Hamllton’s WHAT MAKES MODERN HOMES SO APPEALING? The
collage is made from advertising hillboard posters collected from advertising
boards and the distribution warehouses. My intention was to write a novel for
the exhibition, which would have a lot of graphic illustrations. During the re-
search and development of the project, | discovered that | wished to highlight
the processes of digital, mechanical and analog production, in order assimilate
these notions of ™¢ 6T je Art in Public Spaces and ™t PRO0UCT / Byproduct Artist’s
books WHO WANTS ONE ANYWAY? DO MUSEUMS NEED TO SELL THEM TO SURVIVE? DO WE NEED TO BUY THEM TO FEEU
KNOWLEDGEABLE? Are yUU COLLECTABLE, BABY? IS THE MUSEUM AN EMPTY VESSEL lWhEI’l the Cafe’ and
the hookstore are gone?

TIL REDAKSJONEN is a stencil on the wall of the corridor into the edi-
tor‘s office, in the film version of HAMSUN’S THE HUNGER | am ohsessed with recy-
cling, of ideas anchoring of visual references and constant plagarism .... For the
last 10 years I've been constructing “t™, which function as frameworks, often
in public spaces for visual highlighting.

KUNSTINSTITUSTONEN SOM EN OVERFLODIG FABRIKK, Rachel
Dagnall

Arbeidene er stedspesifikke pa den maten alle mine arheider er laget for en
spesifikk sammenheng. Det to dimensjonale plakatverket er en nyskapt versjon
Qv Amos Vogels FIth SOM SUBEVERSIV KUNST_plakater med et hint av Richard Hamiltong
[WHAT MAKES HODERN HOMES SO APPEALING® Collaget er lagd av reklame plakater samlet fra
reklameskilt og distribusjonslagrene. Min intensjon var a skrive en roman fox
utstillingen, med mange grafiske illustrasjoner. Under forskningen og utvik-
lingen av prosjektet oppdaget jeg at jeg hadde lyst til & fremheve prosessen |
digital, mekanisk og analog produksjon, for a assimilere disse forestillingeng

Qv PAEN“ eller Kunst 1 det offentlige, og ( bi )produktet HUNSTNERBOKER- HVEH VIL HA EN 3
MA MUSEER SELGE DEM FOR A OVERLEVE? MA VI KJOPE DEM FOR A FOLE 0SS KUNNIGE? ER DU MULIG A SAMLE PA, BEIBI

ER MUSEET EN TON BEHOLDER NAR KAFEEN 0G BOKHANDELEN ER BORTE?

TIL REDAHSJUNEN ER EN STENSIL PA VEGGEN I GANGEN INN TIL REDAKTORENS KONTOR I FILMVER
SJONEN AV HAMSUNS SULT. JEG ER HEKTET PA GJENVINNING, AV IDEER FORANKRET I VISUELLE REFERANSER 0G KONSTANT
PLAGIERING. DE SISTE TI ARENE HAR JEG KONSTRUERT EN SLAGS SCENEINTERIORER SOM FUNGERER SOM RAMMEVERK,

OFTE PA OFFENTLIGE PLASSER FOR VISUELL FREMHEVING.
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ART AND ACTIVISM

IN YU AND EX-YU

1 9 6 8 - 2 O O 8 /MISKOD SUVAKOVIC/

The methods of political, cultural and art activism take completely different
forms, from individual actions, to different practices of self-organizing, to in-
formal non-institutional or formally institutionalized activities. Types of ac-
tivism range from protest by way of writing public messages to newspapers
electronic media, institutions or politicians, to cultural campaigns, to political
social, economic, or rather gender, racial, class actions in public marches

Il SteveN M. BUECHLER, SociaL Movements 1n Aovancen Caprvatisn: Tue Povrticat Economy ano CuLTURA
ConsTrucTion of Soctar Actrvisw, Oxroro UNIVERsITY Press, Oxrorp, 1999; MariNa GrziNic (ED), Te Rear, The
DesPeraTE, THE ABSOLUTE - ESSAYS ON ART SYSTEWS, NARRATIVES OF POWER, STRATEGIES OF IMPLOSION, PERSPEC-
IIVES ON DISASTERS, 0BIECT MONSTERS AND ACTIVISH, GALERLIA SODOBNE UMETNOSTL, 2001
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strikes, protests, or subversive, that is to say, guerilla actions. Activism can
be of a left (union activism, socialist activism, communist activism, activism
for human rights, anti-globalist activism) or right (fascist activism, national
socialist activism, religious activisms, nationalist activisms, racist activism)
orientation, depending on which political goals it supports. Cultural activism is
directed not so much towards protest against the state, as towards changing
everyday public opinion towards society and culture. Art activism is based on
the critical, the subversive and the performance of an artistic act in society

and culture. In the age of globalism, activism is developing across a wide spec-
trum f[Um LIVE ACTIVISM TO NET ACTIVISH
) .

Art activism in the Yugoslav arts from the end of the sixties can be observed
through several “cultural” and “activist” models of intervention practices. It
should be taken into account that “activist practices” have been established
and carried out in differing political conditions that emerged from the changes
inside the state of the socialist Yugoslavia (SFRY), then the breakup of the
SFRY and, finally, from the creation of “new” national transitional states and
cultures.

19608

During the sixties, we are talking about the emancipatory opening of the SFRY]
that arose from the establishment of important differences between Yugoslay
self-management socialism and Soviet bureaucratic socialism. Yugoslavia
proved itself as an open socialist state directed towards multilateral social,
cultural and artistic cooperation with countries from both the West and East,
but also with Third World countries.

Art activism in Slovenia is connected to the emergence of the OHO, group (1966
1971) and its intervention in cultural artistic practices. The OHO group carried
out a number of actions, like the anti-war posters of Marko Pogacnik that were
installed in public places in Ljubljana (1967), or a happening as the sum total of
actions at the main city park Zvezda in Ljubljana (1969). Slovenian sociologist
Rastko Mocnik, then a member of the movement OHO-Catalog, published the

P leor ZageL (ED), OHO ReTrospexktiva (OHO ReTrospecTIve], MoberRNA GALERIA LiusLiana, 1994; Misko Suvakovic
Tue Crannestine Histories oF tue OHO Groue, Zavon PAR.AS.LTE, Liusriana, 2010
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manifesto “Revolution is without a project...”, which became the manifesto o
the new left. With it, a “permanent revolution” was proclaimed, based on “po-
etic subversion”. The Theatre group Pupilija Frankeverk developed tactics of
micro-activism and luddism in their public performances.

Practices of art activism in Croatia, were anticipated in the post-constructivist
proclamations apropos the exhibition "7 PAR%2E (1967), then in the intervention
actions in urban space by artists like Boris Bucan, Braco Dimitrijevic, Goran
Trbuljak, Sanja Ivekovic, Dalibor Martinis, Dejan Jokanovic, Jagoda Kaloper
and others. These authors are characterized by their engaged attitudes and
demands that “plastic” or “post-objective interventions” and provocations of
citizens-as-accidental-audience should be carried out in living surroundings
or political contexts.

Art activism in Serbia is connected with the activities of the K&D, group from
Novi Sad at the turn of the sixties and the seventies. The K6D group was char-
acterized by art activism that developed on three planes: on the plane of urbhan
behavioral actions, on the plane of private actions, the so-called, NVISBLE ART
and on the plane of political activism through underground magazines and
neo-revolutionary practices. The ideal of Kédean activism was the articulation
of alternative life styles and open artistic expression within socialist soci-
ety. A Confrontation between two KaD group members, Slavko Bogdanovic and
Miroslav Mandic, and the state apparatuses led to their arrest and sentencing
to months in prison.,

19704

During the seventies a complex process was taking place in the SFRY, a process
of enforcing state repression over alternative, subversive and critical artistig
practices. The state repression begins with a showdown with the film neo-
avant-garde, and it was also being carried out in other fields of culture and art

B MaruAN Susovski (ED), INOVACIJE U HRVATSKOJ UMIETNOST SEDAMDESETIH GODINA ([ INNOVATIONS IN THE CROATIA
ART 0F THE SevenTIes), GALERIJA SUVREMENE UMJETNOSTI, ZAGREB, 1982

& Misko Suvakovic (p), ReTrospekTrva: Gruea KoD, (31 (3 KoD (Retrospective: Grour KoO, (3 ano (3
KoD ), GALERIJA SAVREMENE LIKOVNE UMETNoSTI, Novi Sap, 1995

5 Misko Suvakovic, DRagoMIR UGREN (EDS), EvRoPskT KoNTEKSTT uneNTOSTI XX veka u Voavooint (European ConTexT
£ tue XX Century Art 1w Voavonina), Muzel SAVREMENE UMETN0STI Voivoning, 2008
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One part of experimental artistic practices was placed in “cultural reserva-
tions”, ahove all, students’ cultural centers that were being founded all over
ugoslavia during the sixties. The Students’ Center in Zagreb was established,
as well as the Tribina Mladih in Novi Sad, the Students’ Cultural Center in
Belgrade and SKUC in Ljubljana. These centers were the “spaces” of monitored
artistic and cultural freedom.

One form of activist work was directed towards the foundation of communes.
What we have here is, actually, radical activism directed towards forming of
new types of living communities. The first commune was established in Slovenia,
where the members of the OHO group founded their new “non-artistic” life in
the village of Sempas in 1971., Members of the Novi Sad groups KaD and (3
established a city commune in 1973. Bosko Mandic with his family founded the
commune “Porodica bistrih potoka” (“Family of Clear Streams”) in Brezovica, a
village on the mountain Rudnik in Serbia.,

Another form of activist work in the seventies was connected to the ideas
of “interventionism” in natural and urban space. The ecologically oriented
group Tok, (1971-72) from Zagreb acted in this context. This informal group of
‘Interventionists” acted under the premise that the city is a space of plas-
tic occurrence. The A3 group (1970-1973) acted in Belgrade. The activities of
this group were based on public intervention and behavioral actions in urban
spaces of the city., All these occurrences were characterized by the luddistic
and luddistic-critical approach to social life and its manifestations in public
space.

One kind of post-activism is peculiar to public actions in the urban spaces that
were carried out by Tomislav Gotovac and Grupa Sestorice  from Zagreb in the
second half of the seventies. We are talking about ,post-activism“ since these
authors worked with the activist tactics of public city actions, but their goal
was not direct political, ecological or cultural intervention in the society, but a
change and opening of the artistic work to activism and critical engagement.

b MaRrko POGACNIK, ZMAJEVE CRTE, EKOLOGIJA 1IN UMETNOST (Lev Lines, Ecoosy 1n ARrT), ZALozBA OBZORJA
MariBor, 1986

/' Bozipar Manbic, Poroozca 81sTRIH PoTOKA [FaniLy of Ciear Streans), DNevNik, Novi Sap, 1989

B MaRriAN Susovskl (ED), INOVACIJE U HRVATSKOJ UMJETNOST SEDAMDESETIH GODINA (INOVATIONS IN THE CROATIAN
ART oF THE SevenTres), GALERIJA SUVREMENE UMJETNOSTI, ZAGREB, 1982

B Stavko TIMOTUEVIC, EKIPA ZA AKCIJU I ANONINNU ATRAKCTJU, Ewxtpa A3 (Team For AcTION AND ANONIMOUS
ATTRACTION), FROM MARIAN Susovski (ep), Nova umaeTnicka praksa 1966-1978 (New Artistic Practice 1966-
19787, GALERIJA SUVREMENE UMJETNOSTI, ZAGREB, 1978

L0 Avexsanpar Barista Iuic (ep), Towzsiav Gotovac, HRVATSKI FILMSKI SAVEZ | MUZEJ SUVREMENE UMJETNOSTI, ZaGReB, 2003
1 Grupa sestorice autoRA (Groue of Six Autsors), SCCA, Zacres, 1998
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At the end of the seventies we witnessed the formation of the first feminist
groups and debate gatherings. The first feminist conference took place under
the tltle “COMRADE WOMAN. THE FEMALE QUESTION - A NEW APPRUACH?"IZ 1n the Students’ Cultural
Center in Belgrade in 1978. From the very beginning, the feminist movementg
and groups were formed in three fields: feminist activism, feminist theory and
feminist-motivated artistic practices. Feminist oriented artistic practices were
realized by the artists Katalin Ladik, Sanja Ivekovic, Marina Abramovic.

19803

The emergence of postmodern artistic practices, in the first place, the revival
of trans-avant-garde and neo-expressionist painting, signified the disappear-
ance of art activism from the mainstream scene. In Croatia and Serhia, activism
managed to survive only at the level of feminist actions.

In Slovenia it comes to the activation of the radical alternative , in the cultural
scene of the new music (bands Laibach and Borghesia), as well as theatre and
art activism that entered into the field of political interventionism in culture
and society. We witness the emergence of gay and leshian activism, namely,
post-punk anarchism. Theatre, video and film artwork takes the form of provok-
ing the socialist public and challenging the canonic dogmas of an “ordered
society”. From the combination of theory from the Slovenian Lacanians (Slavoj
Zizek, Rastko Mocnik), the art activism of NSK , (Neue Slowenische Kunst) and
Borghesia, , and critical intellectual alternative emerges a movement for a civil
society that led to Slovenia’s independence in 1991.

12 Zarana Papic (ED), Drus-Ca Zena ... Zensko PITANIJE - Novi PRIsTUP? (Comrane Woman.. Femate Questio
- A New Aeproach?), SKC, BELGrADE, 1978

13 Ates Eriavec, MarINA GRrziNic, LausLaana, LJusLaana, MLADINSKA KNJiGA, LjuBLiana, 1991

L4 MariNa GrziNic, Neue Stowentscee Kunst (New Stovewtan ARrT), FRoM Misko Suvakovic, Dusravka Duuric (Eps)
InpossiBLe HisTorIES - HisTorICAL AvaNT-6ARDES, NEO-AVANT-GARDES, AND POST-AVANT-GARDES IN YUGOSLAVIA,
1918-1991, Tve MIT Press, CameriDge MA, 2003; aND Neue StoweniscHe Kunst [New Stovenzan Art), GZ HRVATSKE
Zncres, 1991

5 FV - AiternaTive Scene 0f THE FIGHTIES, MEDNARODNI GRAFICNI LIKOVNI CENTER, Liusliana, 2009
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19908 and 20004

With the violent breakup of the SFRY, beginning in 1991, comes complex mili-
tary, political, social, but also cultural artistic conflicts. The last decade of
the twentieth century was marked by “war” and as a response to war, the
emergence of right-wing and left-wing activism. Activism on the right, above
all in the parts of former Yugoslavia where the war was waged, signify a para-
military nationalist engagement and, more seldom, cultural activism. Left-wing
activism in all the countries of former Yugoslavia is marked by an orientation
towards:

# antiwar and peace activism,

# anti-globalist activism,

# gender - feminist, gay, leshian and queer - activism, and
# educational activism

All these political or cultural, that is to say, artistic options were directed
against the nationalistic and capitalist political practices that stood behind
the war occurrences. Besides all this, these “open groups”, “non-governmental
institutions” or “movements” had different status depending on the role of the

‘state” in which they operated during the wat.

Out of the activist and, afterwards, antiwar NGO practices of the nineties
developed “post-activist” institutions - like Metelkova in Ljubljana, Slovenia,
Mama in Zagreb, Croatia, Rex and ™F 0THER SCENE jn Belgrade, Serbia. These in-
stitutions were formally and informally established around non-governmental
prganizations and artistic groups that entered into the transition process of
experimental, critical and, surely, educational work.

On the artistic plane, “activism” in transition during the nineties and the
2000s mostly takes completely different forms  of “cultural work” or “cultural
activism”.

# activism in the field of sociality that also has references to the artistic
engaged interventions (Women in Black, Beogradski krug, Queer Collective,
Led Art from Belgrade, Delavsko-pankerska univerza from Ljubljana),

L6  Atpo Mitonnic, ,,ARTIVISM”, FROM ,,PERFORMING AcTioN, PERFORMING THINKING” (TEMAT), Maska (Mask], st. 1-2 (90-91)
LiusLiana, 2005, pp. 15-25

L7  Renata Franc, Viabo Sakic, JELENA Maricic, GRADIANSKT AKTIVIZAM U HRvATskod (Civit AcTivism N CROATIA)
RUSTVENA ISTRAZIVANIA [Snctal Researcu]) vor. 16 No. 1.-2, Zacres, 2007, pp. 111-132
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# transfer of activism from the field of socialogy itself into the field o
artistic critical and subversive actions (Tadej Pogacar from Ljubljana, Sasa
Markovic Mikrob, the Skart group, the Biro for Culture and Communication
Slobodnakultura.org, Danilo Prnjat, the Spomenik group, Ranko Trvanj from
Belgrade, the Apsolutno group and Art Klinika from Novi Sad, Igor Bezinovic
Igor Grubic from Zagreb and others),

# post-activist curatorial practices (the SCCA center from Sarajevo, the
Container and WHW curatorial team, Natasa Bodrozic from Zagreb, kuda.org
from Novi Sad, Marina Grzinic from Ljubljana/Vienna, the Kontekst Gallery
from Belgrade),
# digital or net activism (Vuk Cosic, Davide Grassi, Igor Stromajer from
Ljubljana, kuda.org and Andrej Tisma from Novi Sad). ,

Activist operations in art, culture and society gained completely different “civ-
il” orientations from gender to racial and class to global interventions. They
are characterized by the intention towards networking and creation of mobile
critical and, often, reformist interrelations on the global and local plane.

18  Tomistav Mitovac (Ep), NePRILAGODIENI - KONCEPTUALISTICKE STRATEGIJE U HRVATSKOJ SUVREMENOJ UMJIETNOSTI
(Tue MaLapausTen - ConcepTuALISTIC STRATEGIES IN ConTemporARY CRoOATIAN ART), MUZEJ SUVREMENE UMJETNOSTI
ZaGreB, 2002; laor SpansoL, lGor ZaBEL (Eps), 95-05 Ter1TORIIT, IDENTITETE, HREZE / SLOVENSkA UMETNOST 1995
2005 (TerriTories, Ipentrities, NeTworks / Stovenian ArT 1995-2005]), MoDERNA GALERIA, LiusLiana, 2005
BranisLava ANpJELKovic, BRanisLav DiMiTRisEvIC, DEsan SRETENovic, BoruT VLD (EDS), O NORHALNOSTI: UMETNOST U SRBIJI,
1983-2001 (On Norwarztyv: ART In Sersra 1989-2001), Muzes SAVREMENE UMETNOSTI, BELGRADE, 2005; Miskd
Suvakovic (eb), IsTorraa umeTNOSTI U SRBIIT XX vEK - RADIKALNE UMETNICKE PRAKSE 1913-2008 (Historv of
XX Century Seraran ART - Rantcal Artistic Practices 1913-20087, Orion ArT, BEigrape, 2010
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KUNST 0G AKTIVISME

I JUGOSLAVIA 0G EKS-

JUGOSLAVIA 1968-2008

NISKO SUVAKOVIC
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politiske mal aktivismen har, kan den ha sitt opphav hade pa venstresiden (fag-
oreningsaksjoner, sosialistisk og kommunistisk aktivisme, kampanjer for men-
neskerettigheter, antiglobalisme) og hayresiden (fascisme, nasjonalsosialisme,
religies aktivisme, nasjonalisme, rasisme). Kulturaktivismen tar ikke i samme
orad form av protester mot staten, men har oftere som mal a pavirke den offent-
ige opinionen og folks holdninger til samfunn og kultur. Kunstaktivismen ta
utgangspunkt i det kritiske og det subversive potensial som ligger i d utfere en
kunstnerisk handling ute i samfunnet. | globaliseringens tidsalder utvikler ak-
tivismen seg pa tvers av et vidt spektrum, fra live aktivisme til nett-aktivisme.

Kunstaktivismen i Jugoslavia fra slutten av sekstitallet kan ses i lys av flere
’kulturelle” og “aktivistiske” modeller for intervensjonistisk praksis. Det er
iktig a ta i betraktning at disse "aktivistiske praksisene” fant sted under
vert forskjellige og skiftende politiske forhold, fra endringer innad i Den
osialistiske federale republikken Jugoslavia (SFRJ), fulgt av splittelsen av den
jugoslaviske republikken og til slutt, etableringen av de "nye” nasjonale over-
sangsstatene og deres kultur.

1960-tallet

Pa sekstitallet handler det om den frigjerende apningen av Jugoslavia; det hle
kapt sterre avstand mellom den jugoslaviske selvstyringssosialismen og den
ovjetiske, byrakratiske varianten av sosialisme, og Jugoslavia viste seg som

en apen sosialistisk stat innrettet mot multilateral, sosial, kulturell og kunst

nerisk samhandling med land fra st og vest, sa vel som fra den tredje verden.

| Slovenia er kunstaktivismen nzrt forbundet med etableringen av gruppen
OHO, (1966-1971) og denne gruppens kulturelle, kunstneriske intervensjoner.
OHO-gruppen gjennomferte en rekke aksjoner, fra a henge opp Marko Pogacniks|
antikrigsplakater pa offentlige steder i Ljubljana (1967), til en happening som
besto av totalsummen av alle de handlinger og hendelser som fant sted i hypar
ken Zvezda i Ljubljana (1969). Den slovenske sosiologen Rastko Mocnik som pa
den tiden var medlem av bevegelsen OHO-Catalog, utga bullen REVOLUSIONEN STAR UTEN
\OE PROSIERT .. gg dette hle den nye venstresidens manifest. 0g med det, hle det|
erklart permanent revolusjon, hasert pa “poetisk undergraving”, og teatertrup-
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pen Pupilija Frankeverk utviklet en taktikk for mikroaktivisme og "luddisme’
- eller modernitetsmotstand - i sine forestillinger.

| Kroatia, ble kunstaktivismen foregrepet i de postkonstruktivistiske opprop
som kom i forbindelse med utstillingen "IT PARRDE (1967), og deretter med en
rekke intervensjonistiske aksjoner 1 byrommet, utfert av kunstnere som Borl
Bucan, Braco Dimitrijevic, Goran Trhuljak, Sanja Ivekovic, Dalibor Martinis, Dejan
Jokanovic og Jagoda Kaloper, kjent for sitt engasjement og for sitt krav om af
"plastiske” eller "post-ohjektive intervensjoner” og provokasjoner av horger
ne-som-vilkarlig-publikum skulle utferes i levende omgivelser eller politiske]
kontekster.

| Serbia er kunstaktivismen forbundet med gruppen KaD, fra Novi Sad og dere

aktiviteter i overgangen mellom seksti- og syttitallet. KD kjennetegnes av en
kunstaktivisme som utfoldet seg pa tre nivaer: som urbane atferdsaksjoner
som private aksjoner (sakalt USYNLIE KUNST) gg som politisk aktivisme gjennom
undergrunntidsskrifter og ny-revolusjonare praksiser. Den "KaD-iske” aktivis

mens ideal var a utvikle alternative livsstiler og apne kunstneriske uttryki
innenfor det sosialistiske samfunnet. En konfrontasjon med statsapparatet fra
to KoD-medlemmers side, Slavko Bogdanovic og Miroslav Mandic, ferte til at dé
ble arrestert og demt til flere maneders fengsel.

1970-tallet

Pa syttitallet fant det sted en kompleks prosess i SFRJ, der staten intensiverte
undertrykkelsen av alternative, subversive og kritiske kunstpraksiser. Det be
gynte med at statsapparatet tok et oppgjer med filmens neo-avantgarde, men
kontrollen ble senere overfert ogsa pa andre felter innen kunst og kultur. En
del av de eksperimentelle kunstnerne hle plassert i "kulturelle reservater”
da forst og fremst studentenes kultursentre som var blitt etablert overalt i
Jugoslavia pa sekstitallet. Blant disse finner vi Studentsenteret i Zagreh, sen
teret Tribina Mladih i1 Novi Sad, Studentenes kultursenter (SKC) | Beograd og

MaRIJAN SUSOVSKI (RED.), INOVACTIE U HRVATSKOJ UMIETNOST SEDAMDESETIH GODINA (NYVINNINGER | DEN KROATISKE KUNSTE|
PA SYTTITALLET), GALERIJA SUVREMENE UMJETNOSTI, ZAGREB, 1982.
3 Misko Suvakovic (RED.), RETROSPEKT Grupa KoD, (31 (3 KoD (Retrospextiv: Gruppe KaD, (3 oc (3 KaD)
GALERIJA SAVREMENE LIKOVNE UMETNOSTI, Novi Sap, 1995.
4 Misko Suvakovic oG DRagoMIR UGREN (RED.), EvROPSKI KONTEKSTI umenTosTI XX vexka U Vodvooint (EURoPEISKH
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KUC (Studentenes kultur- og kunstsenter) 1 Ljubljana. Disse sentrene ga rom
or en viss, om enn overvaket, kunstnerisk og kulturell frihet.

En type aktivistisk aktivitet hadde som siktemal d opprette kollektiver. Det
ar her faktisk snakk om en radikal aktivisme som ville skape nye ho- og sam-
unnsformer. Det forste kollektivet ble dannet i Slovenia da medlemmene ay

OHO-gruppen tok fatt pa sitt nye "ikke-kunstneriske” liv i landshyen Sempas |
1971, Medlemmene i gruppene KéD fra Novi Sad og (3 etablerte et bykollektiv |
[1973. 0g sammen med familien grunnla Bosko Mandic kollektivet “Porodica bi-
trih potoka” (De klare hekkers familie) i Brezovica, en landshy i fjellet Rudnik
| Serhia.

En annen form for aktivistisk arbeid pa syttitallet var knyttet til tanker om
‘Intervensjonisme” i naturen og i urhane rom. Den okologisk orienterte gruppen
ok, (1971-72) fra Zagreb virket innenfor en slik kontekst. Denne lest sammen-
atte flokken med “intervensjonister” hadde som premiss at byen er et rom foy
plastiske hendelser. Gruppen A3 (1970-1973) holdt til i Beograd, og drev med of-
entlige intervensjoner og atferdsaksjoner i hyrommet., Alle disse eksemplene
kjennetegnes av en luddistisk eller luddisme-kritisk tiln@rming til samfunnsli
et og hvordan det kommer til uttrykk i det offentlige rom.

De aksjonene som Tomislav Gotovac, og Grupa Sestorice,; fra Zagreh gjennom-
forte i1 byrommet i siste halvdel av syttitallet, kan derimot karakteriseres som
en form for post-aktivisme. Grunnen til dette er at selv om de benyttet seg ay|
bktivistiske taktikker og utferte offentlige hyaksjoner, hadde de ikke som mal
3 gjore politiske, okologiske og kulturelle inngrep i samfunnet, malet deres vay
heller a forandre og apne kunsten for aktivisme og kritisk engasjement.

Mot slutten av syttitallet kom de forste feministiske gruppene og med dem, de
battmatene. Den forste feministiske konferansen som gikk av stabelen fikk tit
elen ""KAMERAT KVINNE KVINNESAKEN - EN NY TILNAERF’\IHB‘»‘”H Dg ble al‘L‘angEL‘t 1 Studentenes
kultursenter i Beograd i 1978. Helt fra hegynnelsen av utspilte de feministiske

5 Marko PoGACNIK, ZWAJEVE CRTE, EXKOLOGIJA IN UMETNOST (LEY-LINJER, BKOLOGI | KUNSTEN), ZaLozBA OBZORJA, MARIBOR)

5 Bozipar Manpic, Porootca 81sTRIH poTokA (DE KLARE BEKKERS FAMILIE), DNEVNIK, Novi Sap, 1989.

MaRIAN Susovski (RED.), INOVACTIE U HRVATSKOJ UNJIETNOST SEDAMDESETIH GODINA (NYVINNINGER | DEN KROATISKE SYT-
ITALLSKUNSTEN), GALERIJA SUVREMENE UMJETNOSTI, ZAGREB, 1982.
8 Stavko TiMoTIJEVIC, “EKIPA ZA AKCIJU | ANONIMNU ATRAKCIU, ExiPa A3” (LAG FOR HANDLING 0G ANONYM ATTRAKSJON, Lag A3))
MaruaN Susovski (REp.), Nova undeTnicka PRAksA 1966-1978 (NYE KUNSTNERISKE PRAKSISER 1966-1978), GALERIIA
KUVREMENE UMJETNOSTI, ZAGREB, 1978.

AvLesanDaR Batista Iuic (Rep.), Tontsiav GoTovac, HRVATSKI FILMSKI SAVEZ | MUZEJ SUVREMENE UMJETNOSTI, ZAGREB, 2003
L0 Grupa sesTorice auTorA (GRUPPEN AV SEKS FORFATTERE), SCCA, Zacres, 1998.
11 Zarana Papic (Rep.), D A ZENA ... ZENSko PITANJE - NovI PRISTUP? (KAMERAT KVINNE ... KVINNESAKEN - EN|
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bevegelsene og gruppene seg innen tre felter: feministisk aktivisme, feminis
tisk teori og feministisk motivert kunstpraksis. En feministisk orientert kunsf
finner vi hlant annet hos Katalin Ladik, Sanja lvekovic og Marina Abramovic.

1980-tallet

Fremveksten av den postmoderne kunsten, som ble innvarslet med maleriet

renessanse I transavantgarden og nyekspresjonismen, var et signal om kuns

taktivismens forsvinning fra kunstens hovedscene. | Kroatia og Serhia var def
bare i form av feministiske aksjoner at aktivismen klarte a overleve.

| Slovenia finner aktivismen et utlep i radikale alternativer pa den nye mu
sikkscenen (med hand som Laibach og Borghesia), i tillegg til en teater- og
kunstaktivisme som beveger seg inn pa feltet til politisk intervensjonisme I
kultur og samfunn.,, Pa denne tiden gjar ogsa den homofile og leshiske akti
vismen sitt inntog, nemlig som "post-punk-anarkisme”. Vi far teater, video- og
filmkunst som provoserer det sosialistiske publikum og utfordrer det "velregu
lerte” samfunnets kanoniserte dogmer. Ut fra en kombinasjon av teori utformed
Qv de slovenske lacanianere (Slavoj Zizek, Rastko Mocnik), Neue Slowenische
Kunst, (politisk kunstkollektiv; NSK) og deres kunstaktivisme, og Borghesia,,
samt andre kritiske intellektuelle alternativer, oppstar den hevegelsen for ef
sivilt samfunn som leder fram til Slovenias uavhengighet i 1991.

1990- og 2000-tallet

Med den sosialistiske foderale republikkens voldsherjede splittelse som he
gynte | 1991, kommer det komplekse militere, politiske, sosiale og kulturelle
men ogsa kunstneriske konflikter. Det siste tidret | det tjuende arhundret var

12 ALes Eriavec, MarINA GRzINIC, LausLaana, LausLaana, MLADINSKA KNJIGA, LiusLiANA, 1991,
13 MariNa Grzinic, “Neue Stowenische Kunst” 1 Misko Suvakovic oe Dusravka Duuric (Rep.), Inpossisie HisToRries:
T-GARDES, NEO \NT-GARDES, AND POST—AVANT-GARDES IN YusostaviA, 1918-1991, MIT Press
He Kunst, GZ HRvATSKE, ZAGREB, 1991.

ART & ACTIVISM READER




preget av "krig”, og som en respons pa krigen fikk vi aktivisme fra bade heyre]
og venstresiden. Hayresidens aktivisme, fremfor alt i de delene av det tidligere)
ugoslavia hvor krigen herjet, tok form av et paramilitart nasjonalistisk enga-
jement og til tider kulturell aktivisme. Venstreaktivismen i alle de tidligere
jugoslaviske statene utspiller seg pa felgende omrader:

# antikrigs- og fredsaktivisme

# anti-globaliseringsaktivisme

# aktivisme knyttet til kjgnn og legning - feministiske, homofile, leshiske
o0g transpersoner

# utdanningsaktivisme

lle disse politiske og kulturelle - eller altsa kunstneriske - alternativene hle
rettet mot den spesifikke politiske praksisen, nasjonalismen og kapitalismen
om sto hak krigshendelsene. Ved siden av dette, hadde disse apne sammen-

utningene, frivillige organisasjonene eller hevegelsene ulik status avhengig
v "statens” rolle 1 det landet de opererte i under krigen.

Ut fra denne aktivismen, og senere pa nittitallet, ogsa fra antikrigshevegelse-
nes frivillige organisasjoner, sprang det sa en rekke "post-aktivistiske” kul
turinstitusjoner - sa som det autonome sosialsenteret Metelkova i Ljubljana
Slovenia), kultursenteret Mama i Zagreb (Kroatia), og Rex og THE OTHER SCENE |
Beograd (Serhia). Disse institusjonene hle bade formelt og uformelt etablerg
rundt frivillige organisasjoner og kunstnergrupper som tok del 1 overgangspro-
essen med eksperimentelt, kritisk og selvfelgelig pedagogisk arbeid.

Kunstnerisk sett antar "aktivismen” . i overgangsfasen pa nittitallet og 00-tallet
or en stor del forskjellige former, . som “kulturarbeid” eller "kulturaktivisme”,

# sosialt engasjert aktivisme som ogsa har referanser til mer kunstneriske
intervensjoner (Women in Black, Beogradski krug (Beograd-kretsen), Queel
Collective, Led Art fra Beograd; Delavsko-pankerska univerza (Arbeidernes|
og penkernes universitetsforelesninger) fra Ljubljana)
# aktivisme med opphav I sosiologi, og som overfores til kunstfeltet i form
av kritiske og subversive kunstaksjoner (Tadej Pogacar fra Ljubljana; Sasa
Markovic Mikroh, Skart-gruppen, Biro Beograd za kulturu i koemunikaciju
(Biro Beograd for kultur og kommunikasjon), Slobodnakultura.org, Danilg
Prnjat, Spomenik-gruppen og Ranko Trvanj fra Beograd; Apsolutno-gruppen
15 Awpo MitoHnic, “ARTIVISM”, | PERFORMING ACTION, PERFORMING THINKING, TEMANUMMER AV TIDSSKRIFTET Maska, NR. 1-2)

1990-91), LiusLiana, 2005, ss. 15-25.
16 Renata Franc, Viano Sakic oc JELENA MaRicic, “GRADJANSKI AKTIVIZAM U HRVATSK0J” (SIVIL AKTIVISME | KROATIA), DRUSTVENA
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og Art Klinika fra Novi Sad; Igor Bezinovic og Igor Grublic fra Zagreb med
flere)

# post-aktivistisk kuratorvirksomhet (SCCA-senteret fra Sarajevo; Container
kuratorteamet WHW og Natasa Bodrozic fra Zagreb; kuda.org fra Novi Sad
Marina Grzinic fra Ljubljana/Wien; Kontekst Galerija fra Beograd)

# digital-/nettaktivisme (Vuk Cosic, Davide Grassi og Igor Stromajer fra
Ljubljana; kuda.org og Andrej Tisma fra Novi Sad),

| dag har aktivismen innen kunst, kultur og samfunn fatt en helt ny "sivil’
orientering, og er rettet mot problemer knyttet til kjenn, rase og klasse og tar
form av globale intervensjoner. De kjennetegnes av en intensjon om 3 jobhe
nettverkshasert og a skape mobile, kritiske og ofte reformistiske forhindelser
pa et globalt sa vel som et lokalt plan.

17 Tomistav MiLovac (RED.), NEPRILAGODIENT - KONCEPTUALISTICKE STRATEGIJE U HRVATSKOJ SUVREMENOJ UMJIET
NosTI (DE MISTILPASSEDE: KONSEPTUALISTISKE STRATEGIER | KROATISK SAMTIDSKUNST), MUZEJ SUVREMENE UMJETNOSTI, ZAGREB, 2002
lcor SpansoL oG lGorR ZaBeL (ReD.), 95-05 Ter1ToRIJI, TDENTITETE, WHREZE / Stov uneTNOST 1995-2009
(TERRITORIER, IDENTITETER, NETTVERK: SLOVENSK KUNST 1995-2005), MoDERNA GALERIJA, LiuBLiana, 2005; BranisLava ANDJELKaVIC
BranisLav DimiTRIJEVIC, DEJaN SRETENoOVIC 06 BoRUT VILD (RED.), 0 NORMALNOSTI: UMETNOST U SR8 1989-2001 (On
wate: Kunst 1 Sersra 1989-2001), Muzes savReMENE UMETNOSTI, BEograp, 2005; Misko Suvakovic (RED.
UNETNOSTT U SRBIIT XX VEK - RADIKALNE UNETNICKE PRAKSE 1913-2008 (SERBISK KUNST FRA DET 20
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CHTO DELAT,
PARTISAN SONGSPIEL. BELGRADE STORY




LOOK FOR NEW

PARTTISANS S|

INTERVIEW WITH THE AUTHORS OF THE VIDEOD PARTISAN
SONGSPIEL/

The following interview have been realised as a part of the exhibition PetTIcA
PRACTICES OF (POST-JYUGOSLAV ART: RETROSPECTIVE Dl_ |nltlated by fOUf independent Ufganisa'
tions - WHW curatorial collective (Zagrebh), Centre for New Media, kuda.org
Novi Sad), Prelom Kolektiv (Belgrade) and CCA/pro.ba (Sarajevo) - the exhibi-
tion was conceived as a cluster of independent researches that deal with
the cultural heritage of socialist Yugoslavia through specific examples and
concrete analyses.

The main focus of this project was the research and reconstruction of the three
historical references or forms of critical thought within the art that developed
in socialist Yugoslavia, or in the vanguard of the political concept of socialist
Yugoslavia - these are Partisan art, Socialist modernism and the New artistic
practices. These three notions can be seen as important historical references
for today’s conceptualization of political activity within the field of contempo-
rary art. For example, the term Partisan art, which is partly discussed through

REALITY CHECH

the PARTISAN soNGSPIEL videg by the Chto Delat collective represents a historical
example of the unity of art and socio-political commitment in making a com+
mon gesture. It occupies a position quite contrary to the conceptions of art
autonomy and their practical manifestations (such as practicing art within
the enclosed, autonomous sphere of art) and is closely connected to an avant-
garde comprehension of art as revolutionary vanguard. It is about (re)examin-
ing the relationship of art and politics conceived through simultaneity of art
and resistance, of thought and action, or about the capacity to think and act
outside of the dominant “rationality”.

MORE ABOUT PROJECT AT: http://pp_yu_a[t-net/en

PRELOM: vour NEW VIDEO PARTISAN SONGSPIEL. BELGRADESTORY IS AN ANALVSIS OF
A CONCRETE SITUATION. — SONGSPIEL STARTS WITH THE REPRESENTATION OF THEMU-
NICIPAL GOVERNMENT OF BELGRADE’S OPPRESSION OF ROMA PEOPLE WHO INHABITING
THE DISTRICT OF THE BELVILLE SETTLEMENT (WHERE THERE ARE LUXURY APARTHENTS)
ON THE OCCASION OF THE UNIVERSIADE IN THE SUMNER OF 2009. AT THE SANE TIME,
IT ADDRESSES THE HORE UNIVERSAL POLITICAL ISSUE WHICH HARSHLY POLARIZES
THE ALREADY EXISTING POSITIONS INTO THE OPPRESSORS AND THE OPPRESSED: IN
THIS CASE, THE CITY GOVERNMENT, WAR PROFITEERS AND BUSINESS TYCOONS VS. THE
DISADVANTAGED — WORKERS, NGO ACTIVISTS, WAR INVALIDS AND HINORITY GROUPS.
VOU ALSO ESTABLISHED SOMETHING THAT WE CAN CALL "THE HORIZON OF HISTORICAL
CONSCIOUSNESS” WHICH YOU REPRESENTED BY WAY OF A CHOIR OF DEAD PARTISANS
WHO CONNENT ON THE POLITICAL DIALOGUE BETWEEN THE OPPRESSORS AND THE OP-
PRESSED. THE MAIN POLITICAL NESSAGE IS BASED ON THE IDEA OF CLASS STRUGGLE,
WHICH IS PRONOUNCED BY THE PARTISAN CHOIR AND ADDRESSED TO THE OPPRESSED. IN
SHORT, THEY TELL THEM THAT THEY HUST UNITE IN A COLLECTIVE STRUGGLE AS OP-
POSED TO THE PRESENT STRATEGY OF IDENTITARIAN POLITICS. HOW DID YOU DECIDH
T0 PORTRAY THIS SPECIFIC POLITICAL MONENT AND REPRESENT IT THROUGH THESE
SPECIFIC SOCIAL CHARACTERS?

DHITRY VILENSKY: For us, it was very challenging to work with the reali-
ties of Belgrade social and political life. We were lucky to have enough time to
research the situation and we had an already excellent network of friends and
local experts. We met Vladan and Rena and started our dialogue — we decided
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that we are able to do something concerning this situation. Chto Delat already
developed a certain way of work in our first songspiel PERESTROIKA = THE VICTORY
VER THE COUP 3nd we wanted to develop this further by including the element of]
dance. We dreamt of making a real musical so we started to think in this di-
rection. Coincidently, we took the case of the Roma settlement as a departure
point and it proved to be a very important case as it was coupled with such
a global event, the Universiade. But, the decisive point was that Vladan and
Rena took an active part in the protest campaign defending the rights of Roma
settlers. So, we took this event as a starting point in the construction of ouy
script which is based on the principle of typicality. We constructed fictional
characters, which from our point of view are representative of the general
antagonistic struggle in any society. At the same time, we suggested analysing
the complex problems which constitute the traps and limits of these individual
and identitary struggles. We very much respect these struggles and consider
them to be very important, but we also think that there is an urgent need to
reconsider them as new forms of class struggle. In our scenario, the group
constructed of differently oppressed people is confronted with the exaggerat-
edly "old fashioned” rhetoric of the dead partisans. Through this confrontation,
we were trying to demonstrate how hard, almost impossible, it is to articulate
and come up with a new universal language which can fuse together differ-
ent forms of "minoritarian” politics. So, the piece again (the same as PERESTROTKR)
concerns the difficulties of developing a common language and solidarity. At
the same time, | hope that it does not imply political melancholy as the ultimate
state of things but tries to think further ahead and to open up new political
horizons — the last address of the choir is: "Close your ranks, comrades! Look
for new partisans!” — It is a direct agitation and proposal for the continuation
of the militant struggle for emancipation.

RENA RAEDLE & VLADAN JEREMIC: parrissn soxsseiel deqls with the moment
in which the cannibalization of a society takes place. During the last two
decades, our society existed as an isolated camp where everyday life was mo-
nopolized by corrupted politicians and ruthless tycoons. After the catastrophe
of the wars in the ex-Yugoslav countries which unfolded in the manner of a
mutual extermination, there followed the economic polarization and discrimi-
nation of a large part of the population which ended up in their being home-
less and deprived of any state protection. It is the Roma who as the majority
were gravely affected by this exodus. The scenario of PARTISAN SONGSPIEL Jims to
present the most extreme positions in post-war and post-transitional Serbian
society and to present them in their typicality. Two extremes, the oppressors
and the oppressed, are defining the current composition of society as a whole
and indirectly describe the bleakest everyday lives of the majority of people,

REALITY CHECH

PARTISAN SONGSPIEL takes place in an old factory that looks like a post-Fordist slum
Mike Davis, in his book PtANET OF SLUMS - aroyes that national and local political
machines accept informal settlements as long as they can maintain political
control and extract direct financial henefit. These almost feudal relations of
dependence on local police or important players in certain political parties and
non-governmental organizations are deeply rooted and disloyalty may cause
the destruction of the slum itself. The four oppressed characters "inhabit’
this metaphorical slum of an abandoned factory: Worker, Roma Woman, Leshian
and Veteran. Their personal stories are stereotypes constructed from publig
testimonies or interviews produced hy the media, referring to recent events in
Serbia. The worker, who cut off his own finger, as the leader of numerous hun-
ger strikes is a victim of wild privatization and tycoonization, a process which
forces the companies into bankruptcy. The important question for us is how to
unite the discriminated class today in the fight against capitalism? Which one
of our characters is actually a possible revolutionary subject? The partisans
are the voice from the past who bring the legacy of solidarity in the struggle
against neo-liberal particularization and the atomization of the social sphere
An important moment is when the partisan choir calls the oppressed for unity.
primarily addressing the worker as the guardian of the historical torch-light
However, unity within the slum is uncertain and the class struggle remains
unarticulated and fragmented.

PRELOM: wouLb vYou TELL US SOHETHING ABOUT HOW THE MODE OF ART PRODUCTION
YOU SELECTED FOR THE PARTISAN SONGSPIEL COMPARES T0O, FOR EXAMPLE, ARTACTIV-
IST FILNS WHICH ARE DEDICATED TO THE SAHE SITUATION THAT VOU TAKE AS THE
POINT OF DEPARTURE OF THIS VIDEO? IN OTHER WORDS, HOW DO YOU OBSERVE THE DIF-
FERENCE BETWEEN THE "LOW-FI VIDEO REPORTAGE” AND THE HETHOD OF "HIGH ART”?

RENA RAEDLE & VLADAN JEREMIC: Taking artistic practice primarily as
a system of actions and also, as being active in the field of contemporary art
we believe that the experience of political reality as well as the active and
public stance of the artist can produce "real knowledge” and a transformative
experience. This approach also reveals social mechanisms and norms in which
we operate and offers a clear insight into contemporary political realities
The conditions of production are inscribed into the product and always are
reflected in our artistic work. Our recent video *"''*  which you refer to
emerged as a concentrated result of our active participation and media activ-
ism during the protest against the violent eviction of Roma families and the

THE VIDEQ CAN BE SEEN @ WWW.ARCHIVE.ORG/DETALS/BELLEVILLE
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tearing down of their homes in New Belgrade. The video reveals relations and
power mechanisms between all the actors in the conflict: Roma, mayor, inves-
tors, journalists, international mediators, politicians, police, activist, etc. Our
artistic/activist practice and direct contact with the actors involved enabled
us to analyze and display this situation in its full complexity. The film was first
screened in the settlement of the protesters and is a part of our ongoing artis-
tic research project about the situation of Roma in Europe. Meanwhile, one of
the huge mahalas of Belgrade, one of the places where our project UW0ER THE BRIDGE
took place in 2004, has been completely torn down and over a thousand people
have been temporarily resettled into containers on the periphery of the city or
deported to Southern Serbia. Right now, we are preparing video stories that
will trace the destinies of these families which will be shot by the inhabitants
themselves.

DUITRY VILENSKY: This is a crucial issue. The task of "spreading the infor-
mation” is important and valid but then we should ask another question: where
are activist-artists spreading this information and are their goals different
from the goals of "engaged” journalists or are they are not? | can criticize this
situation from inside because | have heen making some important documenta-
tion of various local struggles in Russia for different activists groups and
enabling these to be accessible on-line. | find that very important but at the
same time there is something very unsatisfying in it. The most unsatisfying
factor is when these things appear not just online (where they must he) but
also in art places. On the one hand, | would definitely prefer to see this stuff
in exhibition places then any higher forms of the propaganda of commodity
fetishism and sophisticated entertainment. But it does not mean that we do
not have a prohlem here — also there is an ethical problem — it is always looks
guite obscene when the "art crowd” who do not give a fuck about these strug-
cles are watching them at their "beautiful gatherings”. Therefore, | think that
this isn’t the time for mixing information functions and art. Art has an amazing
power to inform too but it should be realized in another way — just to briefly
say that it should question art and its history, it should question the medium
because why we should trust that what is presented is true?), it must show
and prohlematize the position of the speaker (Who is speaking in the film? What
Is the political identity of the privileged person with the camera?) and many
other questions. | think that without tackling these guestions, there isn’t the
possibility to speak from within the art world about political issues, especially
in a direct documentary form. When we start to ask these questions, then we
clearly step aside from documentary and reveal the construction of the whole
film as it discloses itself as something else. That’s why for us the "reactionary”
medium of songspiel and musical — where everything is openly constructed
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and estranged and where we take full political responsibility for the speecheg
and political statements — this somehow becomes a way of dealing with those
limitations of documentarism in trying to break away and reach a truly realist
position in art. We have discussed all this problems, through the reactualiza-
tion of Godard’s famous question #o¥ TO MAKE FILN POLITIEALLY 3nd we dedicated to it
one issue of the Chto Delat newspapers with the same name.

PRELOM: THE NEW FILN IS BASED, IN A SIHILAR MANNER AS IN VOUR VIDE(Q
PERESTROVKA. VICTORY OVER THE COUP, ON THE AESTHETIC TOOLS AND HETHODS DE-
VELOPED BY BERTOLD BRECHT. FIRST, WHY BRECHT? SECOND, WHAT IS VOUR VIEW ON
THE CONTEMPORARY APPLICATION AND/OR ACTUALIZATION OF THE IDEAS AND EFFECTS
OF THE HISTORICAL AVANT-GARDES?

DMITRY VILENSKY: From the beginning, we were never hiding that Brecht
and Godard are the most important sources of influence and reference for
the activity of our group (and we take into account the obvious relations bhe-
tween these two names). Shortly after establishing our Chto Delat collective
we started to discuss the issue "Why Brecht?” and we have published this dis-
cussion at the end of 2005., The editorial and exhibition policy of Chto Delat ig
often criticized because of inconsistency, of lacking a clear "party line.” What
is important for us today is to arrive at a method that enables us to mix quite
different things—reactionary form and radical content, anarchic spontaneity
and organizational discipline, hedonism and asceticism, etc. It is a matter of
finding the right proportions. That is, we are once again forced to solve the old
problems of composition whilst not forgetting that the most faithful composi-
tion is always built on the simultaneous sublation and supercharging of con-
tradictions. As Brecht taught us, these contradictions should be resolved not
in the work of art, but in real life. Right now it became a new point of reference
by actualizing Brecht in contemporary art with the curatorial statement of WHW
on 11th Istanbul Biennale which | would co-sign with very much pleasure. The
most important thing on which we are in agreement on Brecht is sharing hig
short statement "That’s great art: nothing obvious in it!”. However, at the same
time, we do not want to fetishise his influence — for us it is not a matter of how
far we remain "true”, orthodox Brechtians. It is again, as often is the case in
our work, about the actualisation and development of a certain method and we
definitely use Brecht’s principle of estrangement. Also, we share another im-
portant thing with him — we think that real political art should be spectacular
and touch someone’s heart but without stupid entertainment. It should be funny

ALL THE NEWSPAPERS, INCLUDING THE ONE ABOUT BRECHT AND GODARD, ARE AVAILABLE ON-LINE @ WWW.CHTODELAT.ORG
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and bursting with humour. We would be happy if Brecht could have a chance to
watch and enjoy it — we sometimes need some "hig Other” whom you need to
challenge. A few days before shooting, | happened to be in Betlin and passed by
Brecht’s tomb and of course used this chance to talk to him and to explain what
we are going do. He did not answer, but that’s 0K :)) We are really doing things
seriously, sometimes too seriously with regard to avant-garde practices — we
think that the notion of avant-garde has more useful meaning then a neutral
term of "political” art, in spite of the fact that it is hard to use it again. So, for
us the debate on the avant-garde is very much inspired by our activist posi-
tion and advocating the necessity of "external agency” — that is people who
are able to make very important professional work with both challenging and
uncompromising quality. We know that it is a privileged position, but we think
that there is a chance to recode it and use your privilege for the benefit of many
unprivileged people. This is the role of avant-garde intellectuals-artists — not
to give up their privileges (first because it is impossible, second it makes no
sense), but to use them in a radically different way.

RENA RAEDLE & VLADAN JEREMIC: The most interesting of Brecht’s con-
ceptions for us today is that takes the audience as an active part that completes
the theatre play through its actions in the real world. Brecht used to rewrite
his plays and to adapt them to current situations. Therefore, he understood
theatre as an open and interactive media. Today Brecht would perhaps include
into his work telecommunication media such as the internet or media hacks
to make political agitation possible. His experience with film was traumatic;
after the script of the apolitical but ultra-successful play THE THREEPENNY OPERA (3p
adaptation of the BE66AR'S OPERA by John Gay from 1728) was sold to the film indus-
try, his attempts to radicalize the piece and to strengthen an anti-capitalist
tendency proved futile. PARTISAN SONGSPIEL hag the classical structure of a Greek
tragedy with protagonists and a chorus that comments and evaluates through
their recitations. As in Brecht’s dialectical theatre, the resolving catharsis is
missing and this leaves the viewer with an uncomfortable feeling. A tragedy
without catharsis — it’s actually a nightmare, a horror story without an ohvious
exit. After all, we have to ask ourselves, if it is possible to produce a progres-
sive shift in the audience with this kind of tragic surrealism. If nothing else, it
Is a perfect description of the existing condition of Serhia’s society.

PRELOM: THE VIDED PARTISAN SONGSPIEL IS BASED ON THE COLLECTIVE WORK OF,
FIRST OF ALL THE CHTO DELAT GROUP AND BIRO BEOGRAD, BUT ALSO OF HANY OTHER
CONTRIBUTORS. WHAT DOES COLLECTIVE AUTHORSHIP MEAN TO YOU? HOW WOULD YOU
DESCRIBE IT IN TERNS OF PRODUCTION, COLLABORATION AND CONTENT?
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DHITRY VILENSKY: For me, collective work means something that is pro-
duced by a group of people with a clear understanding of interdependency
— that no one from the group could do it alone or with the help of paid profes-
sional labour. So, the whole work is based on an intensive process of discuss-
ing and negotiating. On the other hand, we fully recognize that such a classical
film medium which we used for the PARTISAN SONGSPIEL jg yery gppressive and hi-
erarchical, so we had to mix collective decision making with the trust to indi-
vidual professional skills. So, | would say again that in political terms we are
trying to build a new form of collective work by combining collective identity
and giving a space for all the singularities involved. That's why for us it wag
important to mark the work as a Chto Delat film and specify all the contribu-
tors, who worked here in the form of temporary art-soviets. Also | insist that
we must differentiate between collective naming and branding, of course with
the full recognition of the dangers that any collective faces when operating in
the professional conditions of cultural industry. The true value of the collec-
tive | would suggest is the political positioning and building its own broadly
recognizable political context. Here we are coming to the crucial distinction
between corporate identity or individuality and collective. Collective is about
striving for non-alienated labour, equality, solidarity, self-help, sisterhood and
S0 on.

RENA RAEDLE & VLADAN TJEREWIC: The methodology which was they
developed in previous film projects was offered to us as a cooperative tool by
Chto Delat. One specific methodology was predefined, how a Chto Delat film
should look like. We made our work within the framework of specific catego-
ries and roles characteristic for such movie production. It would be correct
to mention some roles and positions in this working process, but we don’t
want to forget the many voices from Belgrade or Russia who helped a lot, by
offering many interesting ideas and comments hefore and during the making
of the video: the Director of PARTISAN SONGSPIEL g Olga Egorova Tsaplya, assistant
directors, scriptwriters and stage designers are Vladan Jeremic, Rena Raedle
Dmitry Vilensky with Olga Egorova Tsaplya; the music composer is Mihail Kutlik
costume design by Natalya Pershina Gluklya, choreography by Nina Gasteva
and Tsaplya, editing and post-production by Olga Egorova Tsaplya and Dmitry
Vilensky. The production was realized in Belgrade by Biro Beograd — Biro for
Culture and Communication Belgrade during July 2009.

PRELOM: wow DID YOU DECIDE TO WORK WITH THE SPECIFICITIES OF THE (POST-)
VUGOSLAV POLITICAL SPACE?
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DUITRY VILENSKY: The current situation in Belgrade for us is very recog-
nizable because there are many parallels with our everyday life and relations,
Also for us, it is quite natural to grasp the heroic origins of Yugoslavian parti-
sanship — our school years were filled with the all sort of propaganda and we
knew this rhetoric quite well, but at the same time we were all dreaming about
heroic deeds in the fight against the White guards or against fascist forces,
So, of course for us (Tsaplya and me) partisans are the embodiment of the
true heroic position and frankly, we very much lack this archaic type of self-
sacrificing struggle today. We still believe in the ideals of self-management,
socialist culture and so on. We are sure that it is important to deal with the
major communist narrative, but not in the playful deconstructive manner of
Soc-art. We would rather take them seriously for what they were and still are
for all the people who envision the future differently from the capitalist one,
We are not Stalinist, neither Titoist, but it does not prevent us from believing
that in spite of the failure of socialist countries, they demonstrated amazingly
challenging experiences which inspire us today. That’s why for us Yugoslavia
Is very important place. It is also important to mention that all our work is very
much related to the situation of transition and instability, which is the case
here as it is in Russia. | should also admit that we did not want the partisan
role in our songspiel to be so dominant — we actually hoped that our “identity
groups” should play a central role regarding identification with the audience,
But it happened that the partisans became a much stronger voice. Some people
reacted to it, reading the appearance of the partisans as an "empty political
offer”, coming from the horizon of long gone times. | would say that this is a
misinterpretation because PARTISAN SONGSPIEL dgesn’t agitate the desire to repeat
old politics but looks for a new desire and politics that must acknowledge the
messages of past struggles and bring them into accord with the new class
composition. Nonetheless, without clear articulation of the fidelity to the old
struggle, we can hardly move forward. And we hope that this is quite evident
in our work.

RENA RAEDLE & VLADAN JEREMIC: Both the former Yugoslavia and former
Soviet Union share a communist/socialist legacy and the experience of the
falling apart of the socialist/communist state into national states. This legacy
is transmitted through the inclusion of the Partisan chorus in the form of a
’singing monument” which discusses the situation and supports the oppressed.
Partisans act as a collective reminder and alterego, showing the deep histori-
cal perspective in which we can find the key for understanding the current
unsatisfactory situation. What is important is that the rhetoric of the Partisan
monument belongs to the years before 1948. The partisans represent fighters
who fought and fell in the Yugoslav People’s Liberation War (NOB). The scenery
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for the Partisan monument is a collage of two existing monuments, one from
Serbia and another one from Croatia, which were made by the sculptors Sreten
Stojanovic and Franjo Krsinic and were erected as monuments to fallen parti-
sans in 1951 and 1954.

INTERVIEW IS CONDUCTED BY Jplpng Vesic, Octoher, 2009
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PARTISANER/

NED  FORFATTERNE  BAK  VIDEOEN  PARTISAN

Det felgende intervjuet ble gjort | forbindelse med utstillingen POLITICAL PRACTICES
PP (POST-YUGOSLAV ART: RETROSPECTIVE 01 Denne utstillingen hle initiert av fire uavhengige
organisasjoner - kuratorkollektivet WHW (Zagreb), Senter for nye medier, kuda,
org (Novi Sad), Prelom Kolektiv (Beograd) og CCA/pro.ha (Sarajevo) - og var ef]
forsek pa a samle sammen flere uavhengige undersokelser av den kulturelle
hrven fra det sosialistiske Jugoslavia ved hjelp av spesifikke eksempler og
konkrete analyser.

Hovedfokuset for dette prosjektet var a underseke og forseke a rekonstru-
ere tre historiske referanser eller former for kritisk tenkning i den kunsten
om oppsto i det sosialistiske Jugoslavia, med andre ord, fortroppene innen-
for det politiske konseptet som utgjorde det sosialistiske Jugoslavia. De tre
retningene er: partisanerkunst, sosialistisk modernisme og nye kunstneriske
praksiser, og disse tre hegrepene danner viktige historiske referanser for den
konseptualisering av politisk aktivitet som skjer i samtidskunsten i dag. Foy

REALITY CHECK

eksempel representerer partisanerkunsten, et begrep som 1 noen grad drofte

i Chto Delats video PARTISAN SONGSPIEL ot historisk eksempel pa en enhet mellom
kunst og sosiopolitisk engasjement i og med at det skapes en felles handling
Partisanerkunsten inntar en posisjon i strid med oppfatninger av kunsten som
Qutonom og deres praktiske manifestasjoner (sa som det & praktisere kunst
innenfor den lukkede, autonome kunstsfaren), og er n2rt forbundet med en av

antgardistisk forstdelse av kunsten som en revolusjonzr fortropp. Det handley
om a (re-)vurdere forholdet mellom kunst og politikk slik det forstas gjennom
kunstens og motstandens, tankens og handlingens samtidighet, eller om evnen
til a tenke og handle utenfor den dominerende “rasjonaliteten”.

MER OM PROSJEKTET HER: http//pp—yL|—aLtnEt/En

PRELOM: DEN NYESTE VIDEOEN DERES, PARTISAN SONGSPIEL. BELGRADE STOR

(PARTISANER-SYNGESPILL. EN BEOGRAD-FORTELLING) GIR EN ANALYSE AV EN KONKRE

SITUASTON. DEN STARTER WED A VISE DEN UNDERTRYKKELSEN ROMFOLKET BLE UTSAT

FOR AV BEOGRADS BYREGTERING, SOM I FORBINDELSE HED AT BYEN VAR ARRANGOR
FOR UNIVERSIADEN SONMEREN 2083, RASERTE RONFOLKETS BOSETNING I STROKE

BELLEVILLE (ELLER BELVILLE), HVOR DET 0GSA LIGGER LUKSUSLEILIGHETER. PA
SAHME TID TAR VIDEOEN OPP ET NER UNIVERSELT TEMA SOM VIRKER EKSTREHT POLA-
RISERENDE 06 DELER FOLK INN I TO GRUPPER: UNDERTRYKKERNE OG DE UNDERTRYKTE.
I DETTE TILFELLET, BYREGJERING, KRIGSPROFITORER 06 FINANSMOGULER PA DE

ENE SIDEN, 06 DE SVAKERESTILTE - ARBEIDERE, NGO-AKTIVISTER, KRIGSSKADDE
0G NINORITETSGRUPPER PA DEN ANDRE. DERE INNFORER 0G6SA NOE VI KAN KALLH
EN "HISTORISK BEVISSTHETSHORISONT” I FORM AV ET KOR AV DODE PARTISANER
SOM KOMMENTERER DEN POLITISKE DIALOGEN NELLON UNDERTRYKKERNE 0G DE UNDER-
TRYKTE. DET VIKTIGSTE POLITISKE BUDSKAPET HANDLER OH KLASSEKAMP, DET GIS
TIL ORDE AV PARTISANERKORET SOM HENVENDER SEG TIL DE UNDERTRYKTE. KORT SAG

FORTELLER DE AT DET ER VIKTIG A STA SAMMEN 06 KTENPE KOLLEKTIVT, ET BUDSKAP
STIKK I STRID NED DAGENS IDENTITETSPOLITISKE STRATEGIER. HVA VAR DET SO

FIKK DERE TIL A VELGE AKKURAT DETTE POLITISKE OVEBLIKKET 06 REPRESENTEREH
DET VED HIELP AV AKKURAT DISSE SKIKKELSENE?

DNITRIJ VILENSKIJ: For ossidet russiske kunstnerkollektivet Chto Delaf
var det en utfordring a skulle ta for seg et konkret aspekt ved Beograds sam
funnsstruktur og politiske liv. Vi var sa heldige at vi hadde tid til research og
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1l a gjore oss kjent med situasjonen og vi hadde allerede et utmerket nettverk
v venner og lokale eksperter. Vi matte Vladan og Rena som er fra Beograd og|
tartet en dialog - og kom fram til at dette var en situasjon vi faktisk kunne
®re i stand til & gjore noe med. | Chto Delats forste sangspill, PERESTROIKA VICTORY
PVER THE COUP (Perestroika. Seier over kuppet), hadde vi allerede utviklet en spe-
iell arheidsmetode, og nd hadde vi lyst til & ta den et skritt videre, ved 0gsd
R integrere dans som et element. Drgmmen var d lage en ordentlig musikal, og|
det var i den retningen vi hegynte a tenke. Det var egentlig en tilfeldighet at vi
kom til & bruke romfolket og deres hosetting som case, men det viste seg a hli
®rdeles viktig, siden saken var knyttet til et sa internasjonalt arrangement
om Universiaden. Men det som til syvende og sist avgjorde saken, var at hade
ladan og Rena deltok aktivt i aksjonen for a forsvare romfolkets rettigheter]
0g det var dette vi tok som utgangspunkt for manuskriptet. Stykket er hasert
pa et prinsipp om typikalitet: Vi har konstruert fiktive karakterer som fra vart
tasted fremstar som representative for den generelle antagonistiske kam-
pen som forekommer i ethvert samfunn. Samtidig har vi ensket a analysere de
komplekse problemene som konstituerer de individuelle og identitetsorienterte
kampenes fallgruver og begrensninger. Det er kamper vi har respekt for og som
1 mener er av stor betydning, men samtidig mener vi ogsa at det er tvingende
nodvendig a revurdere hetydningen av dem og forseke a forsta dem som en nyj
orm for klassekamp. | stykket konfronteres gruppen av mennesker som pa en
eller annen mate er undertrykt, med de dede partisanenes overdrevent "gam-
meldagse” retorikk. Gjennom denne konfrontasjonen forseker vi 8 demonstrere
hvor vanskelig - ja, nesten umulig - det er & formulere et nytt universelt sprak
om kan forene ulike former for "minoritets”-politikk. Akkurat som PERESTROIKA]
ictory Over the Coup, handler derfor ogsa dette arbeidet om utfordringene
knyttet til det a skape solidaritet og et felles sprak. Samtidig haper jeg at dette
ikke antyder at den politiske melankolien er tingenes endelig tilstand, men af
det heller sporer en til & tenke lenger fram i tid, og dpne opp nye politiske ho-
risonter - korets siste appell er: "Sta sammen, kamerater! Finn nye partisaner!”
Dette er en direkte agitasjon og en oppfordring om a fortsette den militante
rigjeringskampen.

RENA RADLE & VLADAN JEREMIC: rervisen soneseiel tar for seg det myehlikd
ket da samfunnet kannibaliseres. De siste tjue arene har samfunnet vart varg
en isolert leir hvor hverdagen har vert monopolisert av korrupte politikere)
g skansellgse moguler. Etter de katastrofale krigene i de tidligere jugosla-]
iske delstatene - kriger som utspilte seg som gjensidig utryddelse - fulgte
len okonomisk polarisering hvor en stor andel av hefolkningen ble diskriminert
og endte opp som hjemlese, fratatt all beskyttelse av staten. Romfolket er den
sruppen som har vert utsatt for de mest alvorlige overgrepene. Det vi forseker
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a fa til 1 Partisan Songsplel, er a ta de mest ekstreme posisjonene 1 det serhiskel
samfunnet etter krigen og etter overgangsfasen - transisjonen - og vise dem
fram som typer. Samfunnets sammensetning i dag er definert av to ytterpunkter
undertrykkerne og de undertrykte, og denne polariseringen gir ogsa en indi

rekte heskrivelse av den dystre hverdagen for flertallet av befolkningen. PARTISA
SONGSPIEL finner sted 1 en gammel fabrikk som ser ut som en post-fordistisk slum. |
hoka PLANET O sLUNS heyder forfatteren Mike Davis at hade det nasjonale og lokal

politiske maskineriet er villige til & godta uoffisielle avtaler under hordet, s
fremt de selv kan beholde sin politiske kontroll og samtidig dra direkte skono

miske fordeler. Det nesten foydale avhengighetsforholdet til det lokale politie
eller viktige akterer i politiske partier eller interesserorganisasjoner, har dypé
rotter, og lojalitetshrudd kan fore til at selve slummen blir revet. De fire un

dertrykte i stykket som "hehor” den metaforiske slummen i en nedlagt fabhrikk
er Arheideren, Romkvinnen, Den leshiske og Krigsveteranen. Deres personligel
historier er stereotypier som vi har konstruert pa grunnlag av offentlig til

gjengelige vitneshyrd og intervjuer i media som omhandler hendelser 1 Serhia
Arbeideren, som kutter av fingeren pa seg selv og leder mangfoldige sulte

streiker, er offer for en privatisering og "mogulisering” som har lept lapsk, en
prosess som igjen tvinger bedrifter konkurs. Det viktige spersmalet er hvordan
fa dagens diskriminerte klasser til & sta sammen i kampen mot kapitalismen
Hvilke av rollefigurene er et potensielt revolusjonzrt subjekt? Partisanene et
stemmen fra fortiden som bringer med seg den solidariske arven til kamp mof
nyliberalismens fragmentering og pulverisering av det sosiale rom. Et viktig
oyehlikk er idet partisanerkoret maner til samhold hlant de undertrykte - forst
og fremst henvender de seg da til arbeideren, han er den som vokter den his

toriske flammen. Men samholdet i slummen er usikkert, og klassekampen forhlis
uartikulert og fragmentarisk.

PRELOM: KAN DERE FORTELLE NOE OM HVOR DEN FORHEN FOR KUNSTPRODUKSION DERH
HAR VALGT FOR PARTISAN SONGSPIEL BEFINNER SEG I FORHOLD TIL FOR EKSEMPE
HER AKTIVISTISKE ORIENTERTE FILHER SOH TAR OPP DET SAMHE SPORSNALET? HED
ANDRE ORD, HVORDAN SER DERE PA FORSKJELLENE HELLOH DERES "LAVTEKNOLOGISKE
VIDEOREPORTASTE” 06 DEN HOVKULTURELLE KUNSTENS HETODER?

RENA RADLE & VLADAN JEREMIC: For det farste oppfatter vi kunstnerisK
praksis forst og fremst som et sett av handlinger, og for det andre, i egenskap
Qv kunstnere som johber innenfor samtidskunstfeltet, mener vi at kunstnerne
opplevelse av den politiske virkeligheten og deres aktive og offentlige stil
lingstaking kan produsere "ekte kunnskap” og gi opphav til en transformati
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opplevelse, en opplevelse som forandrer hetrakteren. En slik tiln@rming syn-
iggjor ogsa de sosiale mekanismene og normene vi opererer under, og giy
innsikt i samtidens politiske realiteter. Produksjonsforholdene vil alltid ligge
innlemmet | produktet og de reflekteres alltid i det kunstneriske arheidet vart.
Den nyeste videoen var, ®€'I''f, som du viser til, oppsto som et resultat av pro-
testene mot myndighetenes handtering av Belleville-hosetningen, hvor romfa-
milier ble kastet ut med vold og hjemmene deres i Novi Beograd deretter revet.
ideoen er et fortettet resultat av var deltakelse i protestene og var medi
eaktivisme. Den tar for seg alle akterene i konflikten og avdekker relasjoney
og maktmekanismer dem imellom: romfolket selv, borgermesteren, investorer,
journalister, internasjonale meglere, politikere, politi, aktivister osv. Det at vl
ar kunstnere og aktivister og hadde direkte kontakt med de involverte par-
ene, gjorde at vivar i stand til 4 analysere og presentere situasjonen i all dens
kompleksitet. Videoen ble forst vist i de protesterendes hosetting. Den inngar i
et pagaende kunstnerisk forskningsprosjekt om romfolkets situasjon i Europa,
| mellomtiden er en enorm mahala - en hydel - | Beograd, et av stedene hvoy
prosjektet vart UNOER THE BRIDSE fant sted | 2004, blitt jevnet med jorda og mer enn
tusen mennesker er midlertidig omplassert til containere 1 utkanten av hyen,
om de ikke har hlitt deportert til det serlige Serbia. Akkurat na holder vi pa med
noen videofortellinger som skal folge skjebnen til disse familiene, og det er de
elv som gjor opptakene.

DMITRIJ VILENSKIT: Dette er et helt sentralt poeng. Det & "spre informa-
jon” er viktig og verdifullt | seg selv, men sa bhor vi stille neste spersmal: Hvor
er det kunstneraktivistene sprer informasjonen sin og har kunstnerne andre
mal enn de “engasjerte” journalistene? Jeg mener at jeg kan kritisere denne
ituasjonen fra innsiden fordi jeg selv har gjort en del informasjonsspred-
ning - samlet viktig dokumentasjon av diverse lokale aktivistgruppers kamp I
Russland, for deretter a gjore materialet tilgjengelig pa internett. Jeg meney
det er viktig a fa det ut, men samtidig er det noe veldig lite tilfredsstillende
over det. Likevel, det aller mest utilfredsstillende er nar slikt materiale ikke)
hare presenteres pa nettet (hvor det ma vere), men ogsa finner veien til kunst-
teder. Jeg foretrekker absolutt & se den slags ting framfor hayere former fo
orbrukerfetisjistisk propaganda og sofistikert underholdning. Men det betyr
ikke at vi ikke star overfor et problem - ogsa etisk - det virker alltid temme-
ig obskent nar "kunstmiljeet”, som gir hlanke faen i disse kampene, star og
hetrakter dem pa sine "fine sammenkomster”. Jeg mener derfor at dette ikke
er tidspunktet for @ blande 1 hop kunst og det a spre informasjon. Kunsten hay
pbgsa en forbleffende evne til & informere, men det bar gjeres pa en annen mate
la meg bare kort si at kunsten burde stille spersmal ved kunsten selv og dens
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historie, den her stille spersmal ved mediet (for hvorfor skal vi stole pa at def
vi blir presentert for er sant?), og den ma vise og stille spersmal ved taleren

posisjon (hvem er det som snakker i filmen? Hva er den politiske tilherigheten
til den privilegerte personen hak kameraet?) - og en rekke andre spersma

Jeg mener at hvis man ikke tar for seg disse spersmalene, er det ikke mulig 4
omtale politiske saker fra innsiden av kunstverden, spesielt ikke 1 en direktel
dokumentarisk form. Nar vi begynner a stille slike sparsmal, tar vi et skritt borf
fra det rent dokumentariske og viser fram filmens konstruksjon, samtidig som|
filmen avdekker seg selv som noe annet. Det er derfor vi har valgt de "reaksjo

nere” formatene syngespill og musikal - hvor alt helt apenlyst er konstruert og
fremmedgjort og hvor vi tar det fulle politiske ansvar for alle taler og politiske]
ytringer - dette hlir av en eller annen grunn en mate a hanskes med dokumenta

rismens begrensninger pa, ved a forseke a bryte ut og komme fram til en faktisi
realistisk posisjon i kunsten. Vi har tatt opp alle disse problemene gjennom 3
i ny aktualitet til Godards beremte utsagn om at spersmalet ikke er hvordan
age politisk film, men HYORDAN LAGE FILK POLITISK qg yj har viet et nummer Chto Delat

avis til dette temaet.

PRELOM: pi LIGNENDE VIS SOH DEN TIDLIGERE VIDEOEN DERES, PERESTROIKA
VICTORY OVER THE COUP, ER PARTISAN SONGSPIEL BASERT PA ESTETISKE REDSKAPER
06 HETODER UTVIKLET AV BERTOLT BRECHT. FOR DET FORSTE: HVORFOR BRECHT? O
FOR DET ANDRE: HVA ER DERES SYN PA HVORDAN DEN HISTORISKE AVANTGARDENS IDEER
06 EFFEKTER BRUKES 06 AKTUALISERES I DAG?

DHITRIJ VILENSKIJ: viharaldrilagt skjul lagt skjul pa at Brecht og Godard
har vart de viktigste kildene til inspirasjon og innflytelse for gruppens akti

viteter (og vi tar heyde for de apenbare forhindelsene mellom de to). Kort tid
etter at vi etablerte kollektivet Chto Delat, startet vi en diskusjon om temaet
"Hvorfor Brecht?”, som vi ga ut pa slutten av dret 2005., Chto Delat blir oftd
kritisert for a ha en inkonsekvent redaksjonell og utstillingsmessig profil, for 3
mangle en klar "partilinje”. Men det som er viktig for oss i dag er a komme fram
til en metode som gjor det mulig for oss a blande ting som er forskjellige - re

aksjonar form og radikalt innhold, for eksempel, eller anarkistisk spontanitef
og organisatorisk disiplin, hedonisme og askese. Det handler om & komme fram
til de riktige proporsjonene. Vi er med andre ord nok en gang henvist til a lesé
de gamle komposisjonsproblemene uten & glemme at de mest naturtro kompo

sisjonene alltid er bygget pa motsetninger som pa en og samme tid oppheve

og lades inntil det eksplosive. Brecht har lart oss at det ikke er i kunstverked
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Lt disse motsetningene her oppheves eller opp 1 en heyere enhet, men 1 def
irkelige liv. Akkurat nad er dette d aktualisere Brecht i samtidskunsten i ferd
med a hli et nytt referansepunkt, i og med WHWs kuratorstatement for den 11
Istanbul-biennalen, som jeg forresten gjerne skriver under pa. Det viktigste vi
er enige om nar det gjelder Brecht, ligger i dette korte sitatet om det episke
eater: "Det er stor kunst! Her er ingenting selvinnlysende!”. Men samtidig an-
ker vi ikke a fetisjere innflytelsen hans - for oss handler det ikke om a vise
hvor "ekte” eller ortodokse brechtianere vi er. Det handler snarere om a utvikle
en viss metode og gjore den aktuell, og vi henytter oss sa avgjort av Brechts|
fremmedgjoringsprinsipp. Vi deler dessuten en annen av hans oppfatninger: Vi
mener at ekte politisk kunst skal vaere spektakul®r og rere ved folk, veere mor
om og fylt av humor, men uten & vere tapelig underholdning. Det ville ha vaert
fint om Brecht selv hadde hatt anledning til & oppleve forestillingene vare - a
og til kan det vere fint 3 bli utfordret av en stor "Annen”. Jeg var tilfeldigvis|
i Berlin et par dager for vi begynte opptakene, og da jeg gikk forhi graven til
Brecht benyttet jeg selvsagt anledningen til & snakke med ham og fortelle hva
1 hadde tenkt & gjere. Han svarte ikke, men det far ga :). Vi tar faktisk jobben
ar serisst, av og til, nar det gjelder avantgardens praksiser, for serigst - vi
mener at avantgarde-begrepet er mer frukthart enn den ngytrale hetegnelsen
"politisk kunst”, selv om det er vanskelig a bruke dette hegrepet idag. Sa var
holdning i debatten om avantgarden er inspirert av var posisjon som aktivistel
og vi argumenterer for nedvendigheten av "external agency”, det a involvere
eksterne profesjonelle akterer i prosjektene - med andre ord, folk som kan ut-
fore viktige jobber av uklanderlig og kompromissles kvalitet. Vi vet at dette el
en privilegert posisjon, men vi tror det finnes en mulighet for & omkode denne
posisjonen og hruke privilegiene slik at de kommer mange ikke-privilegerte til
oode. Det er dette som er de intellektuelle avantgardekunstnernes rolle - ikke 3
oi opp sine privilegier (for det forste fordi det er umulig, for det andre, fordi det
er meningslest), men a bruke dem pa en mate som er radikalt annerledes.

RENA RADLE & VLADAN JEREMIC: Det mestinteressante ved Brechts ideer
or oss i dag, er at de tar publikum inn som aktiv part i i forestillingen. Det er
publikum som fullferer teaterstykket gjennom sine handlinger i den virkelige
erden. Brecht pleide & bhearbeide og omskrive teaterstykkene sine for a til-
passe dem til aktuelle saker eller situasjoner. Han hadde derfor en klar forsta-
else av teateret som et apent og interaktivt medium. | dag ville han kanskje ha
inkludert elektroniske medier som internett, eller hacking, for den saks skyld,
or a fa til en politisk agitasjon. Men Brechts erfaringer fra a jobbe med film
ar traumatiske. Da manus til den apolitiske braksuksessen TOLYSHILLINGSOPERAEN
en adaptasjon av John Gays TISSEROPERAEN fr3 1728) hle solgt til filmindustrien,
mislyktes han I alle sine forsgk pa a gjere stykket mer politisk radikalt og|
tyrke den antikapitalistiske tendensen som |& der. PARTISAN SONSSPIEL har en klasH
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sisk struktur hentet fra den greske tragedien, med protagonister samt et koy
som i sine resitasjoner kommenterer og vurderer det som skjer. Som i Brecht

dialektiske teaterstykker mangler stykket en forlgsende katarsis, og dette kan
fore til at publikum sitter igjen med en folelse av ubehag. En tragedie uten for
losning - det er jo faktisk et mareritt, en skrekkhistorie uten noen klar utgang
il syvende og sist ma vi jo sperre oss om det faktisk er mulig & fa til noen
progressiv holdningsendring hos publikum med denne formen for tragisk sur
realisme. Men om ikke annet, gir videoen en perfekt heskrivelse av tilstanden |
dagens serhiske samfunn.

PRELDM: PARTISAN SONGSPIEL ER BASERT PA KOLLEKTIVT ARBEID, FORST 0§
FRENST FRA DE TO GRUPPENE CHTO DELAT 06 BIRO BEOGRAD, MEN 0GSA FRA MANGH
ANDRE BIDRAGSYTERE. HVA BETVR KOLLEKTIVT KUNSTNERSKAP FOR DERE? HVORDAN VI
DERE BESKRIVE DET NAR DET GJELDER PRODUKSTON, SANARBEID 06 INNHOLD?

DHITRIJ VILENSKIJ: For meg innebzrer et kollektivt arbeid at noe produ

seres av en gruppe som har en klar forstdelse av at de er avhengige av hver
andre - at ingen av dem ville kunne gjere det samme alene, heller ikke om man
benyttet profesjonelle, hetalte hidragsytere, slik at hele arbeidet er hasert pa
en intens prosess av diskusjon og forhandling. P4 den annen side er vi full
klar over at det klassiske filmmediet vi har henyttet for PARTISAN SONGSPIEL o gy
hierarkisk og undertrykkende, og vi var nadt til & basere oss pa en hlanding a

kollektiv heslutningstaking pa den ene siden, og a stole pa individuelle, profe

sjonelle ferdigheter pa den andre. Sa jeg ville vel svare at vi i politisk forstand
forseker a hygge en ny form for kollektivitet ved & komhinere kollektiv identite
med det & gi rom for alle de spesifikke individene som er involvert. Derfor var
det viktig for oss a fa fram at dette var en Chto Delat-film og navngi alle d¢
medvirkende som jobbet der som midlertidige "kunstsovjeter”. 0g jeg insisterer
pa at det ma skilles mellom kollektiv navngiving og merkevarehygging, selv om
jeg selvsagt er fullt klar over de farene som enhver gruppe star overfor nar den
opererer pa kulturindustriens profesjonelle bhetingelser. Jeg vil hevde at den
egentlige verdien i det kollektive ligger i den politiske posisjoneringen og i def
a2 skape sin egen lett gjenkjennelige politiske kontekst. Her kommer vi til def
avgjorende skillet mellom firmaprofil eller individualitet og det kollektive. Def
kollektive handler om a etterstrebe likeverd, solidaritet, selvhjelp, sesterskap
og en arheidskraft som ikke er fremmedgjort.

RENA RADLE & VLADAN J HIC: chto Delat hadde utviklet en metodologi
for sine tidligere filmprosjekter, og tilbed oss & bruke den som et kooperativ
redskap. Det innebar at vi sto overfor en spesifikk, allerede hestemt metodologi
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om definerte hvordan en Chto Delat-film skulle se ut, og vi jobbet innenfoy
rammene av visse kategorier og roller som er karakteristiske for denne formen
or filmproduksjon. Vi har ikke glemt alle de hjelpsomme stemmene fra Beograd
og Russland som kom med mange gode ideer bade for og i lapet av produk-
jonsprosessen, men det er samtidig pa sin plass a trekke fram noen roller og
unksjoner I arbeidsprosessen: Partisan Songspiel er regissert av Olga Egorova
Tsaplya), manus og scenografl er ved Vladan Jeremic, Rena Radle, Dmitrij
ilenskij 1 samarbeid med Tsaplya, de tre forste var ogsa regiassistenter; mu
ikken er ved Mikhail Krutik, kostymene ved Natalia Pershina (Gluklya), kore-
pgrafien ved Nina Gasteva og Tsaplya, og klipp og postproduksjon ved Tsaplya
og Dmitrij Vilenskij. Filmen ble produsert i Beograd av Biro Beograd za kulturu
i komunikaciju (Byra for kultur og kommunikasjon) i juli 2009.

PRELOM: HvA VAR DET SOM FIKK DERE TIL A TA FOR DERE ET SPESIFIKT POST-
TUGOSLAVISK POLITISK FELT?

DMITRIJ VILENSKIJ: Dagens situasjon i Beograd er svart gjenkjenne-
ig fordi den har sa mange paralleller til var egen hverdag og forholdene |
Russland. Og for oss (det vil si, for Tsaplya og meg) var det helt naturlig a gripe
til de heroiske rottene til de jugoslaviske partisanene. Da vi gikk pa skolen, bl
tiden fylt med all slags propaganda og vi kjenner denne retorikken sa godt. Vi
dremte alle om heroiske dader i metet med hvitegardistene eller mot fascis-
iske krefter. Sa for oss er selvfalgelig partisanene selve legemliggjorelsen
v en sann heroisme, og skal jeg vere @rlig, sa savner vi denne arkaiske for-
men for selvoppofrende kamp i dag. Vi tror fortsatt pa idealer om selvstyring|
osialistisk kultur og sa videre. Vi er sikre pa at det er viktig a ta for seg
de store kommunistiske fortellingene, men ikke pa Soc-kunstens speokefulle)
dekonstruktivistiske vis. Vi ville heller ta disse fortellingene pa alvor for hva
de var og fortsatt er for alle de menneskene som ser for seg en annen framtid
enn den kapitalistiske. Vi er ikke stalinister, og heller ikke titoister, men def
orhindrer oss ikke fra a tro at de sosialistiske landene, pa tross av sin fiasko,
kan vise til noen forbleffende utfordrende erfaringer som fortsatt kan inspi
rere 0ss i dag. Derfor er Jugoslavia et viktig sted for oss. Det er ogsa viktig d
nevne at alle arbeidene vare forholder seg til en situasjon preget av overgang
og utstabilitet, det er tilfellet her akkurat som det er det i Russland. Jeg hey
pgsa tilsta at vi opprinnelig ikke hadde planlagt at partisanene skulle spille en
a sentral rolle i sangspillet - vi hadde egentlig tenkt at "identitetsgruppene”
kulle innta en viktigere rolle og bli dem publikum identifiserte seg med. Men
a ble det sann at partisanene fikk en mye sterkere stemme. Noen reagerte p3
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det, og tolket deres tilstedevarelse som en "tomt politisk tilbud” fra en for
engst fortidig horisont. Jeg mener det er en feiltolkning, fordi PARTISAN SONGSPIE
ikke vekker noe begjar etter a gjenta gammel politikk, men leter etter et nyt{
begjer og en politikk som ma ta innover seg hudskapene fra tidligere strider
og tilpasse dem til dagens nye klassestrukturer. Men vi kommer ikke videre
uten at vi tydelig erklaerer var troskap til den gamle kampen. Vi haper at det et
dpenbart i arbeidet vart.

RENA RADLE & VLADAN JEREMIC: Det tidligere Jugoslavia og den tidli
gere Sovjetunionen har en felles kommunistisk/sosialistisk arv og har hatt den
samme opplevelsen av en sosialistisk/kommunistisk stat som gar i opplesning
og blir til nasjonalstater. | Partisan Songspiel formidles denne arven gjennom
partisanerkoret som fungerer som et "syngende monument” som drefter def
som skjer og som gir sin stette til de undertrykte. Partisanene fungerer som en
kollektiv paminnelse og som vart alter ego, og de viser det dype historiske per
spektivet hvor vi kan finne nekkelen til & forsta dagens utilfredsstillende si
tuasjon. Det som er viktig, er at partisanermonumentets retorikk tilhgrer areng
for 1948. Partisanene representerer de som kjempet og falt 1 den jugoslaviskel
motstandskampen. Scenografien for partisanermonumentet er en collage av to
eksisterende monumenter, ett fra Serbia og et annet fra Kroatia, laget av skulp
torene Sreten Stojanovic og Franjo Krsinic og reist som monumenter over falne
partisaner 1 henholdsvis 1951 og 195&.

INTERVIUET BLE BIORT AV Jpo|ena Vesic (Prelom kolektiv) i oktober 2009
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HI THERE,

I'll get right to it. On this fine day, | am Lisa Torell, and you are my customers
my prospective buyers. Soon | will, in the capacity of artist, innovator, self-em-
ployed entrepreneur and sales executive, begin my pitch. You see, even artists
must, from time to time, consider the market and target audience in order to
ascertain interest, employment and a secure future. Madeleine Park’s venture
REALITY CHECK- NAR KUNSTEN UTREDER VIRKELIGHETEN was an OppD[tunity tD gUUd tO bE missed_

First and foremost, let me explain myself. At this stage of my participation, | am
primarily concerned with the buyers, that is, those of you who have received a
special invitation to this event; you who enahle the rest of us; producers, citi-
zens and consumers to enjoy art in public places such as hospitals, libraries
parks and public galleries, etc.

You are chosen as you constitute a special group in the city. Your regular duties
include decision-making concerning the unexpected in the city of Trondheim
public art, embellishment and sculpture. It is you who buy innovation and new
ideas; the unknown, the other, the new and not yet valued, that which turns
the regular townscape into the urbane, seeing the advantages of the other and
the unknown, that is, a place where difference and similarity not only exist but
also develop side by side.

This is a task which ought to be considered more of an enquity and an ex-
periment, and at its extreme, a challenge. This is something which the city of
Trondheim evidently takes seriously, this city which is one sixth “development
and new thoughts”, these wonderful words just as shaped by politics, town
planning and universities as re-shaped by lecturers and students. They are a
good foundation upon which to build a city. The words themselves form con-
cepts. And there they are; used, mentioned, marketed, pitched on homepages
and at conferences.

TRONDELAG FOCUS ON INNOVATION AND CREATIVITY, ON ART AND CULTURE AS A BASIS FOR DEVELOPMENT AND VALUf
ADDED GROWTH AND WILL FURTHER THE PUBLIC SUPPORT NETWORKS, CURRENT INNOVATION AND WORKING PRACTICES S{
THAT THEY BECOME RELEVANT, UNDERSTOOD AND USER FRIENDLY FOR AND BY THE CULTURE INDUSTRY AS WELL AS DEVELOA

INITIATIVES AND WORKING PRACTICES WHICH PROMOTE TOLERANCE AND REGENERATION.

Words and meanings; rhetoric. Presentation, form, profiling and delivery. This
is just as important in your work as in mine, just as it is in society in general
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ut what does it really mean to link words to meaning, to emphasise sentences
s headlines, to sell a city through representation and word combinations? O
ather, what is really required to succeed with a venture like this?

esearch, economy, strategic awareness and courage. To have the courage
o0 turn words to action. It might seem obvious, but I've seen it hefore; it is as
ommon here as in other parts of Europe, the phenomenon when the words do
uch a great job of selling that the content itself has to take a backseat. That
s the way it is, but with your help, perhaps we can change this state of affairs
ogether.

‘Il give you a hand . Well, not exactly give, | have my price, just like everything
Ise. Culture does not come free of charge; it has to, just like research, have
inancial backing. | have developed a concept and a place-specific product
specially for this occasion. It is clearly in line with my previous work, you
eedn’t worry about betting on the wrong horse; | have several successful and
ndorsed projects on my CV. Now, my product is far-reaching and consists of
hree separate parts: this performance, remaining materials as well as a site-
pecific piece of work at Nedre Ila, very tactile and physical. All developed to
iscuss place in situ, the future and civic planning.

his is what is being sold. This, which really is a thought. Because this is the
ay it is with artists, we don’t really sell products as such, we sell thoughts,
e have the ahility to transform thought into form. Perhaps it sounds a bit
ar out but it is a fact. The hasis for this assertion is that thought itself is
etached form and that the future is not found in any product, but in thought.
t is easy to confuse this and believe that the future lies in the product but
repeat, the future lies in thought, whether it is transformed into a physical
roduct or appears as an idea. Regardless of your viewpoint, the title is “THE
NEXPECTED”.

he purpose of “The Unexpected” is to develop the perception of public spaces,
r thoughts on art in public spaces and the form of development and inno-
ation. To get hung up on a specific form for development and innovation is
o risk imposing a shape on hoth development and innovation, generally and
ndividually.

optimistically presume that this will become a win-win situation for all par-
ies involved, as opposed to a win-use situation which otherwise appears to
e the most common form of transaction in the art world. (All arrows point in
his direction, in spite of the council’s last minute decision to make a contribu-

REALITY CHECH

tion to TSSK. It can hardly be considered as being in the same league as the
VentLIl’E lnClUdEd ln *STRATEGIPLAN FOR KULTURNAERINGER, TRONDELAG 200972016. But lt’s a StEp
in the right direction.)

Well, you have probably guessed it already, and you are correct; you will now be
subjected to a little test. Fear not, | am not the kind of artist who enjoys making
people feel uncomfortable. | have developed three proposals: Sale of Contract
1, Sale of Contract 2 and a leasing contract. You can have a quick look at them
now. | don’t believe there are any unclarities, but if against all odds there are
we can go through it together later. Contract 1 specifies that you buy the whole
piece, i.e. the performance, the materials and the site-specific piece out at
Nedre Ila. Contract 2 means that you only purchase the piece at Nedre Ila and
the leasing contract enables you to hire the piece at Nedre Ila for the duration
of the exhibition period at cost price.

Before we sign anything, | will naturally accompany you to Nedre Ila to view the
product in guestion. I'll pay for the taxi but we'll share. Just one thing remains
to be said. The consequences of your potential courage, your taste or your ac-
tions will become evident for the citizens of Trondheim.

Depending on your decisions, this piece will be available for all eternity, for
the duration of the exhibition period or remain totally censured. Cause and
Consequence. You may have some time for consideration, but the piece will not
be made available to the public until you have committed.

Does it seem threatening? The threat is not this simple piece, no, the real threat
lies in a society which shies away from investment in the unknown, the other
and the yet to be valued.

Thank you for listening, now let’s make our way out to the waiting taxi. A spe-
cial thanks to my assistants who whole-heartedly embraced the unexpected
they are not only a part of the future of art, but have names of their own; they
are Matilda Hodg and Per Inge Iversen.
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EJ,

[KUNSTEN UTREDER VIRKELIGHETEN

' TRONDELAG HAR FOKUS PA INNO JON 06 KRE VITET, 06 PA KUNST 0G KULTUR, SOM GRUNNLAG FOR UTVIKLING|
RDISKAPNING"/OCH SKA/ DERUTVIKLE DET OFFENTLIGE STDTTEAPPARATET, UELLE INN SJONSMNILJID 0]

VIRKEMIDLER SLIK AT DE BLIR RELEVANTE, FORSTATT 0G FUNKSJONELLA FOR KULTURNAERINGENE."/OCH/

{ 06 ARBETSFORMER SOM FREMMER TOLERANSE 06 NYSKAPING"
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yder det egentligen att lanka ord till innehall, att lyfta fram meningar som ru-
briker, att salja stad genom representation och ordkomhination? Eller snarare
ad krdvs egentligen for att kunna genomféra en sadan har satsning?

Research, ekonomi, langsiktighet och mod. Vaga leda det sagda till handling]

och aktion. Sjdlvklarheter kan tyckas, men jag sett det forr, det ar lika forekom-

mande har som i resterande delen av Europa, det dar att orden saljer sa bra att

innehallet sjalvt har fatt stalla sig at sidan. Det ar faktiskt sa, men med er hjalp
a kanske vi tillsammans kan dndra lite pa det har.

ag tankte ge er ett handtag. Ge och ge forresten, jag kostar liksom annat|
Kultur ar inte gratis, det maste liksom fri forskning samhalligt finansieras pd
polika satt. Jag har utformat ett koncept och en platsspecifik produkt speciell
or detta tillfalle. Den gar forstas i linje med mina tidigare arheten, ni behévey
inte vara oroliga for en eventuell felsatsning, jag har flera valrenommerade och
diskuterande instanser pa min cv. Naval, produkten dr omfattande och bestar ay
re separata delar: Detta performance, resterande material samt ett platsspeci-
fikt verk pa Nedre Ila, mycket fysiskt i sin form. Allt utvecklat for att diskutera
plats pa plats, framtid och allman stadsplanering.

Det ar detta som ska saljas. Det som egentligen &r en tanke. For det ar sa med

konstnarer, att vi inte egentligen saljer produkter, vi saljer tankar. Vi ageq
mojligheten att sdtta form pa tanken. Det kanske later lite flummigt, men def
Ar sann fakta. Grunden till denna sanning ar att tanke ar frankopplad form och
tt framtiden inte ligger I produkten, framtiden ligger i tanken. Man kan latg
orvaxla och tro att framtiden ligger i produkten, men jag repeterat: framtiden
lgger i tanken, vare sig den ar omformad som produkt eller uppenbarar sig som
ren tanke. Oavsett ert forhallningssatt ar titeln "Det ovdntade”.

Malet med "Det ovantade” ar dels att utveckla synen pa offentlig plats, synen
pa konst i offentlig miljé och formen for utveckling och ny tanke. Att haka fasf
id en form for utveckling och ny tanke riskerar namligen att forma hade ut-
eckling och ny tanke bhade dvergripande och pa individniva.

edan utgar jag optimistiskt att det har ska bli en WinWin-situation for alla
inblandade, istallet for en WinUse-situation vilken annars ar den vanligaste
ormen inom konstvarlden. (Visserligen pekar all pilar i den riktningen just nu
trots att kommunen in i det sista gick in med ett litet hidrag till TSSK. Dock kan
det inte betraktas tillhéra den stora satsning som t.ex. ingdr i "STRATEGIPLAN FOR
KULTURNAERINGER, TRONDELAG EUUB—EDlE. Men dEt a]_ ett Steg 1 Latt L'iktnil“lg.)
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Ja, ni har sakert forstatt och det ar ratt, ni kommer harmed fa genomga ett lited
test. Men oroa er inte, jag ska inte utsdtta er for nagot obehagligt, jag ar inte
den sortens konstndr som vill forsatta manniskor i svarmod. Jag har tagit fram
tre forslag: kopeavtal 1, képeavtal 2 och ett leasingavtal. Ni kan titta pa dem
snabht. Det ska inte vara nagra fragetecken men om det mot alla odds skulld
vara det kan vi ga igenom det tillsammans sedan. Kopeavtal 1 innehdr att nj
koper hela verket, dvs. Performance, material och det platsspecifika verkef
ute pa Nedre Ila. Kdpeavtal 2 innebdr att ni bara kdper verket ute pa NL och
easingavtalet innebar att ni hyr verket ute pa NL under utstallningsperioden
till sjalvkostnadsptis.

Innan nagra kontrakt skrivs, sa ska jag naturligtvis félja med er till NL och titta
pa produkten ifraga. Taxi betalar jag, men vi delar. En sak aterstar att herdtta
Konsekvensen av ert eventuella mod, er smak eller ert handlande kommer atf
bli tydligt for invanarna i Trondheim.

Beroende pa ert val kommer verket att vara tillgangligt under all framtid, under
utstallningsperioden eller forbli totalt censurerat. Handling och konsekvens
Betdnketid kan fas, men verket kommer inte for publik bli synligt innan er sats
ning gjorts.

Verkar det hotfullt? Hotet ar inte detta lilla verk, nej, det verkliga hotet innebay
ett samhalle som rads satsningar for det okanda, det andra och det annu ej
varderade.

ack for att ni har lyssnat, nu tar vi oss ut till taxin.
Ett speciellt tack till mina assistenter som helhjartat gick rakt in 1 det ovan

tade, de ar inte bara del av konstens framtid utan har ocksa namn, de heter
Matilda Hoog och Per Inge Iversen.
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LIFE HAS NO

ALTERNATTIVE:

CONNECTING ART AND

A C T I V I 8 M /ANA VILENICA/

The connection between art and activism is being achieved in a contemporary
context in a field of ambivalent borders between art, culture, politics and
economy. The history of art and activism converging together is a history of the
changing relations between art and politics. This history is shaped by trans-
formations of artistic action from art in its autonomy, and rebellion against it,
to the contemporary process of a general culturalization of art., The dynamics

L Misko Suvakovic, KEF - KRITICKE FORME SAVREMENOSTI I zUONJA zA DemokraTidon, Novi Sap, 2007, p. 21
D CONTEMPORARY ART HAS BEEN MARKED BY A PROCESS OF GENERAL CULTURALIZATION THAT BROUGHT ABOUT THE DELETION OF BORDERS
BETWEEN ART AND CULTURE OR ANY OTHER SOCIAL PRODUCT. ART DEALS WITH RESHAPING AND REPOSITIONING THE TRACES OF CULTURE, BUILD
NG IN THIS WAY NEW MEANING AND NEW RELATION

REALITY CHECH

and relations of this process can be determined by establishing the difference
between the modernistic tradition of engaged art that belongs to the Sartrean
tradition of individualism,, and the art activism developed in the mid XX century
as an interactive activity in a culture and society, the goal of which is increas-
ingly more political engagement than aesthetic performance.,

The question of defining art activism is not a question of form but a ques-
tion of function. This practice cannot he determined stylistically or within the
framework of a certain artistic-media field. Activist art includes the use of dif-
ferent practices like lectures, publishing, media broadcasting, film production
or organization, social action, social theory and art tradition., Art activism can
exist as part of the mainstream but also in contexts that situate it outside of
the accepted borders of this field or community.

The function of art activism as a cultural practice is intentional political ac-
tivity in the field of ideologies, institutions and their discourses. This hybrid
artistic practice emerges from dissatisfaction with certain social, economig
or cultural situations and manifests itself as a demand for the allocation of
social capital, equal rights in relation to real or supposed social groups within
the broader scope of the contemporary anti-capitalism, anti-consumerism or
alter-globalization movement. Subjects that take part in the production of arf
activism act from inside of art or use strategies generated in art in order to
articulate their “oppositional” relationship towards the hierarchical socialA
political, cultural and economic system. Art activism combines the artistic and
the political, creating in this way a hybrid field of undifferentiated horders
between art and society, aesthetics and politics.

Activist art has a tendency towards developing direct communication with the
audience through participation instead of communicating through an aesthetig
object. In order to achieve interaction with the audience, different tactics are
used: from the Internet to providing conditions for debate and discussion to
participative street actions. But as well some of activist actions function as
symbolical interventions in public space. They aim at producing specific situ-
ations in public space; as a provocation, as a protest, as a subversion or as an
information or propaganda. And yet these strategies themselves do not make

B Jean-PauL SARTRE, WuaT 15 L1TERATURE? aND OTHER Essevs, HARVARD UNIVERSITY PRESS, CAMBRIDGE-MASSACHUSETTS.
2006

i+ ART ACTIVISM AS A SPECIFIC PRACTICE HAS BEEN RECOGNIZED IN THE HISTORY OF ART FROM THE SIXTIES. MORE ABOUT THIS IN: Luc
R. LipparD, TrRoJaN Horse: AcTivisT ART anD Power, IN: BRIaN Watuis (ep.), ART ArTer MopernTsH: RETHINKIN
RepresentaTION, THE MUsEuM oF ConTEMPORARY ART, NEw York, 1986, pp. 341-358

5 JENNIFER GONzALES AND ADRIENNE POSNER, FacTURE FoR Cuange: US Activist ArT since 1950, IN: AMELIA JONES
En.), A Comeanion 1o Contemporary ART stnce 1945, Biackweil, Oxeorn UK, 2007, p. 342
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activist art subversive. The time of belief in the dematerialisation of art has
passed with the sixties and Situationist posters becoming as well a commodity,
n a contemporary post-fordistic context, in which cultural work has become
a paradigmatic form of production, art activism appears as a form of immate-
rial symbolic-analytical and affective labour that through interaction produces
new meanings, social networks, communities and biopower. These forms are
now paradigmatic forms of cultural reproduction.

Similarly, close to relational and communication models, but in a specific con-
text of alter-globalist movement and subversions as ones produced by Yes
Men, social analyst Brian Holmes defined the practices of art activism as
‘affectivism”., Affectivism is a practice that determines and establishes new|
ways of communication and forms of relationships, thus providing new chances
for co-existence. The product of this affective art is affective space, different
from the private self, but also from the social order that manufactures this self]
This is a space of confrontation with real problems like war, poverty, class and
racial oppression, fascism and neoliberalism. Affectivism appears in certain
social contexts, and it is being defined, developed and supported by specific
cultural codes: discourses, practices, styles and technologies.

On the other hand, specific practices of art activism are perceived by Slovenian
theoretician Aldo Milohnic as gestual performatives, or specific symbolic in-
terventions in within the material effects of macro and micro cultures in a
specific historical moment., “Artivism” , as he names this practices, is a hybrid
term defining the conjunction between art and activism as a form of social
choreography in public space, equally implying practices that are more diffi-
cult and problematic to determine as artistic: these are cultural activisms, and
practices that are explicitly connected to the art world. |

b PRIMACY IN POST-FORDISTIC PRODUCTION HAS BEEN TAKEN OVER BY THE TERTIARY OR SERVICE SECTOR, SO THE INTELLECTUAL, IN OTHER
ORDS CULTURAL, AND THEREFORE ALSO ARTISTIC WORK HAS OCCUPIED THE CENTRAL POSITION. IN THIS CONTEXT ART CANNOT ANY LONGER BE
IEWED AS AN AUTONOMOUS FIELD OUTSIDE OF DOMINANT PRODUCTION RELATIONSHIPS.

/' MicHaEL HaroT 1 ANTonio NEGRI, Tnper1a, ARKZIN, ZAGREB, 2003, p. 245

8  BriaN HouMEs, Te ArrecTIvisT MANIFESTO, AVAILABLE ONLINE: HTTP://BRIANHOLMES.WORDPRESS.coM/2008/11/16/THE-

aFreCTIVIS-MANIFESTO/ (ApriL 5™ 2010; 06:09 PM)

B IN THE AGE OF POST-FORDISM WORK BECOMES CLOSE TO EXECUTION PRACTICES. ACCORDING TO THEORETICIAN PaoLo VIRNO IT HAS

BECOME CLOSE TO THE PERFORMANCE OF A VIRTUOSO ARTIST. ACCORDING TO THIS, WE COULD SAY THAT CONTEMPORARY WORK HAS BECOME

PERFORMATIVE OR EXECUTIVE IN ITS NATURE. EXECUTION, ACCORDING TO THEORETICIAN JON MCKENZIE, HAS BECOME NOT ONLY A PART OF THE
EW NATURE OF WORK, BUT ALSO A NEW ONTO-HISTORICAL FORMATION OF POWER AND KNOWLEDGE. (MORE ABOUT THIS IN: JoN McKENzIE

Dzvepl ILI SNOSI POSLEDICE - 0D DISCIPLINE D0 1zveose, ZAGREB, 2006, aND: PaoLo VIRNO, GRAHATIKA HNOSTVA

NakLapa Jasenski 1 Turk, Zagres, 2006)

L0 MILOHNIC TAKES THIS TERM FROM PRACTICE.

L1 Ao MiLoHNIC, ARTIVISH, AVAILABLE ONLINE: HTTP://REPUBLICART.NET/DISC/REALPUBLICSPACES/MILOHNICOL _EN.HTM, (APRIL 7"
010; 01:20 AM)
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The interesting thing to note as well is Milohnic’s model of artivist as an ama-
teur. He states that artivists are not professional politicians. They approach
the political as amateurs. , His use of the term is not pejorative, but affirmative,
He starting point is Brecht’s hypothesis that a dilettante has a certain creative
potential, and deduces a thesis that the artist activist is not an artist, but that
he 15 nOt WlthOUt C[eatlve pOtentlal, THE ACTIVIST IS AN ARTIST TO THE NECESSARY DEGREE,
0T MORE AND NOT LESS, AND THE ARTISTIC IS AN ACCOMPANYING EFFECT TO A POLITICAL ACTIDN. The role Of
these amateur politicians is to ask questions that are not being asked in other
places, that are being ignored or taken for granted: “(...)the “amateur” politician
political activist) still wants to ask naive questions, those that can never be
heard in the parliament, the home of professional politicians.” |

The connection between art and activism varies from case to case. We have art
activism that comes from the field of professional activism that uses artistic
means in agitating the public for certain problems, art activism that comes
from the field of art and is executed by professional artists, and the art activ-
ism being realized by the ones that act outside these fields through temporary
or permanent unions with the goal of producing a dissonance in the field of
social relations. According to Aldo Milohnic, the connection hetween activist
art and the art world is purely pragmatic in its nature. The artistic in art ac-
tivism is not a consequence of a certain specificity of the intervention itself,
but the connection with art has been established out of practical reasons. Art
activism whose goal is direct political action uses the relative autonomy of the
artistic space in order to secure for itself protection against legal restrictions,
However, this thesis does not apply in all cases of action. A large number of ac-
tivists that act as artivists dismiss the connection with the relative autonomy
of the art world, deeming that this position is inefficient and that it reduces
political efficacy. The difference that can be noted hetween these positions is
based also on their conditions of production. In this sense, it is possible to talk
about an art activism that comes primarily from the field of social activism, that
implies mobilizing artistic strategies and tactics as a means of political and
social struggle within the production conditions of the industry of activism oy
outside the framework of this field, and an art activism that comes from the
field of art but has a tendency to dissolve into social activism and is a part of
the production relations in the art world.

12 THE SITUATIONISTS ALSO CELEBRATED AMATEURISM. THEY BELIEVED THAT DEPROFESSIONALIZATION IS A POWERFUL WEAPON IN THE
STRUGGLE AGAINST CAPITALIST PRODUCTION.
L3 Atpo MiLoHNIc, ARTIVISH, AVAILABLE ONLINE: HTTP://REPUBLICART.NET/DISC/REALPUBLICSPACES/MILOHNICOL _EN.HTM, (APRIL 7"

010; 01:20 AM)
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Art and Activism 1n the
Serbian “Transitional”
Soclety: Belgrade

2009-10

The practices of art activism in Serbian society become more present and
visible during the nineties after the breakup of Yugoslavia. The nineties were
marked by a wave of general politicalization and political and activist mobili-
zation of artistic practices, institutions and media. All forces were directed
at criticism of the social paradigm that was manufactured by the regime of
Slobodan Milosevic.,, In the period after October 5™ 2000, activist art practice
focuses on the specific problems of Serbian society in the age of “transition”
This paradoxical society is based on the reestablishing of national and lo-
cal folklore narratives through the model of a “national” state and the estab-
lishing of a neoliberal state through the introduction of capitalist oriented
production. In other words, after October 5% and the so-called democratig
changes, the system of values has not changed. It has remained in the national
ideological matrix, authoritarian, xenophobic and autistic, which can be seen
clearly in the upheavals caused by the separation of Montenegro and declara-
tion of Kosovo independence. This period is as well marked by introduction
of Orthodox Christian religious teaching into schools, taking a radical turn
towards the clericalization of the society. This meant retraditionalization and
the reintroduction of patriarchal values. On the other hand, the so-called proc-
ess of economic “transition” through the processes of privatization of former

(L4 AFTER THE CHANGES, BEGINS PROGRESSIVE DEPOLITICALIZATION, LIBERALIZATION AND NORMALIZATION OF THE ART WORLD AND THE
EDIA, BY WHICH THE ARTISTIC PRACTICE DOES NOT BECOME LESS POLITICAL, BUT RADICALLY LESS PRESENT IN THE INSTITUTIONS OF ART AND
EDIA SPACE.

5 On Octoser 5™, StoopaN MILOSEVIC WAS FORCED TO ACCEPT THE ELECTIONS DEEEAT.
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social ownership, has [ed to a radical deindustrialization of Serbian society.
the decline of living standards and the appearance of new discriminations
owing to political corruption, the criminalization of these processes and the
emergence of monopolists/tycoons.

Here are several examples of actions, belonging hoth to art and wider cultural
activists sphere, realized during the years 2009 and 2010 in Belgrade. All of
them operating " and "™ the context of Serbian transitional society and have
a desire to provoke or produce changes, either on the level of official govern-
ment decision-making, or changing public opinion towards society or culture
by means of art. They deal with the issues related to specific repressed ot
marginalised groups, politics of memory in post war Serhia, specific local com-
munity issues and issues concerning management of global capitalism. Some of
these actions are closely related to specific left political movements that offer
codes for their interpretation.

One of the most persistent and most well known activist groups in Serhia
is definitely feminist, anti-militarist, peace activists group Women in Black
Beginning from early nineties Women in Black dealt with the social amnesia
related to the wars in Yugoslavia through different forms of political, media
cultural and artistic actions, "0T T0 FORGET THE SREBRENICA GENOCIDE — ig the title of a
performance given on July 10" 2009 in Republic Square on the occasion of com-
memorating 14 years since the genocide in Srebrenica. , With this action witch
is conceptualised in a well known manner of mute standings, Women in Black
appealed that July 11" be adopted and marked as a day of memory of the geno-
cide in Srebrenica. This group has developed during many years a close rela-
tionship with the artists both from domains of visual and performing arts. This
strategic relation with art is as well present in this specific action witch was
conceptualised as an art installation named POCUNENTS OF NEWORY 8-3-7-2 The jnstalla-
tion consisted of large vinyl surface spread on the floor; which was decorated
with pattern of white roses - one for each victim. This visual work served as
a focal point of the performance, at the end of which protagonists replaced
this symbolical flower field with real roses. , Another Feminist group Women at
Work , also developed a close relation with art by using theatrical means as an
instrument in the campaigns directed to criticism of the patriarchal values of

L6 HTTP://www.vouTuBE.COM/WATCH?v=BJKOXYHAPNU& FEATURE=RELATED
L7  ON Jury 1995 IN THE PLACE SREBRENICA IN BosNia aND HERZEGOVINA, 8372 BOSNIANS WERE KILLED BY THE DIVISIONS OF ARM
OF THE REPUBLIC OF SRPSKA UNDER THE COMMAND OF GENERAL RATKO MLaDIC.
18 THE EXECUTION OF THIS PERFORMANCE WAS FOLLOWED BY A COUNTER ACTION OF THE MEMBERS OF CLERICAL-NATIONAL GROUPS OBRAZ
AND SRPSKI NARODNI POKRET 1389 WHO LOUDLY ASSAULTED THE PARTICIPANTS IN THE PERFORMANCE. THE MEMBERS OF THESE GROUPS WORE
PICTURES OF THE HAGUE DEFENDANTS RADOVAN KARADZIC AND RATKO MLADIC, AS WELL AS THE PICTURE OF VLADIMIR PuTIN. THE Twd
GROUPS WERE SEPARATED BY A POLICE CORDON.

9 HTTP://ZENERGLIA.ORG/CONTENT/ABOUT-U
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Serbian society. Their performances engage professional actresses and direc
tors, as well as the activists themselves. In 2009 as a part of the campaign 16 ?*'S
FACTIVISH AGAINST GENDER VIOLENCE they performed street agitational theatre perform-
ance IF ¥E RISEDERD- concerned with violence over women, which was staged in
a number of cities in Serhia.

During the last two years, as well, there were a number of singular events
targeting specific acute issues in society. One of them was street action "0 "UCH
ro snouienser - performed by a group of students from the University of Belgrade
and the University of Arts, that focused the effects of cognitive capitalism,
materialized in the Bologna declaration. The performance was staged in Knez
Mihailova street on June 19® 2009, on the day that marks ten years from the
adoption of this document. The students sat around a canvas with the inscrip-
tign HOV MUCH IS KNOWLEDSE? and spent their time reading, preparing for exams and
talking with passers-by who they asked to participate in the work through an
auction. The passers-by were invited to estimate the value of knowledge and to
write down the sums on paper imprinted with a bar code. The emergence of
racial and class discrimination by the state, and the placing of the interests of
local tycoons over human rights culminated in Belgrade during the spring and
summer of 2009. The city authorities reached a decision to tear down forty
houses in the Roma settlement beside the new housing complex Belevill, in
order to build new objects and a section of road, in the framework of prepara-
tions for the sports competition Universiade. This action was carried out under
police supervision while the inhabitants of the settlement were still in their
houses. Artists Vladan Jeremic and Rena Raedle reacted against this hrutal ac-
tion, as a sign of solidarity with racially and class discriminated citizens of
Belgrade. These artists took part in and video-documented protest actions.
From this material they developed a film that exposed these events to the pub-
lic and through which the artists agitated for a solution to this problem. On May
27t 2009, together with the organizations Biro Belgrade, Women in Black,
Democratic Association of Roma, Roma Association “Oaza” and Kontekst Gallery,
they organized an artistic activist meeting of solidarity RIHT 70 4 HOME! jp 3 set-
tlement in the Novi Beograd block 67, with the goal of organizing a platform of
solidarity in the defense of the human rights of the endangered citizens., This
problem entered a new dimension when on the eve of the Universiade, the same
Roma settlement was enclosed in wire and hidden behind hanners bearing the
logo of the event, preventing the inhabitants from organizing basic life and
work activities. The Belgrade Other Scene,, together with other individuals,

PO HTTP://WWW.YOUTUBE.COM/PROFILE?USER=STUDENTIZASTUDENTEH#P/U/8/W02AGXGTMT

P1  HTTP:/[BIROBEOGRAD.INFO/2009.HTML

P2 THIS WAS THE FIRST JOINT COORDINATED ACTION OF THE OTHER SCENE, A PLATFORM THAT ASSOCIATES INDEPENDENT BELGRADE ARTISTS
CULTURAL WORKERS AND ACTIVISTS AND THEIR FORMAL AND INFORMAL ORGANIZATIONS. HTTP://WWW.DRUGASCENA.ORG
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students and cultural workers reacted against the creation of modern concen-
tration camps and the ghettoization of the most impoverished citizens of
Belgrade. DU[j.ng the Universiade, the actinn JOINT NEIGHBORHOOD IN A STRUGGLE AGAINST|
FAcIsh was realized, in the framework of which get-togethers were organized
with the inhabitants of the settlement as a sign of solidarity, as well as a press
conference , where the inhabitants of the settlement and activists and friends
of the Other Scene agitated for urgent removal of the fence, public apologies
compensation for damages to the inhabitants of the settlement and an urgent
solution to their housing problem. A part of this coordinated action was, as
well, tactical media intervention that targeted the Belgrade Universiade webh
site. The Other Scene produced new mirror version through which art activist
spread information of the brutal treatment of Belgrade citizens., The cancel+
lation of the Pride Parade, which was to take place in Belgrade on September
20t 2009, as a result of constant provocations from clerical-nationalist and
pro-fascist groups and the inability of police to guarantee the safety of the
participants, inspired two artivist actions performed by the group Antifascists
in Action. In the first action, the names of a number of Belgrade streets were
symbolically changed - by pasting posters. The Square of Nikola Pasic was
renamed the Square of General Strike, Terazije into Boulevard of Antifascism
Kolarceva street into Refugee street, the Square of the Republic into the Square
of Female Liberation, Vasina into Queer street, Students’ square into Roma
square, Academic plateau into Plateau of Solidarity. This action, among other
things, announced protests scheduled for November 9*" - the Day of the Struggle
Against Fascism, racism, anti-Semitism and xenophobia., The second action
was realized on November 1 as a flash-mob that gathered at the Plateau in
front of the Faculty of Philosophy, from where the Pride Parade was supposed
to start, and continued running through Knez Mihailova street with activists
wearing LGBT flags and shouting the slogan SOLIPARITY ABKINST FASEISH These artiv-
ist actions were realized as an expression of solidarity with the leshian, gay
bisexual and transgender community in Serbia, a community constantly ex-
posed to discrimination. The year 2009/10 was likewise marked by the legal
process against a group of anarcho-syndicalists, who became known as the
Belgrade Six. The Belgrade Six were accused of international terrorism for
throwing two “Molotov cocktails” on the sidewalk and building of the Greek
embassy in Belgrade in late August 2009, as a sign of solidarity with Greek
anarchist Todoris Iliopulos, arrested during a protest in Greece in 2008, who
had gone on hunger strike in prison in Athens. As a part of the campaign

23 THE PRESS CONFERENCE WAS MARKED BY UNPROFESSIONAL BEHAVIOR OF THE RTS JourNALIST DRAGAN MisSIC WHO FORCED HIg
DISCRIMINATORY ATTITUDES ON PEOPLE AND OBSTRUCTED THE CONFERENCE WITH HIS AGGRESSIVE APPEARANCE.

24 HTTP://WWW.UNIVERSIADE-BELGRADE2009.comM

25 HTTP:/[ANTIFAUAKCIII.ORG/ ?P=138

26 HTTP://WwwW.YOUTUBE.COM/WATCH?v=8IDMa&N-aFc

27 BY THIS ACTION ONE WINDOW WAS DAMAGED AND A PART OF ONE WALL WAS SMEARED, WHILE THE TOTAL MATERIAL DAMAGE WAS ESTIMATED
118 Furo
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against discrimination towards the left and tolerance towards the right, against
unjust treatment by the judicature and the obstruction of justice in this proc-
ess, the Group for monitoring the process against the six anarchists organized
a protest on January 3 2010 in front of the Ministry of Justice and the Central
prison in which the anarcho-syndicalists were being held. The participants of
thlS actlon Carrled a banner OUR FRIENDS ARE NOT TERRORISTS. STOP VIOLENCE. STOP REPRESSIDN, and
in front of the Central prison a performance was staged during which those
gathered held up the letters of the slogan 08STRUCTING INJUSTICE - Ag \wel], specific
form of solidarity with imprisoned anarcho-syndicalists represents a gesture
of artist Milica Tomic who dedicated her own work “One day, instead of one
night, a burst of machine-gun fire will flash, if light cannot come otherwise”, |
to the Belgrade Six,, During the period of two month artist walked the streets
of Belgrade carrying a machine gun Kalashnikov. Her aim was to point out loca-
tions in the city where the People’s Liberation Movement performed successful
antifascist actions during the Second World War, as a an answer to erasure of
anti fascist struggle from public memory and public history and new forms of
fascism witch developed alongside. This intervention in public space coincided
with detention of Belgrade Six, that appeared as direct prove of artists thesis
on enclosure of public space and reduction of political and civil liberties
trough discourse on terrorism and its criminalization. Event in real life and art
action meet and posed the same questions: Who is terrorist and who is terror-
ized? and whether violence, if not conceptualized as terrorism, can he con-
structive today? The artist used media space in the free daily newspapers “24
sata” to support the campaign for liberation by dedicated her action to the
anarcho-syndicalists, and as well concentrated on spreading information’s
about these events on international art venues where she exhihited photo
documentation of her work. During this period as well one very local problem
orientated community art activist project - Flux, continued to develop. In this
phase, it deals with the problems of the local community in the Belgrade sub-
urban settlement Kaludjerica. This settlement emerged as a result of the ab-
sence of housing space in the city proper and also as a consequence of eco-
nomic circumstances that necessitated mainly seasonal workers and migrants
finding alternative ways of procuring living space for themselves. Project Flux
Is directed towards mapping the situation in the community with a special fo-
cus on solving the problem of building a sewage network that has emerged as
a consequence of unsettled ownership relations. This artistic-activist project
works in an open space created by the inertia of the state administration and

P8  THE TITLE IS A QUOTATION OF THE POET OSkAR Davico. DURING TWO-MONTH PERIOD SHE VISITED THE LOCATIONS IN THE CITY WHERE
SUCCESSFUL ANTIFASCIST ACTIONS BY THE PEOPLE’S LIBERATION MOVEMENT WERE EXECUTED DURING THE SECOND WORLD WAR, WITH AN
AUTOMATIC RIFLE IN HER HANDS.

S THE ARTIST USED MEDIA SPACE IN THE DAILY NEWSPAPERS “24 SATA” TO DEDICATE HER PERFORMANCE TO THE CAMPAIGN FOR LIBERATION
F THE ANARCHISTS, ALTHOUGH HER WORK DOES NOT REFER DIRECTLY TO THIS PROBLEM
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the absence of social organizations that would deal with this problem. The goal
of this artistic-activist action is to politicize the contradictions in the field of
town planning and the social reality that is inherent in this Belgrade settle-
ment. A consequence of the activities of the group gathered around this
project,. is, above all, the creation of space for talking about this problem
publicly, but also raising a number of other questions from the field of past and
present housing policies of the state and city, distribution of social wealth,
territorial restrictions of urban planning, as well as culturological and eco-
nomic positioning connected to all these questions. |

Towards Political

Solidarity

All of the actions and interventions described can be defined as art activism,
affectivism or artivism. They are situated in the specific and complex cultural,
political, social and economic space of the Serhian society in the age of “tran-
sition”. They shape specific spaces of potentiality by producing differences in
public space through forms of symbolic and affective creativity. Also, they dif-
fer from each other. A better understanding of these practices requires a more
detailed analysis of all the factors, which include production conditions, rela-
tionship towards the art world, positions from which the participants speak,
as well as the strategies and tactics that these practices utilize and their
effect in media and society at large. But in spite of all the differences, they
share an important similarity: they are all based on forms of SOLLECTIVE SOLIDARITY,

t is important to emphasize that we are talking about collective solldanty
since it differs from the concept of individualized and passivized solidarity
that is dominant in contemporary society. This dominant form of solidarity is

BO  ONE OF THE GROUP’S ACTIVITIES IS ALSO MAKING OF A DETAILED CARD, IN COLLABORATION WITH THE INHABITANTS, WHICH MAPS THE
SEWAGE NETWORK AND INDIRECTLY MARKS THE PHASES IN THE HISTORY OF EMERGENCE AND DEVELOPMENT OF THE SETTLEMENT, AND WHICH
S PLACED IN THE HALL OF COMMUNITY OFFICE OF KALUDJERICA. PARTICIPANTS IN THE MAKING OF THE CARD WERE NEBoUsA KiTanovig
AND MILAN ZARIC (COLLECTING AND INPUT OF DATA), DRAGAN Jovanovic (ARTIST MODERATOR), NEB0JSA MILIKIC (INITIATOR AND PROJECT
COORDINATOR).

Bl HTTP://www.KALUDJERICA.COM/?P=190
B2 SeFIK Seki TaTlic, NE PRIVATIZACTIT SOLIDARNOSTI, AVAILABLE ONLINE: HTTP://KULTURPUNKT.HR/I/KULTUROSKOP/321/, (APRIL
™ 2010; 07:06 PM)

REALITY CHECH

based on individual benefit and the conformism of individuals, and is realize

through passive empathy that implies different forms of welfare that simulate
conscience. This collective solidarity is in fact "0TIeAL SOLIDARITY ¢ js directed
at bringing about a certain social change through the actions of unified indi+
viduals, sometimes of different orientations, different motives and ideologies
in a collective answer to specific situations of injustice, oppression or ty:-
anny. And it is this potential strength which leads us towards the fulfillment
of the desired alternative in the field of society and social relations. But the
situation in practice is not so shiny as in theory. The problem of Serbian left
movements is that the groups are not always ready to collaborate and react
on specific problems, which they all find important, on mutual basis, because
of mutual exclusiveness and intolerance on ideological base. The example of
these mutual relations is a collective meeting held as a response to the enclo-
sure of a Roma settlement which joined representatives of different movements
as: anarcho-syndicalists, student organisations, feminist organisations, queer
organisations and several cultural and art organisations and initiatives. These
ideological differences during the course of the meeting became more and
more visible and towards the end it turned in to a quarrel and jellying. Some
of the radical anarcho-activists were especially exclusive towards arts and
cultural practices which they perceived as a perspective unable to deal with
real politics. As the result two factions were formed which organised sepa-
rate events profiled by their own specific micro ideologies. What we need is a
more transversal,, solidarity in the left, solidarity that goes in all directions
solidarity based on strategic collaborations which will help leftist movements
to create a platform for mutual support in the struggle on specific causes: situ-
ations of injustice, oppression or tyranny.

This solidarity model can also be employed as a relation model between art
and the cultural field and the activist field. Radical artistic practices that
emerge in the field of art are in danger of losing their critical potential in the
production of art that commodifies artistic work and transforms it into market
goods. On the other hand, activist practices are often integrated, absorbed and
normalized by the system as a spectacle. This tolerance serves as a confirma-
tion of democracy and liberality. . At the same time, but not against the former
mentioned ideology, the system occasionally, if needed, shows its power by
legally prosecuting them. In this sense it could be said that the art world and
neoliberal democracies share a similar cynical logic. In order to overcome this
situation or to work with it critically a jointly coordinated action is neces-

B3 Sauz J. ScHolz, Poritical Sortoarity, THE PENNSYLVANIA STATE UNIVERSITY Press, 2008
B4  MORE ON CONCEPT OF TRANSVERSAL SEE: GERALD RAUNIG, TRANSVERSAL MULTITUDES, AVAILABLE ONLINE: HTTP://EIPCP.NET,
TRANSVERSAL/0303/raunig/en; (ApriL 6™ 2010; 09:06 PM)

5 ToLERANCE IS A PRIVILEGE OF THOSE WHO HAVE POWER.
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sary. Artistic practice isolated in the art world, its galleries and museums, hag
much less chance than when joined with radical social movements. In order to
boost its political potential, the strength of its resistance in the social field
and potential of its capacity to generate changes, it is necessary to achieve
solidarity between radical art and radical social movements’ locally as well as
gclobally. On the other hand, the artistic autonomy that is heing actualized in
the legal system can serve strategically as a defence mechanism from possible
punative legal consequences, because in a system that uses the power of toler-
ance according to need this strategy still proves its efficiency. What we need
Is a joint advance into the field of radical activism and art so we can, through
collective efforts, continually create new critical shifts, through the vigilant
monitoring of the system’s actions and the constant making of “impossible”
demands in the production of different spaces of sociality and social rela-
tions that are not based on hierarchies and preclusion. This text is an appeal
for a general mobilization of solidarity and an invitation to action in the field
of political struggle on the left, because life has hecome a central object of
power and because life,_ has no alternative! And only joint struggle can bring
and effectuate changes!

B6  LIFE HAS BECOME THE CENTRAL OBJECT OF POWER IN THE FIELD OF CAPITALISM AND ITS EXPANSIVE POLICY. IN THIS FIELD HUMAN LIFE
HAS BEEN PLACED IN THE HORIZON OF PERMANENT STATE OF EMERGENCY IN THE STRUGGLE FOR PROFIT. (SEE: Misko SUVAKOV\C, KFS -
RITICKE FORME SAVREMENOSTI T zunnla za newokraTiaon, ORpHEUS, Novi San, 2007, pp. 55-60)
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DET FINS IKKE NOE

ALTERNATIV TIL LI-

o

VET: A KNYTTE SAMMEN

KUNSTEN O0G AKTIVIS-

M E N /ANA VILENICA/

Forbindelsen mellom kunst og aktivisme, utspiller seg i dag innenfor et uklarf
Qvgrenset felt mellom kunst og kultur, politikk og ekonomi. Historien om hvor

1 Misko Suvakovic, KRF - HKRITICKE FORME SAVREMENOSTI I ZzUDNJA zA DemosraTIZOM, ORPHEUS, Novi Sap, 2007, s
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dan kunsten og aktivismen narmer seg hverandre, er en historie om hvordan
orholdet mellom politikk og kunst endrer seg. Det som preger denne historien
er en overgang fra en autonom kunst der den kunstneriske handlingen finney
ted i et autonomt felt, via et opprer mot nettopp denne autonomien, og til 1 dag
da kunsten gjennomgar en prosess mot a bli en mer generell del av kulturen. |
Hvor dynamisk denne prosessen er, og hvilke relasjoner som inngar i den, bliy
ydelig hvis vi sammenligner den modernistiske tradisjonen for engasjert kunst
om herer inn under Sartres eksistensialistiske individualisme,, og den kuns-
taktivismen som ble utviklet pa midten av 1900-tallet og som tok form av inter-
ktive inngrep ute i kulturen og samfunnet, og som 1 gkende grad hadde som
mal & spore til politisk engasjement mer enn & skape estetiske forestillinger.,

Nar vi skal definere kunstaktivisme, er det ikke sd mye et spersmal om form

om om funksjon. Aktivismen kan ikke bestemmes stilistisk eller med henvis-
ning til visse kunstneriske medier. Den aktivistiske kunsten gjer bruk av mange
forskjellige former for praksis, fra foredrag, forlagsvirksomhet, kringkasting
og filmproduksjon til organisasjonsarbeid, sosiale aksjoner og sosialteori, og
til kunsttradisjonen., Kunstaktivismen kan vare en del av mainstream-kunsten,
men kan ogsa opptre i sammenhenger utenfor dette feltets eller denne kretsens
ksepterte grenser.

Kunstaktivismen er en kulturell praksis som har som funksjon a bedrive be-
1sst politisk aktivitet innenfor et felt konstituert av ideologier og institusjo-
ner med hver sine diskurser. Kunstaktivismens hybride praksiser oppstar som
et resultat av misneye med en gitt sosial, ekonomisk eller kulturell situasjon
og kan komme til uttrykk som et krav om fordeling av sosial kapital, om ekte]
eller antatte sosiale gruppers likerett, og kunstaktivismen herer inn blant da-
sens hrede spekter av kritiske bevegelser - antikapitalisme, antiforbruk elley
alter-globalisering. De som driver med kunstaktivisme, handler fra innsiden
v kunstfeltet eller benytter seg av strategier som er generert i kunstfeltet fo
3 gi uttrykk for sitt "opposisjonelle” forhold til det hierarkiske, sosiopolitiske,

SAMTIDSKUNSTEN HAR VZRT GJENSTAND FOR EN SLIK BEVEGELSE | RETNING AV ET MER ALLMENT KULTURBEGREP, 0G DETTE HAR FORT TIL EN
TVISKING AV GRENSENE MELLOM KUNST, KULTUR OG ALLE ANDRE SOSIALE PRODUKTER. KUNSTEN HANDLER OM A OMFORME 0G REPOSISJONER]
kPOR AV KULTUR, 0G PA DENNE MATEN BYGGER KUNSTEN NYE MENINGER 0G NYE RELASJONER.

JEAN-PauL SARTRE, WHAT 18 L1TeraTURE? aND OTHER Es Harvarp UNiversiTY Press, Cameripge MA, 2006. (PA
ORSK SOM Hva ER LITTERATUR?, Pax 1998.0.4.)

| KUNSTHISTORIEN ER KUNSTAKTIVISMEN DEFINERT SOM EN ANERKJENT PRAKSIS INNEN SEKSTITALLSKUNSTEN. MER oM DETTE | Lucy R)
LipPARD, “TROJAN HORSE: ACTIVIST ART AND POWER”, | BRIAN WALLIS (RED.), ART AFTER MODERNISH: RETHINKING REPRESENTATION)
Museum o ConTEMPORARY ART, NEw York, 1986, ss. 341-358.
5 JENNIFER GoONZALES 0G ADRIENNE PosNER, “FAcTURE ForR CHange: US acTivist ART siNce 19507, 1 AMELia JonEs (RED.), A
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kulturelle og ekonomiske systemet. Kunstaktivismen komhinerer det kunstne
riske og det politiske, og skaper pa denne maten et hybrid felt med udifferen
sierte grenser mot kunst og samfunn, estetikk og politikk.

Aktivistisk kunst setter gjerne i gang kommunikasjon med publikum gjennom
deltakelse, framfor & kommunisere med dem gjennom et estetisk ohjekt. Def
benyttes mange ulike taktikker for a oppna interaksjon med publikum; alt fra 3
ta i bruk internett, til 4 legge til rette for apne debatter og diskusjoner, elley
invitere publikum til & delta i gateaksjoner. Noen aktivistiske aksjoner fungereq
ogsa som symbolske intervensjoner i det offentlige rom, hvor de sgker a skapél
visse situasjoner - som provokasjon, protest eller subversiv virksomhet, elley
som informasjon eller propaganda. Men disse strategiene gjor ikke 1 seg se
kunstaktivismen subversiv. Den tiden da man trodde pa kunstens demateriali
sering er over - na som plakatene fra situasjonistene pa sekstitallet er hlit{
handelsvarer. | dagens postfordistiske samfunn hvor kulturarheidet er blitt den
paradigmatiske produksjonsformen, framstar kunstaktivismen som en form for
immaterielt arbeid, symholsk-analytisk og affektivt, som gjennom samhandling
produserer nye hetydninger, sosiale nettverk, samfunn og hiomakt, i dag ey
dette paradigmatiske former for kulturell reproduksjon.

Kunstaktivismens praksiser ligger nzrt opp til kommunikasjonsmodeller og
relasjonell kunst, men innenfor en spesifikk kontekst konstituert av den globa
iseringsmotstanden og undergravende virtksomheten som vi finner for eksem
pel hos Yes Man. Samfunnsanalytikeren Brian Holmes har beskrevet dette som
"affektivisme”., Affektivismen definerer og etahlerer nye kommunikasjons- og
relasjonsformer, og gir slik var sameksistens en ny mulighet. Den affektive
kunstens produkt er et affektivt rom, noe annet enn det private selv, men ogsa
noe annet enn den sosiale orden som skaper dette selvet. Det er et rom for
konfrontasjon med reelle prohlemer som krig, fattigdom, klasse og raseunder
trykkelse, fascisme og nyliberalisme. Affektivismen oppstar i visse sosiale sam
menhenger, og den defineres, utvikles og understattes av spesifikke kulturelle
koder: diskurser, praksiser, stiler og teknologier.

6 | DET POSTFORDISTISKE SAMFUNNET ER DENNE POSISJONEN OVERTATT AV TERTIZR- ELLER SERVICESEKTOREN, 0G DET INTELLEKTUELLE
ELLER MED ANDRE ORD KULTURELLE ARBEIDET — 0G DERFOR 0GSA DET KUNSTNERISKE — HAR INNTATT EN SENTRAL POSISJON. | EN SLIK KONTEKS
[KAN IKKE KUNSTEN LENGER BETRAKTES SOM ET AUTONOMT FELT UTENFOR DE DOMINANTE PRODUKSJONSFORHOLDENE.

7 MicHaeL HaroT o AnTonio Neerl, Inper1d, ARKzIN, ZaGres, 2003, p. 245. (PA Norsk soM InperieT, SParTacus, 2005
0.4.)

8 BriaN HolMES, The AfFecTIVIST MANIFESTO: HTTP://BRIANHOLMES.WORDPRESS.COM/2008/11/16/THE-AFFECTIVIS-MANIFESTO
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Den slovenske teoretikeren Aldo Milohnic mener pa sin side at en del kunstak-
ivisme kan karakteriseres som gestisk performative ytringer, eller spesifikke
ymholske intervensjoner i de materielle konsekvensene av makro- og mikro-
kulturer i et gitt historisk syeblikk., "Artivisme”, - som Milohnic kaller disse
praksisene, er et hyhrid hegrep som definerer hindeleddet mellom kunst og
ktivisme som en form for sosial koreografi i det offentlige rom, og fanger ogsa
inn de delene av aktivismen som vanskeligere lar seg heskrive som kunstnerisk,

kulturell aktivisme og praksiser som er eksplisitt knyttet til kunstfeltet. |

En annen ting som er verd & merke seg i Milohnics modell, er at artivisten
heskrives som amater. Artivistene er ikke, hevder han, profesjonelle politikere,
de nermer seg politikken som amaterer., Milohnic bruker her ikke amatorbe-|
orepet nedsettende, men som en positiv beskrivelse. Han tar utgangspunkt i
Brechts hypotese om at dilettanten har et visst kreativt potensial, og deduse-]
rer at om kunstneraktivisten ikke er kunstner, er han ikke uten kreativt poten-
lal AKTIVISTEN ER KUNSTNER I DEN GRAD HAN MA ERE DET, VERKEN MER ELLER MINDRE, 06 DET KUNSTNERISKE|
ER EN BIEFFEKT AV EN POLITISK HANDLING ELLER AHaJDN. RO“EH tll disse amatﬂfpo“tikefne er a
tille spersmal som ikke stilles noen andre steder, og som hlir oversett elley
att for gitt: ”... "amaterpolitikeren’ (den politiske aktivisten) ensker & fortsette
3 stille naive spersmal, slike som aldri kan heres i nasjonalforsamlingen der de|
profesjonelle politikerne holder til.”

Forhbindelsen mellom kunst og aktivisme varierer fra sak til sak. Vi har for def
prste den kunstaktivismen som har sitt opphav i den profesjonelle aktivismen
og som tar i hruk kunstneriske metoder for a fa agitere for sine saker, for def
andre, kunstaktivisme som kommer fra kunstfeltet og utferes av profesjonelle
kunstnere, og for det tredje, den som utferes av folk som handler fra utsiden a
hegge disse sferene, men som inngdr i midlertidige eller varige forbindelser
med dem som et middel for & skape brytninger.

| DEN POSTFORDISTISKE TIDSALDER NZRMER ARBEIDET SEG EN UTGVENDE PRAKSIS. IFOLGE TEORETIKEREN PA0LO VIRNO ER ARBEIDET |
ERD MED A TA KARAKTER AV FRAMF@RELSEN TIL EN VIRTUOS ARTIST. | TRAD MED DETTE KAN VI SI AT ARBEIDET | DAG ER BLITT PERFORMATIV
LLER UTOVENDE AV VESEN. |FOLGE TEORETIKEREN JON MCKENZIE INNGAR IKKE BARE DET PERFORMATIVE | ARBEIDETS NYE KARAKTER, MEN
R 0GSA EN DEL AV EN NY ONTO-HISTORISK MAKT- OG KUNNSKAPSDANNELSE. (MER oM DETTE | JoN McKENZIE, Perrorn or Else:
DISCIPLINE To PERFORMANE, RouTLEDGE, 2001, oG Paolo ViRNO, Granmar oF Tee MuitrTune, SEMOTEXT(E), NE
orK, 2003.)
MILOHNIC HENTER DETTE BEGREPET FRA PRAKSIS.
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Ifolge Aldo Milohnic er forbindelsen mellom den aktivistiske kunsten pa den ene
iden og kunstfeltet pa den andre, rent pragmatisk. Det kunstneriske i kunstak-
tivismen er ikke en konsekvens av visse trekk ved selve intervensjonen, forhin-
delsen til kunsten er snarere etahlert av praktiske arsaker. Kunstaktivisme som
har som mal 3 fa til direkte politisk handling, kan benytte seg av kunstfeltets
relative autonomi for a sikre seg beskyttelse mot juridiske restriksjoner. Dette
ojelder imidlertid ikke for alle typer aksjoner. Mange aktivister som opptre;
om artivister gir avkall pa tilknytningen til kunstfeltet, fordi de mener af
denne posisjonen er ineffektiv og at autonomien reduserer den politiske virk-
ningen av det de gjor. Det er ogsa mulig a se forskjellen mellom disse posi-
jonene pa basis av produksjonsforholdene. Slik sett er det mulig & snakke om
en kunstaktivisme som er sterkt forankret 1 den sosiale aktivismen, men som
mobiliserer kunstneriske strategier og taktikker som redskaper i en politisk
og sosial kamp mot produksjonsforholdene i aktivismeindustrien eller utenfoy
rammene av dette feltet, og en kunstaktivisme som kammer fra kunstfeltet selv,
men som har en tendens til 8 tas opp i den sosiale aktivismen og som inngay
om en del av produksjonsforholdene i kunstverden.

Kunst o0g aktivisme

Serbia 1 overgangssam-

funnet: Beograd 2009-10

Pa nittitallet, etter at den federale jugoslaviske republikken gikk i opplesning,
ble kunstaktivismen i Serbia synligere og mer tilstedevarende. Dette tidret
ar preget av en helge av generell politisering, og det fant sted en politis
og aktivistisk mohilisering bade hos kunstnere, i institusjoner og i media. Alle
krefter ble satt inn pad a kritisere det sosiale paradigmet som var fabrikkerg

REALITY CHECK

av Slobodan Milosevics regime., | perioden etter 5. oktober 2000, hegyntd
kunstaktivismen a ta for seg pa de spesifikke problemene det serhiske samfun
net var stilt overfor i "transisjonen” eller "overgangsperioden”. Dette var en
paradoksal samfunnstilstand preget av at tradisjonelle, nasjonale og lokale fol
kefortellinger ble hentet fram igjen som en del av en idé om en "nasjonalstat”
samtidig med at man ville danne en nyliberal stat gjennom innferingen av en
kapitalistisk orientert produksjon. Med andre ord, selv etter 5. oktoher og def
som omtales som de demokratiske endringene, har ikke verdisystemet endref
seg. Det befinner seg fortsatt innenfor den samme nasjonalideologiske ma
som for - autoritzr, fremmedfiendtlig og autistisk, noe som kom tydelig fram |
det kaoset som oppsto etter at Montenegro kunngjorde sin selvstendighet og
Kosovo kom med sin uavhengighetserklaring. Denne perioden var ogsa pregef
Qv at myndighetene innforte ortodoks kristen religionsundervisning i skolene
og dermed gjorde helomvending tilbake mot et prestestyrt samfunn, med den
folge at ogsa konvensjonelle, patriarkalske verdier ble hentet fram igjen. P3
det okonomiske feltet har "overgangsprosessen” tatt form av privatisering a
tidligere statlig eiendom, og har fert til en gjennomgripende avindustrialise
ring av det serhiske samfunn, lavere levestandard; mens den uthredte politiske
korrupsjonen har skapt nye former for forskjellshehandling som grenser til def
kriminelle, noe som igjen har gitt grobunn for en ny klasse med monopolister
og moguler.

Det folgende er eksempler pa aksjoner som hle gjennomfort i Beograd i dreng
2009 og 2010, aksjoner med rotter hade i kunsten og i en hredere kulturell sfe
re. Alle de som beskrives opererer 1 og " det serhiske overgangssamfunnet
og utviser et snske om & framprovosere eller produsere forandring, det vere
seg | myndighetenes beslutning i en sak, eller i folks holdninger til kulturen
og fellesskapet. De tar opp saker som bersrer spesielt utsatte eller margi
naliserte grupper. De tar for seg hukommelsespolitikken 1 etterkrigs-Serhia
de engasjerer seg i saker i lokalsamfunnet, sa vel som spersmal vedrorends
styringen av den glohale kapitalismen. Noen av aksjonene er forankret i vissé
politiske hevegelser pa venstresiden, og dette gir oss noen koder til hvordan
vi skal tolke dem.

En av de mest utholdende og hest kjente aktivistgruppene i Serhia er definitivg
de feministiske, antimilitaristiske og fredsaktivistiske Women in Black (Kvinner
i svart). Siden begynnelsen av nittitallet har de, i politiske, kulturelle, artistiske
og mediebaserte aksjoner, tatt for seg det hukommelsestapet som det serhiske

14 ETTER FORANDRINGENE BEGYNTE EN GRADVIS AVPOLITISISERING, LIBERALISERING 0G NORMALISERING AV BADE KUNSTFELTET 0G MEDIA, DER

DEN KUNSTNERISKE PRAKSISEN IKKE BARE BLE MINDRE POLITISK, MEN MERKBART MINDRE SYNLIG | INSTITUSJONER 0G MEDIA.
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samfunnet er rammet av nar det gjelder krigene 1 Jugoslavia pa nittitallet. F°§
[HHE A GLEWNE FOLKENORDET I SREBRENICA ey tittelen pa en performance som ble holdt 10
juli 2009 pa Republikkplassen i Beograd, som en markering av at det var fjor

ten ar siden folkemordet i Srebrenica fant sted., Denne aksjonen, som utspilte
seg som en mye omtalt stum og stillestdende markering, var Kvinner i svart

oppfordring om 3 gjore 11. juli til en drlig merkedag for & minnes massakren |
Srebrenica. Gruppen har gjennom flere ar knyttet kontakter med kunstnere fra
bade hilledkunst og teater, og denne strategiske tilknytningen til kunstfeltef
kom tydelig til uttrykk i aksjonen DOKUMENTER FOR HUKOHRELSEN 8-3-7-2 Nenne aksjonen tol
form av en kunstinstallasjon, og besto av et stort plastflak lagt utover gulvet
dekorert med et mgnster av hvite roser - én for hvert av ofrene for massakren
Dette var performancens midtpunkt, og da den var over, erstattet uteverne den
symbolske blomsterengen med ekte roser.,, En annen feministisk gruppe, Zend
na delu (Kvinner i arbeid),, har ogsa utviklet et nart forhold til kunstfeltet, og
de bruker teaterets virkemidler i kritiske kampanjer rettet mot de patriarkalskel
verdiene som hersker i det serhiske samfunnet. | forestillingene hyrer de inn
profesjonelle regisserer og skuespillere, i tillegg til at de deltar selv. i 2009
som en del av aksjonen 16 DAGER MED AKTIVISME MOT KJIDNNSBASERT '\.“I]LD' fL‘ameL‘te de den
agitatoriske teaterforestillingen #V1s VI STAR D00E 0P .. ' gom gmhandlet vold mof
kvinner og hle vist i flere serhiske hyer.

| lopet av de siste to arene har det vert flere prosjekter som har tatt for seg
spesifikke og presserende saker | samfunnet. En av dem var gateaksjonen #0-1+4
[0STh ZNANIE?(Hva er kunnskapen verdt?),, som ble gjort av en gruppe studen
ter fra Universitetet | Beograd og Beograds kunstuniversitet. Den tok for seg
konsekvensene av kunnskapskapitalismen slik den er materialisert i Bologna
prosessen. Performancen fant sted i Knez Mihailova-gaten 19. juni 2009, p3
dagen ti ar etter at Bologna-erklzringen ble vedtatt. Studentene satt rundt ef
lerret hvor det sto skrevet "Hva er kunnskapen verdt?”, og brukte ellers tiden
til 3 lese, pugge til eksamen og prate med forbhipasserende og invitere dem til §
delta i performancen gjennom en auksjon, der de ble hedt om & ansla verdien p3
kunnskap og skrive ned tallene pa papirhiter med patrykte strekkoder.

HTTP:/[WwW.YoUTUBE.COM/WATCH?V=BJK0oXYHAPNU&FEATURE=RELATED

| LopeT Av JuLl 1995 BLE 8372 BOSNJAKER DREPT | SREBRENICA, BOSNIA 0G HERCEGOVINA, AV EN SERBISK H/RAVDELING UNDER
KOMMANDO AV GENERAL RATKO MLADIC.
18  DENNE PERFORMANCEN BLE FULGT AV EN MOTAKSJON FRA MEDLEMMER AV DE RELIGIOSE, NASJONALISTISKE GRUPPENE OBRAZ (“/ZERE”
06 SRPSKI NARODNI POKRET 1389 (SNP 1389; DEN SERBISKE NASJONALE BEVEGELSE 1389) SOM H@YLYTT TRUET DEM SOM HADDE DELTAT
| PERFORMANCEN. DE BAR FRAM BILDER AV RaDovAN KARADZIC 0G RATKO MLADIC, BEGGE UNDER TILTALE AV DOMSTOLEN | HAAG, | TILLEG
IL PORTRETTET AV VLADIMIR PUTIN. DE TO SIDENE BLE HOLDT FRA HVERANDRE VED HJELP AV POLITISPERRER.
19 HTTP://ZENERGIJA.ORG/CONTENT/ABOUT-US
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Den stadig okende rase- og klassediskrimineringen fra myndighetenes side,
der de gir interessene til lokale kakser forrang framfor menneskerettigheter,
toppet seg i Beograd varen 2009. Byens myndigheter hesluttet da a rive forti
hus i en bosetting for romfolket, som 1a ved siden av det nye boligkomplek-
et Belleville, for & kunne bygge nye salgsohjekter samt et stykke vei. Dette
kjedde som en del av forhberedelsene til det internasjonale friidrettsstevnet
Universiaden. Myndighetenes aksjon skjedde med politibeskyttelse, og mens|
beboerne fortsatt var hjemme i boligene. Kunstnerne Vladan Jeremic og Rena
Radle reagerte pa den brutale behandlingen, og som et uttrykk for solidarited
med romfolket, disse Beograd-horgerne sa utsatt for rasisme og klassediskri-
minering, tok de initiativ til protestaksjoner som de ogsa videodokumenterte|
Med utgangspunkt i dette materialet har de laget en film som viser disse hen
delsene og hvor de agiterer for en lgsning pa problemet. Den 27. mai 2009 ar
rangerte de et solidarisk kunstneraktivistmate, RETT TIL ET KIEM'j samarbeid med
Biro Beograd, Kvinner i svart, Romfolkets demokratiske forening, rom-organi-
asjonen Oaza og Kontekst Galerija, i en bosetting i blokk 67 1 den nye hydelen
Novi Beograd. Metet hadde som mal a organisere en solidarisk plattform for d
forsvare menneskerettighetene til utsatte horgere.,

aken fikk en ny dimensjon den siste kvelden fer Universiaden, da hoset
tingen hle stengt inne bak piggtradgjerder og skjult bak digre bannere med
Universiadens logo, slik at behoerne var hindret fra a utfere sine grunnleg-
sende, dagligdagse aktiviteter. Sammen med studenter, kulturarbeidere og an-
dre innbyggere reagerte Beograds Druga Scena (Den andre scenen),, pa at de
hller fattigste innbyggerne i Beograd hle innestengt i en getto, en moderne
konsentrasjonsleir. Mens Universiaden pagikk, startet de aksjonen T SAMLET NA-
POLAG TIL KANP NOT RASISHE qgo arrangerte samlinger med heboerne for a uttrykke sin
olidaritet med dem, i tillegg til at det hle holdt en pressekonferanse,, hvor
bade heboerne selv, og aktivister og venner av Den andre scenen tok til orde
for at gjerdet rundt hosettingen matte fjernes, at myndighetene matte bhe of-
entlig om unnskyldning og tilby kompensasjon for de skadene hehoerne var
blitt pafert, og at man matte finne en rask lesning pa holigproblemet. En annen
del av denne samordnede aksjonen var en taktisk medieintervensjon rettet mof
Universiadens nettsted: Den andre scenen laget en alternativ "speilversjon”
v nettsiden, hvor de la ut informasjon om den brutale behandlingen noen ay

HTTP://BIROBEOGRAD.INFO/2009.HTML

DETTE VAR DEN FRSTE FELLES KOORDINERTE AKSJONEN | REGI AV DEN ANDRE SCENEN, EN PLATTFORM FOR UAVHENGIGE KUNSTNERE,
ULTURARBEIDERE 0G AKTIVISTER | BEOGRAD, 06 FOR DERES FORMELLE 06 UFORMELLE ORGANISASJONER. HTTP://WWW.DRUGASCENA.ORG.
3 PRESSEKONFERANSEN VAR PREGET AV DEN UPROFESJONELLE OG AGGRESSIVE OPPFBRSELEN TIL RTS-JOURNALISTEN DRAGAN Misic soM
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byens innbyggere var utsatt for.,, Da Pride Parade, som skulle ha vart avholdt
i Beograd 20. september 2009, hle avlyst, var det som et resultat av provoka

sjoner fra profascistiske og serhisk-ortodokse, nasjonalistiske grupper, men
skyldtes ogsa at politiet var ute av stand til a garantere for deltakernes trygg

het. Avlysningen ga statet til to artivistiske aksjoner av gruppen Antifascister |
Aksjon. | den farste klistret man opp plakater som ga en rekke gater 1 Beograd
nye symholske navn. Nikola Pasics plass hble omdept til Generalstreikplassen
erazije til Antifascismens hulevard, Kolarceva-gaten til Flyktningegaten
Republikkplassen til Kvinnefrigjsringsplassen, Vasina til Skeivestredet
Studentertorget til Romfolkets plass, Akademikerhsyden til Solidaritetsheyden
| tillegg til at det ble annonsert at det ville finne sted protester 9. november
dagen for kampen mot fascisme, rasisme, antisemittisme og fremmedfrykt.,. Den
andre aksjonen fant sted 1. november da en "flash-mobh” mattes pa heayden foran
Det filosofiske fakultet, pa stedet hvor Pride Parade skulle ha startet, og heve

get seg lepende gjennom Knez Mihailova-gaten med regnhueflagg mens de roptél
Slagordet SAMMEN HOT FASTISKENDisse artivistiske aksjonene ble utfort i solidarited
med leshiske, homofile, hiseksuelle og transseksuelle 1 Serhia, en gruppe som
stadig blir utsatt for diskriminering. Aret 2009/10 var likedan preget av retts

prosessen mot en gruppe anarko-syndikalister kjent som "the Beograd Six”. D¢
var anklaget for internasjonal terrorisme etter a ha kastet to molotovcocktail

pa fortauet foran og mot hygningen for den greske ambassaden i Beograd i
slutten av august 2009, som en solidaritetserklaring til den greske anarkisten
odoris Iliopulos som ble arrestert under en protestdemonstrasjon i Hellas i
2008, og som na hadde gatt til sultestreik i fengselet i Athen.,, Som en del av en
protestkampanje mot at venstresiden blir diskriminert av myndighetene, men

hoyresiden moter toleranse, og mot rettsvesenets urettferdige behandling og
maktmishruk, organiserte Gruppen for overvakning av rettssaken mot de sek

anarko-syndikalistene en protest 3. januar 2010 foran Justisdepartementet og
Sentralfengselet der de seks satt fengslet. Deltakerne bar faner hvor det sto
VARE VENNER ER IKKE TERRORISTER. STOPP VOLDEN. STOPP UHDERTR\"RHELSEN' Og fOL‘an Sentfalfengsele
ble det holdt en performance der de som hadde samlet seg holdt opp slagordef
Maktmisbruk. Ogsa kunstneren Milica Tomic sluttet seg til denne aksjonen

hun dediserte den "mykterroristiske” performancen (en fotoaksjon), BN DAG 06 IKKE

EN NATT VIL EN SALVE FRA ET MASKINGEVAER BLUSSE OPP NAR DET IKKE FINNES ANDRE VEIER FOR LYSET A NA INN
29

HTTP://WWW.UNIVERSIADE-BEOGRAD2009.coM

HTTP:/[ANTIFAUAKCIJI.ORG/ 7P=138

HTTP://WWW.YOUTUBE.COM/WATCH?v=8IDMa4N-aFc

| LGPET AV DENNE AKSJONEN BLE ET VINDU BDELAGT OG DELER AV EN VEGG TILGRISET. DE TOTALE MATERIELLE SKADENE BEL@P SEG TI
ANSLAGSVIS 18 EURO.
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Mot en politisk

solidaritet

ToMICS PERFORMANCE HENVISER IKKE DIREKTE TIL DENNE SAKEN, MEN | AVISEN 24 DEDISERTE HUN PERFORMANCEN TI

AMPANJEN FOR A FRIGI ANARKISTENE.

EN AV DENNE GRUPPENS AKTIVITETER ER A LAGE ET DETALJERT KORT, | SAMARBEID MED INNBYGGERNE, SOM VISER KLOAKKNETTVER-]
ET, INDIREKTE MARKERER BOSETTINGENS HISTORISKE FASER FRA DEN FORST OPPSTO, 0G SOM ER PLASSER | FOYEREN | SAMFUNNSHUSET |
KALUDJERICA. DE SOM DELTOK | A LAGE KORTET, VAR NEB0JSA KiTANOVIC 06 MILAN ZARIC (DATAINNSAMLING 0G -INPUT), DRAGAN Jovanovid]
KUNSTNERMODERATOR), NEBOJSA MILIKIC (INITIATIVTAKER OG PROSJEKTKOORDINATOR).

REALITY CHECHK “MAP OF KALUDJERICA DRAINAGE NETWORK"
AUTHORS: NEBOJSA MILIKIC, DRAGAN JOVANOVIC,
NEBOJSA KITANOVIC AND MILAN ZARIC

PHOTOS: MARTINA PROKOPOVA




kulturell, politisk, sosial og ekonomisk og spesifikt serbisk sfare, 1 et samfunn
i "overgang”, og er med pa a utforme visse mulighetsrom for a skape forskjel
er 1 det offentlige rom gjennom symbholsk eller affektiv kreativitet. De er ogsa
vert uensartede. En bedre forstdelse av disse praksisene ville kreve en mey
inngdende analyse av en rekke faktorer, fra produksjonsforhold til hvilket for-
hold de har til kunstfeltet, hvilke posisjoner de ytrer seg fra, hvilke strategieq
de tar 1 bruk og hvilken effekt de har i media og i samfunnet for svrig. Men
rass i alle forskjellene har alle disse aksjonene ett viktig fellestrekk: De er
plle basert pg HOLLERTIY SOLIDARITET, - Det ey viktig & understreke at det her er snak
om en solidaritet som er kollektiv, i motsetning til den individualiserte og
passiviserte formen for solidaritet som er den dominerende i dagens samfunn|
Denne radende formen for solidaritet handler om 3 tilgodese enkeltindividef
og er hasert pa en idé om konformitet. Den uteves gjennom en passiv, sam-
ittighetssimulerende medfelelse gjennom avgivelsen av ulike former for vel-
erd. Den kollektive solidariteten er i bunn og grunn en POLITISH SOLIDARITETDen
kjennetegnes ved at den gjennom handlingene til enkeltmennesker som stay
ammen pa tross av forskjellige oppfatninger, motiver og ideologiske holdnin-
oer, soker a sette 1 gang en viss sosial forandring. Den politiske solidariteten
er et kollektivt svar pa en gitt sak som handler om urett, undertrykkelse elley
yranni. Og det er den potensielle styrken i dette som leder oss mot a oppna det
1 onsker hade pa et samfunnsmessig og et sosialt niva. Men situasjonen er ikke
ike lys 1 praksis som i teorien. Den serhiske venstrebevegelsens hovedprohlem
er at de ulike grupperingene ikke alltid er rede til & samarbeide og komme med
elles reaksjoner selv pa aktuelle saker som alle synes er viktige, pa grunn ay
in egen manglende toleranse for hverandres ideologiske grunnsyn, som gjen-
idig utelukker samarbeid. Et talende eksempel er det samradsmatet som ble
holdt som respons pa innestengningen av rom-hosettingen, et mate som samlef
representanter fra en rekke forskjellige bevegelser og organisasjoner: anarko-
yndikalister, studentorganisasjoner, feministiske grupper, skeive grupper I
illegg til flere kultur- og kunstorganisasjoner og -prosjekter. Etter hvert som
motet gikk sin gang, kom de ideologiske forskjellene i stadig sterkere grad til
overflaten, og mot slutten henfalt det hele til krangel og hasketak. Noen a
de radikale anarko-aktivistene var sarskilt ekskluderende overfor praksise
fra kunst- og kulturfeltet, da de mente dette var et stasted som var uegnet fo
politikk. Til slutt ble det formet to fraksjoner som sto for hver sine arrange-|
menter - i trad med deres egen, spesifikke mikroideologi. Det vi trenger, er en

A

32 Serik Seki TATLIC, NE PRIVATIZACIII SOLIDARNOSTI: HTTP://KULTURPUNKT.HR/I/KULTUROSKOP/321/ (LASTET NeD 06.04.10)
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mer transversal,, eller tverrgaende solidaritet pa venstresiden, en solidaritet
som gar i alle retninger og er hasert pa strategisk samarbeid. Dette vil hjelpé]
venstresidens bevegelser a skape plattformer for gjensidig stette i kampen om
viktige saker som urettferdighet, undertrykkelse eller tyranni.

En slik solidaritetsmodell kunne ogsa benyttes som en relasjonsmodell for
kunst- og kulturfeltet. Radikale kunstnerskap med rotter i kunstfeltet star |
fare for a miste sitt kritiske potensial om kunsten de skaper gjer kunstprak
sisen deres til et markedsgode. Men pa den andre siden er det en tendens ti
at aktivistisk praksis ofte hlir integrert, normalisert og ahsorbert som et renf
skuespill av systemet som gjennom denne toleransen far bevist sin demokra
tiske og frisynte karakter.,. Samtidig, men ikke imot den nevnte ideologien, kan
systemet tidvis/til tider ndr det er hehov for det, vise krefter ved a straffefor
folge dem. Slik sett kunne man hevde at kunstverden og de nyliberale demokra
tiene utviser den samme kyniske logikk.

Skal man overvinne denne situasjonen eller jobbe kritisk med den, kreves def
felles, koordinert handling. En kunstner som star alene i kunstfeltet, med det

gallerier og museer, har mye mindre muligheter enn om hun eller han slar seg
sammen med radikale sosiale bevegelser. For a heyne det politiske potensialet
motstandsstyrken i det sosiale felt og evnen til 4 skape forandring, ma vi skapél
solidaritet mellom de radikale kunsthevegelsene og radikale sosiale hevegel

ser pa et lokalt sa vel som et globalt plan. Pa den andre siden kan den kunst

neriske autonomien som aktualiseres i rettssystemet tjene som en strategisi
forsvarsmekanisme mot mulige strafferettslige konsekvenser, for i et system
som utever toleranse etter forgodthefinnende, er denne strategien fortsatt ef

fektiv. Det vi trenger, er et felles framstet for den radikale kunsten og aktivis

men, slik at vi gjennom kollektiv innsats kan skape nye kritiske skifter, gjennom
hele tiden a folge noye med pa hva systemet driver med og fortsette a framsettg
vare "umulige” krav, mens vi skaper rom for samvar og sosiale relasjoner som
ikke er basert pa hierarki og utestengning. Denne teksten er en appell om en
generell mobilisering for solidaritet og en invitasjon til handling og politisi
kamp pa venstresiden, fordi livet er blitt et vesentlig objekt for makt, og fordi
det ikke fins noe alternativ! .. Og bare felles kamp kan bringe forandring!

34 For MER OM TRANSVERSALBEGREPET, SE GERALD RAUNIG, “TRANSVERSAL MULTITUDES™: HTTP:/[EIPCP.NET/TRANSVERSAL/0303
RauNiG/EN (LasTET NED 06.04.10, kL 2106).
35  TOLERANSE ER DE MEKTIGES PRIVILEGIUM.
36 IFOLGE BIOPOLITISK ORIENTERTE TEORETIKERE (FoucauLt, HARDT, NEGRI, VIRNO, AGAMBEN), HAR LIVET BLITT DET VIKTIGSTE OBJEKTE
FOR MAKTEN INNEN KAPITALISMEN OG DENS EKSPANSIVE POLITIKK. | KAMPEN FOR PROFITT HAR DET MENNESKELIGE LIV BLITT PLASSERT

HORISONTEN, | EN PERMANENT KRISETILSTAND 1. (SE Misko Suvakovic, KFS - KRITICKE FORME SAVREMENOSTI I ZUDNIA ZAH
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N THESE TIMES - MORE AND MORE OF THE ART WORLD IS BEING RULED BY THE NEOLIBERAL HE-
EMONY. IN THESE TIMES - LESS AND LESS OF THE ART WORLD STANDS UP TO THE LAWS OF CAPITALISM/

i FR
NNOUNIVERSITET

A LOT OF US FULFILL CAPITALIST OBLIGATIONS WITHOUT THINKING FURTHER OF ITS CONSEQUENCES, SETTLING FOR

A TEMPORAL FIX TO A STRUCTURAL PROBLEM. WE FALL UNDER PRESSURE, ADAPTING TO PROTECT OUR CARRIERS

NSTEAD OF COOPERATING WITH EACH OTHER. WE SEE OUR COLLEAGUES BE TAKEN DOWN. WE ASKED OURSELVES]
HAT T0 DO?

popsat e aworsnp U 0 T HE RIGHT

THING

Do you identify as a politically informed artist? Do you want to do the right
thing but not be on the Right side? Are you torn between the demands of your
gallery and your principles? Do you spend endless hours formulating your art
practice to fit the standards of a grant committee? Is avoiding paying tax to
make an extra buck starting to come natural to you? If taking a test, are you
afraid you would fall under the title entrepreneur? Honestly, are you starting to
feel more and more like a capitalist? Are your compromises leaving you sleep-
less? Long walks trying to shake the guilt? Relax, you are not alone and there
are solutions. This is the workshop for you.

REALITY CHECH

JUST SAY NO!

Through a strict pedagogical frame and with firm guidance from MFK we will
collectively learn to say NO! to the neoliberal hegemony NO! to unpaid labor NO
to bad exhibition deals NO! to superficial curatorial ideas NO! to tragic gallery
contracts NO! to making the world a more interesting place without being paid
NO! to invisible power structures NO! more masturbating white male egos NO
more geniuses on our hlock.

NO.

With MFK you are in safe hands, we have plenty of experience of turning down
poor institutional suggestions, kicking neoliberal butt since 2006 and still re-
fusing to kneel to invisible power. Our practice has been formed out of the
political strategy that we will never act from the questions “What do others
expect from us? What do they want?” but must always be “What do we want?’
and then “How can we do it?”. Through political manipulations and whatever
it takes, we will follow the rule of never pleasing the power but always out-
selves. We believe in finding collective solutions for private problems. If money
is the only language then we have no voice. We have to find other strategies tog
push through and make ourselves heard. We need to refuse negotiation, refuse
to obey the rules and let our actions speak.

[TO BOOK A WORKSHOP, CONTACT MFK AT: info.mfkagma“.com

Malmoe Free University

f O P w O m e n [ M F H ] Is an ongoing participa-

tory art project and a feminist organization for knowledge production
We aim to raise and discuss contemporary political issues by bringing to-
gether experience and knowledge from various fields. Through experi-
mental, radical pedagogical methods we hope to bridge theory and prac-
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tice and challenge dominating norms and power structures. Our work hag
taken the form of reading groups, workshops, lectures and screenings,
MFK was started in 2006 in Malmoe but is now mobile. It is run by artists Lisa
Nyberg, Johanna Gustavsson and more or less temporary collaborators from
various backgrounds.

ww.mfkuniversitet.blogspot.com

REALITY CHECH

| DISSE TIDER STYRES STADIG MER AV KUNSTVERDEN AV ET NEOLIBERALT HEGEMONI. | DISSE TIDER STAR STADI
MINDRE AV KUNSTVERDEN OPP MOT KAPITALISMENS LOVER.

ALMD FRIA
EVINNOONIVERSITET

MANGE ER VI SOM LEVER OPP TIL/FOLGER KAPITALISMENS KRAV UTEN A TENKE OVER KONSEKVENSENE, SOM SLAR
0SS TIL RO MED EN MIDLERTIDIG KUR FOR ET STRUKTURELT PROBLEM. VI GIR ETTER FOR PRESSET, 0G TILPASSER]
0SS FOR A BESKYTTE DET SOM B/ZRER 0SS HELLER ENN A SAMARBEIDE MED HVERANDRE. VI SER KOLLEGENE VAR
FALLE. VI SP@R 0SS: HVA SKAL VI GJBRE?

Forslag til en workshop G J m R D E T

RETTE

Oppfatter du deg selv som en politisk engasjert kunstner? @nsker du a gjere
det rette? Feler du at du dras mellom galleriets krav og dine egne prinsipper?
Bruker du ufattelig mye tid pa a formulere kunstnerskapet ditt for a fa det ti
d passe inn i stipendkomiteens kriterier? Feles det etter hvert helt naturlig 3§
snyte pa skatten for a tjene noen ekstra slanter? Hvis du skulle ta en test, ej
du redd du ville falle i kategorien “"griinder”? Har du sant a si begynt a fal
deg stadig mer som en kapitalist? Gjer alle kompromissene deg sevnles? Gar du
ange turer for a riste av deg skyldfelelsen? Slapp av, du er ikke alene og def
finnes lesninger. Dette er en workshop for deg.
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BARE SI NEI!

| en streng pedagogisk ramme og med fast veiledning fra MFK skal vi lzre 4
1 kollektivt NEI! til det neoliberale hegemoniet, NEI! til ubetalt arbeid NEI! til
darlige utstillingsavtaler NEI! til lettvinte kuratorideer NEI! til miserable galle-
rikontrakter NEI! til & bidra til & gjere verden til et mer spennende sted -- uten
3 bli betalt NEI! til usynlige maktstrukturer NEI! til enda flere onanerende hvite
mannlige egoer NEI! til enda flere genier i blokka.

Nel.

Med MFK er du i trygge henger, vi har siden 2006 skaffet oss massevis av erfa-
ring 1 d avvise elendige forslag fra institusjonene og i a ta rotta pa de neoli
berale, og fortsatt nekter vi a knele for den usynlige makta. Praksisen var hay
okst ut av en politisk strategi som sier at vi aldri skal handle ut fra spersmalet
"Hva venter andre seg av 0ss? Hva vil de ha?”, spersmalet ma alltid vare "Hva er
det vi vil?” fulgt av "Hvordan kan vi fa det til?”. Gjennom politiske manipulasjo
ner og det som ellers matte trenges, folger vi regelen om aldri a tekkes makta,
men alltid oss selv. Vi tror pa a finne kollektive lasninger pa private problemer,
Hvis penger er det eneste spraket, har vi ingen stemme. Vi er nedt til a finne an-
dre strategier for a sla gjennom og blir hert. Vi er nedt til 3 nekte a forhandle)
nekte a adlyde reglene og la handlingene vare tale.

FOR A BESTILLE EN WORKSHOP, KONTAKT MFK: infU.mfkagma“.CDm

Malmo Fria

Kvinnouniversitet (MFK).

et varig kunstprosjekt basert pa deltakelse, og en feministisk organisasjon

-

or kunnskapsproduksjon. Vi har som malsetting a trekke fram og dehattere
ktuelle politiske saker ved a bringe sammen erfaring og kunnskap fra ulike|

13 a REALITY CHECK

omrader. Giennom eksperimentelle og radikale pedagogiske metoder haper vi a
bygge bro mellom teori og praksis og utfordre dominerende normer og makt
strukturer. Arbeidet vart har tatt form av lesegrupper, verksteder, forelesnin
ger og filmvisninger.

MFK hle startet i 2006 i Malmo, men er na mobilt. MFK drives av kunstnerne Lisa
Nyberg og Johanna Gustavsson samt flere mer eller mindre midlertidige samar
beidspartnere fra mange forskjellige fagfelt.

www.mfkuniversitet.blogspot.com
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CRITICAL RUN iumuttomsroscaticism

created by Thierry Geoffroy/Colonel.

A STIMULATING,

DEBATING AND

SWEATING FORMAT.

RUN BEFORE IT'S TOO LATE.

Critical Run has taken place in New York, London, Istanbul, Athenes, Paris, Hanoi,
Siberia, Copenhagen, Moskow, Napoli, den Haag, Bruxelles, Rotterdam, Barcelona,
Venice. Arhus Virginia, Lyon, Stockholm, Sydney, Quebec, Toronto and on SATURDAY|
8th of May TRONDHEIM!

“I5 ART COMMISSIONNED TO

COMMUNICATE THE ILLUSION

OF DEMOCRACY?"

CAN ART BE A MANIPULATING TOOL FOR POLITICIANS?

HAS THE ARTIST BECOMES A SERVANT? IS IT HIS ROLE?

HOW HAS CONTEMPORARY ART BECOME A WEAPON FOR DOMINATION?
CAN ART BE REPLACED BY FAKE ART?

IS THERE A MURDER OF DEMOCRACY GOING ON?

CAN ART ACCELERATE THE DESTRUCTION OF DEMOCRACY? CAN ART COVER THE MURDER
OF DEMOCRACY?

http://www.emergencyrooms.org/criticalrun.html
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is Historian of Ideas at Sédertdrn University, Sweden. In
addition to the thesis “ Politics in question: The theories on society of the
Swedish author C.J.L Almgvist 1831-1851(Symposium 2005) he has edited several
books and published a large number of articles, among others in the anthology
“Answer to the question: What was the Postmodern “? ( Axl Books 2009)

has been working collaboratively with Henry VIII's Wives
since 1997 and with Overlevelsesstrategene from 2001 until 2008 and has|
worked extensively with socially engaged art practice.

The platform (Whatis to be done?) was founded in early 2003 in Petershurg
by a group of artists, critics, philosophers and writers from Petershurg, Moscow|
and Nizhny Novgorod with the goal of merging political theory, art and activism.
The platform’s activity aims at triggering a collective initiatives in a form of

. It is the that could serve as a prototypi-

cal social model, capable of formulating and realizing its goals independently,
taking on the function of an alternative power, an open system for interaction
with society at large. The participants of platform engages in a variety of art
projects, including videoworks, installations, public actions, radio programs,
and artistic examinations of social and political space. This workgroup as an
editorial committee publishes international English-Russian newspaper, with
a special focus on the Russian artistic-intellectual situation.
www.chtodelat.org

is a Swedish artist, teacher and curator based in Norway.
Parallel to her own individual artistic work she was involved the collective
organizing of Gallery G.U.N. 1998-2004 and The White Tube Gallery as a member
of the artist group The G.U.N. Ladies 2006-20089 . Since 2008 she is the director|
of Trendelag center for Contemporary art, Trondheim Norway.

work together since 2002 and are
active in various projects dealing with contemporary art and political activ-|
ism. They are founder of Biro Beograd, an independent association founded in
2004. Raedle & Jeremic have published many texts related to contemporary arf
and political activism in different publications and on-line. They participated
in numerous events on arts and activism in Europe. Solo exhibitions in Serbia,
France and Germany.

http://raedle-jeremic.modukit.com

was horn in 1954 in Belgrade. He has been co-founder and
member of conceptual artistic Group 143 (1975-1980). He was co-founder and member
of informal theoretic and artistic institution “Community for Space Investigation”
(1982-1989). He is member of theoretical platform TkH (Walking Theory, from 2000).
He teaches aesthetics and theory of art, Faculty of Music, Belgrade (Professor). He
teachs theory of art and theory of new media, Interdisciplinar studies, University|
of Art Belgrade. He published 30 books on serhian, croatian, slovenian and english

language - recent hooks are: , The MIT Press, Cambridge MA, 2003;
, Horetzky, Zagrebh, 2005, , MSUV, Novi
Sad, 2007, , Beograd, Vienna, 2008.

works with text, installations and social interaction. Her
analysis of urhan environments and communication between people, functions
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TURRIST / HILLESTAD, Anita

STRATEGISTS

BROS

FREDRIKSSON, Stig 0lav Tony

us TURRIST

CITY BROS SUPER CITY BROS

VLEPVNET

VESIC, Jelena

VILENICA, Ana

TURRIST

SURVIVAL

EAT THE RICH

SUPER CITY

SQUATTERS LIKE

SUPER
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