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Revista Vector> este o publicatie de arta si cultura in context, care
analizeaza cu predilectie situatia artistica si culturala regionala, a
tarilor din Sud Estul Europei, aflate in tranzitie, si a zonei Orientului
Mijlociu, supusa presiunii conflictelor.

Tn raport cu rearticularea sociald, constientizarea politicd si
restructurarea economica, situatia actuala a proliferarii si accelerarii

productiilor si practicilor culturii vizuale solicita o analiza critica si
reflexiva care ar putea oferi coordonatele unei reorientari a atitudinilor
si comportamentelor din perspectiva relationala a actiunii culturale.
Actionand ca o platforma-proiect, publicatia Vector> isi propune sa
redistribuie informatia relevanta, sa asigure schimbul cultural si sa
faciliteze posibilitatea efectuarii unei expertize culturale regionale.

Vector=> magazine is a publication for art and culture in context, that
mainly analyses the regional artistic and cultural situation of the South
East European countries, in the process of transition, and of the Middle
East region, subdued to the pressures of conflicts.

Related to the social re-articulation, political awareness and
economical re-structuration, the present situation of the proliferation
and acceleration of the visual culture's productions and practices
requires a critical and reflexive analysis which could offer the
coordinates of an attitudinal and behavioral re-orientation from the
relational perspective of the cultural action.

Acting as a project-platform, the Vector> publication intends to
redistribute the relevant information, to assure the cultural exchange
and to facilitate the possibility for carrying out a regional cultural
expertise.
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A biennial, an institution
and a changing context

Matei Bejenaru

Practical: Of Research: Theoretical:
The appearance of a local artistic scene in lasi was the result The exhibitional and A regional archive VAD The editing and publishing
of the opening of the postcommunist Romanian society during the '90s. educational program (Vector Art Data Bank) of Vector magazine
of Vector Gallery of art and culture in context
Preliminary information:
- cultural isolation,

- provincialism, The production of an identity-granting
- the lack of urban culture as the result of the low technical and industrial culture discourse is a difficult process which supposes
- the quasi-monopoly of the artists' unions founded during the communism, ideological clarifications and a reference to a
in order to ideologically control the artistic production global political context in which lasi, in the
- the traditionalistic educational system. next few years, can become a cultural centre
situated on the east border of the future
European Union, an interface towards the ex-

soviet space. The social critic (the project of
social culture cARTier) will be a defining
element for many artistic standpoints,
together with the effort of “translating and
adapting” of some global themes into local
language.

The Periferic Project

Initially conceptualized as a performance festival in lasi, in 2001 it
turned into a biennial of contemporary art, becoming “the engine” of
the emergence of an artistic scene in lasi. Starting from a festival of
art graduators in 1997, in only five years it became an international
artistic event, organized by Vector Association. Beginning with 2002,
the project tried to create an identity-granting discourse, which
should take into account the regional context.

www.periferic.org

Vector - Centre of Regional Artistic Expertise
The project analyzes the conditions of the contemporary artistic production, www.vector-cartier.ro
offering essential information upon the regional artistic scenes, and facilitating
the cooperation between artists, critics and institutions from the region.
The activity of our Centre is divided into three directions:

Matei Bejenaru is a visual artist, founder of Vector Association and director of Periferic Contemporary Art Biennial




Inventarea
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Vizuale

catalin gheorghe

Inventarea unui context
artistic si punerea sa in
relatie cu alte initiative
contextuale artistice,
tinand cont de mobilizarea
coordonatelor reevaluarii
contemporane a artei, a
pozitionarii publicului si a
constatarii starii actuale a
criticii de arta, constituie
pretextul unei analize
teoretice a conditiilor de
comunicare intre cultura
vizuala, arta
contemporana si diferitele
lor publicuri.

Catalin Gheorghe este critic de arta
si teoretician, doctorand in Estetica.

Tn prezent, sustine seminarii de

teoria criticii de arta la Universitatea

de Arte din lasi.

Cultura vizuala actualda ne contine si tinde sa ne modifice
comportamentele. Mediul nostru devine doar o imagine in ochii celorlalti, care ne
raspund, la randul lor, prin coduri vizuale. Imaginea unui context se compune
dintr-o multitudine de reprezentari, de la cele socio-politice la cele economice si
culturale, la care se adauga un complex de interese convertite in intentii de
comunicare. La modul general, formarea imaginii poate fi influentatd nu numai
de calitatea conceperii mesajelor mass media ori de modalitatea amenajarii
spatiilor de tranzit, daca ar fi sa configuram o axa interior/privat-
exterior/public, ci si de dinamica unei productii artistice, care ar dedubla
respectiva axa, comentand public informatia mediatizata in masa privata si
interiorizdnd mesajele vizuale din spatiul comun pentru a le reutiliza intr-un
regim deviat al comunicarii.

Arta contemporana si-a format o imagine deschisa oricarui tip de
interventie, prin opozitie cu definitiile traditionale si cu practicile specifice de
conservare a lor. Productiile si serviciile artistice contemporane devin material si
influx cultural la momentul in care orice imagine poate deveni moneda de schimb
intr-o tranzactie cu o miza dubla: influentarea comportamentului si mobilizarea
deciziilor. Desi cultura vizuald este atat baza de date cat si laboratorul unor
experimente declarate ale artei actuale, ramane inca deschisa dezbaterea cu
privire la izolarea ,elitista” a genului artistic contemporan, care s-ar deosebi de
orientarea ,,popularda” a tipului vizual de cultura. Cu toate acestea, e evidenta
dubla conditionare a discursului artei contemporane, atat in directia perceperii
sale ca ,ilustrare” cat si in aceea a intelegerii ei ca ,,analiza” a unor situatii-limita,
ceea ce ar implica asistarea si participarea ambelor tipuri de public.

Reflectarea asupra unui context implica un complex de modele decupate
din diferite proiecte strategice de mobilizare a resurselor si rearanjate in functie
de raspunsurile la activitatile de structurare si administrare a intentiilor
constructive. Identificarea datelor de fond, care ar putea fi analizate in vederea
unei cat mai eficiente amenajari si ilustrari a contextului, presupune o deschidere
cat mairiscanta, in genul prizei de idei aflate in proba.

Tn masura in care un context se construieste in functie de conceperea

artei contemporane ca mediu instrumental de regandire a evenimentelor sociale,
la nivelul carora sunt integrate mizele politice, fluctuatiile economice si proiectele
culturale, modalitatile de operare ale implementarii contextului respectiv devin
instabile.




Momentul reevaluarii se produce pe fondul unei crize a inadecvarii ofertei
culturale, ca act de analiza a vietii comune cotidiene, fata de observatiile si
reflectiile diferite ale celor ce nu sunt satisfacuti de circuitul inchis al stereotipurilor.
Reevaluarea artei, din perspectiva contemporana, presupune un efort de de-
definire si de restructurare a discursurilor elective, in functie de radicalitatea
vointei de schimbare a conditiilor de percepere si intrebuintare a mesajului social,
politic, juridic, economic, cultural si istoric, convertit artistic.

Preluarea mecanica a cliseelor culturale, nu atat din comoditate, ci mai
curand din pricina eficientei ideologiei, pune in dificultate procesul de asumare a
initierii reevaluarii, considerandu-l inoportun si relativ. Orice actiune de
reconfigurare contextualda a contactului cu intelegerea contemporana a artei
devine suspecta de circumstantialitate sau deviere de la regularitatea culturala. A
crea context pe linia promovarii si producerii artei contemporane inseamna a intra
n conflict cu traditia spiritualizarii ori hedonizarii artelor frumoase. Tnsa aceastd
situatie ar putea fi depasita in masura in care una dintre strategiile directoare ale
reinventarii contextului artistic ar fi formarea unui public.

Publicul incepe sa fie din ce in ce mai diversificat, in conditiile multiplicarii
mesajelor culturii vizuale. Cu toate acestea, unele mesaje speculeaza pasivitatea
spectatorilor, in timp ce altele dinamizeaza anumite segmente ale publicului,
insistand fie asupra exacerbarii individualismului, fie asupra experimentarii
interactivitatii. Nu se poate vorbi, insa, de o selectare specializata a publicului.

Apropierea publicului (de fapt, a publicurilor) fata de arta contemporana
pare a fi rezultatul tipurilor de mesaje venite dinspre cultura vizuala. Capacitatea
artei contemporane de a nara si a comenta evenimentele culturii vizuale faciliteaza
accesul publicului la solutiile contextualizarii. Aceasta solidaritate a intentiilor si
intereselor devine una dintre motivatiile stabile ale legitimarii proiectului de
contextualizare din perspectiva artelor vizuale contemporane.

Daca lucrarile de arta contemporana analizeaza si reexpun informatiile
elaborate in cadrul culturii vizuale, publicul ar trebui sa participe activ la
dezvoltarea contextului prin auto-formare, respectiv printr-o dispunere analitica si
critica fata de complexitatea informatiilor procesate. Planul de rezerva pentru
interpelarea unui anumit gen de public in vederea generarii/structurarii ori
intretinerii/administrarii unui context, care sa reimprospateze relatiile
comunitare, ar fi activarea unui nou concept de critica de arta.

Critica de arta traditionala privilegia componenta poetica, afectiva, a
comentariului, aceasta fiind secondata de analiza tehnica a operei. Critica
contemporana de arta ar putea fi mai curand o critica conceptuala, cerebrala, care
sa puna accent pe negocierea verdictelor cu privire la mesajele hermeneutice,
semiotice si culturale ale lucrarii de arta. Daca analiza interpretativa ar avea in
vedere instrumentalizarea subtilitatilor intelegerii, explicarii si aplicabilitatii
mesajului artistic, iar analiza semiotica ar viza situatia sintactica, semantica si
pragmatica a operei de arta, analiza culturala ar propune o abordare istorica,
sociala si politica a instantei artistice. Judecata care ar urma acestor analize ar
trebui, Insa, sa tina cont de o atitudine jurisprudentiala care s-ar exercita nu numai
din perspectiva apelului la ,memoria juridica” a comentarii artei, ci si din
perspectiva relevantei deciziei critice (a aprecierii consecintelor actului de
judecare) cu privire la reevaluarea comportamentului social, micropolitic si
macrocultural al publicului. Ra&mane ca ultimul act al conceptului contemporan de
critica, si anume teoretizarea, sub forma ei de subtitrare a practicii, sa contribuie

nu doar la elaborarea discursului de investire sau de reconfirmare a unui
context artistic, ci si la realizarea legaturilor strategice cu alte contexte care s-au
formatin functie de diferitele abordari ale artei.

Fiecare contextisi are publicul sau si necesita un input specific al criticii de
arta, ceea ce presupune un clivaj cultural care ar trebui abordat direct, printr-o
practica constructiva, accentuand asupra privilegiului intercontextualizarii.
Publicurile diferitelor contexte reactioneaza diferit la productiile artistice
specifice unui anume context sau altul. Tocmai de aceea, abia critica de arta ar
putea sa negocieze intelesurile diferite, contextualizand in acest fel mesajele
artistice cu profil de import-export.

Tn masura in care practicile artistice contemporane prelucreaza
informatiile complexe ale culturii vizuale, oferind atat posibilitatea confruntarii
lor cu datele contextuale cat si pe aceea a integrarii solutiilor vizuale in procesul
conceptualizarii problematicii regionale, schimburile de idei prin intermediul
instalatiilor ori interventiilor vizuale ar putea facilita cooperarea si colaborarea
intre diferite tipuri de proiecte.

Tntelegerea contemporand a artei, angajarea publicului In analiza
conditiilor de co-existenta si schimb cultural, la care se adauga constituirea
micro-politicd a unui nou concept de critica de arta, in vederea clarificarii
mesajelor interdisciplinare ale culturii vizuale, reprezinta o serie limitata de
coordonate pe care s-ar putea inscrie o discutie controlata asupra dezvoltarii si
inter-relationarii contextelor artistice. Aceasta ,,serie limitata” raméane, insa, o
provocare problematica care ar putea forta pretextul unei discutii aplicate
asupra directiilor de abordare a construirii prin influenta sau inventie si a
relationarii prin confluenta sau cooperare ale contextelor artistice.

Livia Tencariu &
Viad Morariu

collaborative curators

/ |

So, let's ask what should a context be?

Ccatalin Gheorghe - Staging
Idioms, documentar video / video
documentary, 2006, 54 min.



INVENTING AND

RELATING

ARTISTIC CONTEXTS
IN THE PRACTICE

OF

VISUAL CULTURE

Inventing an artistic context
and placing it in relation
with other contextual artistic
initiatives, taking into
account the mobilization of
the coordinates for the
contemporary re-evaluation
of art, of audience
positioning and of
ascertaining the present
state of art criticism,
constitute the pretext for a
theoretical analysis of the
communication conditions
between visual culture,
contemporary art and their
various audiences.

Catalin Gheorghe is an art critic and
theorist, a PhD student in Aesthetics.
Currently he teaches The Theory of Art
Criticism seminars at the Univiersity of
Artsin lasi.

CATALIN GHEORGHE

The present visual culture contains us and tends to modify our
behaviours. Our environment becomes just an image in the eyes of the others
who, in their turn, respond to us through visual codes. The image of a context
is made of a multitude of representations, from the social and political ones to
the economical and cultural ones, to which there is added a complex of
interests converted in communications intentions.

In general, the formation of image may be influenced not only by the
quality of the media messages' conception or by the manner in which the
transit spaces are set, if we were to configure an axis interior/private-
exterior/public, but also by the dynamic of the artistic production, which
would parallel that axis, commenting publicly the information disseminated in
the private mass and interiorising the visual messages in the common space
in order to reuse them in a deviated communication mode.

Contemporary art has shaped its own image, open to any type of
intervention, by opposition to the traditional definitions and to their specific
conservation practices. The contemporary artistic productions and services
become cultural material and influx at the moment when any image can
become currency in a transaction with double stake: influencing behaviour
and mobilizing decisions. Although visual culture is both the database and the
laboratory for declared experiments in today's art, the debate concerning the
“elitist” isolation of the contemporary artistic genre, which would be different

from the “popular” orientation of the visual-type culture, is still open.
Nevertheless, the double conditioning of the contemporary art discourse is
obvious, both in the direction of its perception as “illustration”, and in that of
its understanding as “analysis” of limit situations, which would involve the
presence and the participation of both types of public.

Reflection on a context involves a complex of models cut out from
various strategic projects of resource mobilisation, and rearranged
depending on the answers to the activities of structuring and managing the
constructive intentions. ldentifying the underlying data, which could be
analysed with a view to an as effective as possible arrangement and
illustration of context, presupposes an opening as hazardous as possible,
similar to the gathering of ideas now tested.

Inasmuch as a context is built depending on the conception about
contemporary art as instrumental environment for rethinking social events,
at whose level the political stakes, the economic fluctuations, and the cultural
projects are integrated, the ways to operate the implementation of that
particular context become unstable.

The moment of re-evaluation arrives on the backdrop of crisis of
inadequacy of the cultural offer, as an act of analysis of the common daily life,
to the different observations and reflections of those who are not satisfied by
the closed circuit of stereotypes. The re-evaluation of art, from a
contemporary perspective, presupposes an effort of un-defining and
restructuring the elective discourses depending on the radicalness of the will
to change the perception and usage conditions for the artistically converted
social, political, legislative, economic, cultural and historic message.

Mechanically adopting the cultural clichés, not so much because of
idleness as because of the effectiveness of the ideology, hinders the re-
evaluation initiation process, considering it as ill-timed and relative. Any
action of reconfiguring textually the contact with the contemporary
understanding of art becomes susceptible of circumstantiality or of deviation
from cultural regularity. To create context in the direction of promoting and
producing contemporary art means to enter a conflict with the tradition of
spiritualisation or hedonisation of the fine art. But this situation could be
overcome insofar as one of the directing strategies of reinventing artistic
context is forming a public.

The public is becoming more and more diversified in the conditions of
the multiplication of the visual culture messages. Nevertheless, some of the
messages speculate the passivity of the spectators, while others dynamise
certain segments of the audience, insisting either on the exacerbation of
individualism, or on experimenting interactivity. One cannot speak, though,
of a specialised audience selection.

The closeness of audience (in fact, of the audiences) to the
contemporary art seems to be the result of the types of messages coming
from the direction of the visual culture. The capacity of contemporary art to
narrate and to comment on the events of the visual culture facilitates the
audience's access to the solutions of contextualisation. This solidarity of
intentions and interests becomes one of the steady motivations for
legitimising the contextualisation project from the perspective of the
contemporary visual arts.

-You hLe e ﬁ'ldp. Now let's have a quick study.

Bogdan Teodorescu - Geographic Aerobics,
video, 18 min., 2005



Catalin Gheorghe - Staging lIdioms,
instalatie documentara / documentary
installation, Tn cadrul /in the frame of Private
Investigations, Stadtturmgalerie Insbruck, 2005

While the contemporary artwork analyses and re-states the information
elaborated in the visual culture, the audience should participate actively in the
development of context through self-formation, that is through an analytical and
critical positioning in relation to the complexity of the information processed. The
back-up plan for questioning a certain type of audience with the purpose of
generating/structuring or maintaining/managing a context, that would refresh the
community relationships, would be the activation of a new concept of art criticism.

Traditional art criticism used to privilege the poetic, affective component of
the commentary, the technical analysis of the work coming second. Contemporary
art criticism could sooner be a conceptual, cerebral criticism, stressing the
negotiation of verdicts concerning the hermeneutic, semiotic and cultural messages
of the artwork. While the interpretative analysis would have in mind the
instrumentalisation of the subtleties of the understanding, explanation and
applicability of the artistic message, and the semiotic analysis would focus on the
syntactic, semantic and pragmatic situation of the artwork, the cultural analysis
would intend a historical, social and political approach of the artistic instance. The
judgment that would follow these analyses should, however, take into account a
jurisprudential attitude that would be manifested not only form the perspective of
the appeal to the “juridical memory” of the art commentary, but also from the
perspective of the relevance of the critical decision (of appreciating the
consequences of the judgment act) concerning the re-evaluation of the social,
micropolitical, and macrocultural behaviour of the audience. All that remains is that
the last act of the contemporary concept of criticism, that is theorising, in its form as
subtitling of the practice, to contribute not only to the elaboration of the investment
or re-confirmation discourse of an artistic context, but also to the achievement of
the strategic links to other contexts, that formed depending on the various
approaches of art.

Each context has its own audience and it needs a specific input of the art
criticism, and this presupposes a cultural cleavage that would need to be
approached directly, through a constructive practice, stressing the privilege of
intercontextualisation. The audiences of the various contexts react differently to the
artistic productions specific to one context or another. This is why, only art criticism
could negotiate the various meanings, thus contextualising the artistic messages
that take on the import/export form.

Insofar as the contemporary artistic practices process the visual culture's
complex information, offering both the possibility of confronting them with the
contextual data and that of integrating the visual solutions in the process of
conceptualising the regional issues, the idea exchanges, by means of installations
or visual interventions, could facilitate the cooperation and collaboration between
various types of projects.

The contemporary understanding of art, the involvement of the audience in
analysing the conditions for coexistence and cultural exchange, to which there is
added the micropolitical construction of a new concept of art criticism with the
purpose of clarifying the interdisciplinary messages of the visual culture, represents
a limited series of coordinates in which a controlled discussion of the development
and inter-relation of artistic contexts can be structured. This "limited series"
remains however a problematic challenge that could force the pretext of a
discussion applied on the directions for approaching the construction by influence or
invention, and on the creation of relations by confluence or cooperation between
artistic contexts.

Translated by Sorana Lupu
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Catalin Gheorghe - Practicing Theory, carte postald / postcard, 2003




politica

unel

(re)prezentari

alina serban

“Aflat la marginea prapastiei,
spatiul artistic RO polarizeaza
Tntre interventionism si
izolationism. Contextul pe care si-
| creeaza, dar pe care nu-l asuma
decat partial, se zbate Tntre
cliseistica si dorinta de a-si
construi o identitate dinamica
printr-un raspuns dat prezentului,
si nu trecutului.”

* Alina Serban este critic de arta si
curator. Traieste si lucreaza in Bucuresti.

M-ar interesa mai putin sa revizitez in acest text polemica
nascuta in jurul discursului despre reprezentare, cat mai curand sa
sesizez o schimbare de pozitii: trecerea de la discursul despre
reprezentare la discursul despre politica reprezentarii; modificarea
interesului dinspre expozitia de arta per se inspre expozitie ca pol al
politicii unui context (referindu-ma nu la ce este (re)prezentat, cum si in
ce fel, ci de ce este (re)prezentat, ce institutie/tabara este implicata).

De aceea, ma opresc mai putin asupra a ceea ce contextul spune
si mai mult asupra a ceea ce contextul face, urmarind (re)prezentarea
tipului de practica curatoriala care exista pe scena RO. Teza de la care
pornesc este: investigarea in acest moment a contextului scenei RO
trebuie sa se reduca la manifestarea sau la expresia unui act de putere
venit din partea unei institutii/grup sau trebuie urmarita si reusita cu
care actul curatorial se integreaza unui proces social de modificare a
unor coordonate ale contextului?

Experienta acestor ani ne spune ca politica culturala a zonei de
arta contemporana s-a concentrat mai putin asupra construirii unui
context si a formarii unor retele dinamice de promovare a unei prezente
distincte a spatiului artistic RO atat pe plan local, cat si international, si
mai mult asupra unui mecanism de imitatie[1] si de retorica a aproprierii
unor modele. Cu alte cuvinte mai putina referinta la propria cultura, la
propriul sistem, mai putind re/decontextualizare a unor institutii,
network-uri, a unui mod de a gandi, de a face critica de arta. De aceea,

Cred ca practica curatoriala poate fi un barometru al contextului; poate fi un
indicator al corentei/lipsei de coerenta al acestuia, dar si al institutiilor care 1l
formeaza, al centrelor de putere, al intregului sistem cultural. Aflat la marginea
prapastiei, spatiul artistic RO polarizeaza intre interventionism si izolationism.
Contextul pe care si-I creeaza, dar pe care nu-l asuma decéat partial, se zbate
intre cliseistica (aici includ si adjectivul de balcanic[2]) si dorinta de a-si
construi o identitate dinamica printr-un raspuns dat prezentului, si nu
trecutului.

As duce insa putin mai departe ideea imitatiei, intelegand-o nu neaparat
in sensul de mimesis, ci in sensul unei dorinte de reformare, de a fi recunoscut
de celalalt si de a intra intr-un circuit ce presupune prezenta unor trasaturii
proprii contextului in care vrei sa fii acceptat. Exista si un risc al acestei operatii
de update sau upgrade: pentru a avea succes trebuie sa produci sistematic si in
exces 1n acea directie; si 0 consecinta imediata a acestui exces o reprezinta
procesul de retractare sau dezicere de contextul real. Revenind la imitatie
(mimicry), aceasta este un semn al unei reformari a spatiului cultural, dar si al
unei incercari de crea o constructie interna a contextului in spiritul unui model
exterior, ceea ce nu este neaparat un lucru gresit. Ceea ce poate produce acest
exces de updatare este capcana repetitei si a unei slabe reprezentarii, a unei
deziceri repetate de propriul contextin care functionezi.

“Ce ar trebui sa facem?”[3] este intrebarea pe care o lansez. O
intrebare, cred, legitima ce introduce in prim plan, reluand partial demonstratia
lui Jean-Luc Nancy, un lant intreg de intrebari-argument la care ar trebui sa
gasim un raspuns. Intrebarea poate parea banala, lipsitd de interes si de
justificare. Tnsa cred ca ea este cheia in a afla ce este oportun sau nu, ce tip de
actiune ar trebui desfasurata sau nu in sensul determinarii unei reprezentari
precise a cadrului in care ne miscam. “Ce este de facut?” in termenii lui Nancy
este echivalent cu a stii cum sa actionezi. A stii cum sa intervii si sa procedezi in
contextul RO, aflat Tn permanenta renegare, este un exercitiu util pe care ar
trebui sa-I invatam. Acest exercitiu adauga acea dimensiune critica necesara
construirii unui context, dar si acea transparenta a carei lipsa este resimtita.
Gasirea unui posibil raspuns ar constitui nu doar o sansa de atribuire de noi
coordonate contextului, dar si de a-i oferi o (re)prezentare.

Revenind la practica curatoriala si la integrarea ei in sistemul politicii
culturale prezente am revenit la articolul a lui Judit Angel din 2001[4]. Reluand
demonstratia din acest text si comparand-o cu situatia 2005 observ ca
problemele au ramas aceleasi. Aceeasi lupta de construire a unei strategii de
obtinere a unui mecanism bine reglat, aceeasi Incercare de creare a unor
potentiale retele care sa contrabalanseze institutiile publice, de sustinere a
sectorului alternativ[5], aceeasi slaba vizibilitate a scenei Ro in circuitele
internationale, exceptie facand anumite cazuri de artisti individuali. As cita n
acest cadru din textul lui Judit Angel din 2001: “Tn Romania, in mod paradoxal,
nucleele artei contemporane formeaza un sector alternativ nu fata de
mainstream, produs specific al ierarhiei de valori, ci tocmai fata de lipsa unei
scari normale de valori” (p. 38).

Departandu-ne de anul 2001 si revenind in anul 2005 as pune
urmatoarea intrebare: Putem sustine existenta in cadrul politicii curatoriale
romanesti contemporane a unui sistem de valori construit dupa criterii
profesionale? Urmarind harta ultimelor evenimente de pe scena RO, scenariul

Note:

[1] - Folosesc termenul de imitatie in
sensul descris de Homi Bhahba in
lucrarea sa The Location of Culture,
London, Routledge, 1994. Cred ca
anumite aspecte ale teoriei post-
colonialismului se justifica a fi
aplicate si explica Tn mare masura
cazul culturii artistice RO.

[2] - Relationat de ideea unei
anumite specificitati liminale a zonei
Balcanilor, in care intra si scena RO,
de jocul de a nu fi nici aici, nici acolo,
ci n doua locuri in acelasi timp.
Scena RO se supune acestei reguli-
practicand camuflarea se gaseste pe
un teren al mimarii unei pozitii,
nereusind sa o asume pana la capat.
Ea sufera, casi in cazul apartenentei
la Balcani, de un discurs “de
asemanare si diferenta in acelasi
timp”. Balkan as Metaphor. Between
Globalization and fragmentation,
Dusan |.Bjlec si Obrad Savic (ed.),
MIT Press Cambridge,
Massachusetts, London, UK, 2002

[3] - Jean-Luc Nancy, What is to be
done? in S.Sparks (ed.), Retreating
the political, London, Routledge,
1997, pp.157-158.

[4] - Judit Angel, Scena de arta RO,
in Balkon, nr.6, 2001, Cluj pp.38-39.

[5] - Ar trebui de mentionat poate
aici initiativele legislative ale lui
Cosmin Manolescu si cele ale
Asociatei Ecumest din Bucuresti.



Politicii (re)prezentarii pare destul de sumar si insuficient. Ce constatam? Daca
intelegem practica curatoriala ca o modalitate de interventie in context, atunci
apare cu adevarat un semn de intrebare. Una din cauzele acestei absente a
interventiei ar fi atat o slaba cartografiere si integere a propriului context de
catre “potentialul” curator si cat si unei proaste determinari a Tnsasi notiunii de
curator in spatiul romanesc.

Gustul catre un nominalism acut si catre o enclavizare a actului
curatorial si implicit a rezultatului (expozitia) isi simte prezenta. Cauzele sunt
multiple si complexe. Tn primul rand lipsa unei implicari a institutiilor statului in
sustinerea centrelor independente, renuntarea la un monopol asupra fondurilor,
inexistenta unei strategii reale care sa vina din partea institutiilor, dar si a ONG-
urilor. Rezultatul acestui derapaj avansat este aparitia unei boli o paranoia
culturala, care rezuma actul cultural la un act personal comutand implicit
discutia dintr-un plan in altul. De aceea initiativele independente care nu sunt
contaminate sunt izolate. Ce ar trebui sa facem? inca asteapta un raspuns.
Lipsa retelei de comunicare dintre diferitele centre, care sa stabileasca prioritati
si sa ofere solutii, naste, in final, o imposibilitate de a face distictie intre doua
tipuri de actiuni: cel de a identifica un context si cel de a-l justifica. De aceea,
debusolarea celor trei actori, artistul, curatorul si sistemul institutional, lasa pe
seama accidentului discursul productiei, (re)prezentarii si consumului de arta.

THE POLITICS

OF A

(RE)PRESENTATION

ALINA SERBAN

“On the edge of the abyss, the
Romanian artistic space polarises
between interventionism and
isolationism. The context it
creates, but does not assume
except partially, struggles
between clichéism and the
desire to create its own dynamic
identity through a reply directed
to the future and not to the past.”

Alina Serban is an art critic and curator,
living and working in Bucharest.

| am less interested in revisiting in this text the polemic arisen around
the discourse on representation, than to signal a change of position: the
shift from the discourse about representation towards the discourse about
the politics of representation; the shift of interest from the art exhibition per
se towards the exhibition as a pole for the politics of a context (discussing
not what is (re)presented, how and by what means, but why it is
(re)presented, which institution/side is involved). This is the reason why |
shall insist less on what the context says, and more on what the context
does, watching the (re)presentation of the type of curatorial practice that
exists on the Romanian scene. The thesis | start from is: does the
investigation at this moment of the Romanian scene context need to be
reduced to the manifestation or to the expression of a power act coming
from an institution/group? Or does the investigation need to follow as well
the success in integrating the curatorial act in a social process of
modification of some context coordinates?

The past years experience tells us that the cultural politics in the area
of contemporary art was focused less on building a context and on
structuring dynamic networks that would promote a distinct presence of the
Romanian artistic space both at local and international level, and more on a
mimicry[1] and model appropriation mechanism. In other words, there is
less reference to the own, specific, culture, less re/decontextualisation of
institutions, networks, manner of thinking and of doing art criticism. This is
the reason why | believe that the curatorial practice can be a barometer for
context; it can be an indicator of the coherence/lack of coherence both of the
context and of the institutions that make it up, of the power centres, of the
entire cultural system. On the edge of the abyss, the Romanian artistic
space polarises between interventionism and isolationism. The context it
creates, but does not assume except partially, struggles between clichéism
(I include here the adjective balkanic[2]) and the desire to create its own
dynamic identity through a reply directed to the future and not to the past.

I would however take the idea of mimicry a little further,
understanding it not necessarily as mimesis, but as a desire for reformation,
for being acknowledged by the other and for entering a circuit that
presupposes the presence of features specific to the context in which one



NOTES:

[1] - | use the term mimicry in
the sense described by Homi
Bhahba in the work The Location
of Culture, London, Routledge,
1994. | believe that some
aspects of the post-colonialism
theory are justly applied and
they explain to a great extent
the case of the Romanian artistic
culture.

[2] - Placed in relation by the
idea of a certain liminal
specificity of the Balkan area, in
which the Romanian scene is
also included, by the game of
being neither here, nor there,
but in both places at once. The
Romanian scene obeys this rule -
by practising camouflage, it lies
on a ground of mimicking a
position, not managing to
assume it to the end. It suffers,
in the same way as in the case
of its belonging to the Balkans,
of a discourse of "similarity and
difference at the same time".
Balkan as Metaphor. Between
Globalization and fragmentation.
Dusan I.Bjlec si Obrad Savic
(ed.), The MIT Press Cambridge,
Massachusetts, London, UK,
2002.

[3] - Jean-Luc Nancy, What is to
be done? in S.Sparks (ed.),
Retreating the political, London,
Routledge, 1997, pp. 157-158.

[4] - Judit Angel, Scena de arta
RO (The Romanian Art Scene), in
Balkon, no.6, 2001, Cluj pp. 38-
39.

[5] - We should perhaps mention
here the lawmaking initiatives of
Cosmin Manolescu and those of
the Ecumest Association in
Bucuresti.

wants to be accepted. There is also a risk in this update or upgrade operation: in
order to be successful, one must produce systematically and excessively in that
particular direction; and an immediate consequence of that excess is the process of
retracting or renouncing the real context. Coming back to mimicry, this is a sign of a
reformation of the cultural space, but also of an attempt to create an internal
construction of context in the spirit of an external model, which is not necessarily
wrong. What can produce this excess of updating is the trap of repetition and of a
weak representation, of a repeated renouncement of ones own context, the one in
which one works.

“What are we to do?”[3] is the question | raise. A legitimate question, |
believe, that introduces in the foreground, partially retracing Jean-Luc Nancy's
demonstration, an entire chain of questions-arguments to which we should find an
answer. The question may seem mundane, lacking interest and justification.
However, | believe that this is the key to finding out what is opportune and what isn't,
what kind of action should be undertaken or not in the direction of determining a
precise representation of the framework in which we move. “What are we to do?” is
equivalent in Nancy's terms with knowing how to act. To know how to intervene and
in what manner to act in the Romanian context, which is in a permanent state of
renouncement, is an useful exercise that we should all learn. This exercise adds that
particular critical dimension needed in order to build a context, but also that
particular transparency whose absence is felt. Finding a possible answer would be not
only a chance to give new coordinates to the context, but also to offer it
(re)presentation.

By returning to the curatorial practice and to its integration in the system of
cultural politics, | returned to Judit Angel's[4] article from 2001. When revising the
demonstration made in that text and comparing it to the 2005 situation, | notice that
the problems remain the same. The same struggle to build a strategy of obtaining a
well-tuned mechanism, the same attempt at creating potential formulas that would
counterbalance the public institutions, the support of the alternative sector[5], the
same weak visibility of the Romanian scene in the international circuits, with the
exception of a few cases of individual artists. | would like to quote here Judit Angel's
2001 text: “In Romania, paradoxically, the contemporary art nuclei form a sector that
is alternative not in relation to the mainstream, a product that is specific to the scale
of values, but precisely in relation to the absence of a normal scale of values” (p. 38).

However, can we declare the existence within the present cultural politics of
this value system structured according to professional criteria? If we consider the
map of the latest events on the Romanian scene, the scenario of the politics of
(re)presentation seems rather sketchy and insufficient. What do we see? If we
understand the curatorial practice as a way of intervening in the context, then we
really see a question mark taking shape. One of the causes for this absence would be
a poor mapping of the context and the preservation of the idea of artist-curator
(born, as the quoted text states, from a lack of context and representation and not,
as it is the case in the West, as resistance to a mechanism). The taste for an acute
nominalism and for an enclavisation of the curatorial act, and implicitly of the result
(the exhibition/show) makes its presence felt. The causes are multiple and complex.
First of all, the absence of involvement of the State institutions in supporting the
independent centres, in relinquishing the monopoly on finances, the lack of a real
strategy coming both from the institutions and from the NGO-s. The result of this
considerable derailment is the apparition of a disease a cultural paranoia, which
reduces the cultural act to a personal act, implicitly shifting the discussion from one
plane into another. Thus, the independent initiatives that aren't contaminated are
isolated. What are we to do? is still awaiting an answer. The lack of a communication
network among the various centres, that would establish priorities and provide
solutions, will give birth, in the end, to an impossibility to distinguish between two
types of action: identifying a context and justifying it. This is the reason why the
disorientation of the three actors, the artist, the curator and the institutional system,
leave the discourse of art production, (re)presentation and consumption in the hands
of the accident.

Translated by Sorana Lupu

placerea (con)textului

editura idea design&print si revista idea arta+societate

cristian nae

Un consistent program de
traduceri cu miza actuala,
dublat de publicarea autorilor
romani contemporani, descriu
pe scurt coordonatele
programului editorial.

Idea arta + societate a
devenit Tn scurt timp de la
aparitia sub aceeasta
titulatura (2003) o publicatie
care se recomanda singura,
nu din Tntamplare, unica in
Romania prin densitatea sa
conceptuala si pronuntatul
angajament critic.

Cristian Nae este doctorand in
Esteticd. Tn prezent sustine
seminariile de Estetica la
Universitateade Arte din lasi.

Nimic mai indepartat de viziunea alexandrina sau renascentista asupra
culturii ca imaginea societatii contemporane privita drept spatiu diferential de
pozitii, Tn care aparitiile editoriale devin parti ale unui proces de edificare lipsit de
recursul la asimilarea reflexiva a traditiei, precum si de un criteriu unic de
ierarhizare al valorilor. Tn locul unui corpus reperabil de carti care sa ofere teorii
structurate, intalnesti o masa de aparitii editoriale, respectiv o informatie
indistincta de filtrat si un proces subiacent de consum cultural lipsit de un centru
care sa-| directioneze si fragmentat in diverse directii de propagare. Inevitabila
prezenta a intereselor editorilor, ascunzand optiuni fundamental divergente fata
de valorile pe care le reprezinta insasi ideea de cultura precum si necesara
mediatizare a produsului, solicita acut o responsabilizare a consumului.

Ce si mai ales de ce sa mai citesti astazi? Cum sa te pozitionezi, prin
urmare, ca simplu lector, in schimbul de idei caracteristic acestei modernitati?

Un ideal ghid editorial al consumatorului actual de cultura ar trebui astfel
sa ia in calcul criterii eterogene si incomensurabile: interesele de lectura ale
cititorilor, nevoile de discurs existente si, mai ales, absenta unora simptom ce
reclama o interpretare a ratiunilor care perpetueaza aceasta absenta sau o
intretin. Tntalnim asadar, pe de o parte, edituri care structureaza campul cultural
in sfere de interes si lideri de atitudine, servind astfel si unei ierarhizari calitative a
discursului promovat. Pe de alta parte, edituri care se adreseaza unui consumator
specific, presupunand un lector ideal cultivat care isi auto-legitmeaza procesul
consumului personal prin ratiuni deopotriva etice si estetice, dar care isi concep,
cu toate acestea, programele editoriale conform unor firesti cerinte ale pietei.
Publicatiile stiintifice si supravietuirea literaturii de larg consum Tmpart astazi
granitele campului editorial romanesc sub forma unor prioritati.

Ramane, in consecinta, doar un spatiu firav pentru publicarea reflectiei
filosofice actuale orientate social si politic, care te determina sa te intrebi cum de
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mai este posibil ca formele de analiza critica a spatiului cultural (de la
discursul post-marxist, trecand prin mostenirea scolii de la Frankfurt, la
deconstructie si genealogie post-structuralista si gandire heideggeriana) sa isi
mai gaseasca loc in aceste conditii. RAmane si mai putin loc pentru cele care fsi
decupeaza din campul social zona, prin sine Tnsasi suficient de problematica, a
artei.

Editura Idea Design & Print nu reprezinta in acest context nici un model
de editura si nici un exemplu comod fata de care ar putea fi structurat spatiului
editorial roménesc, ci mai degraba o zona de discurs care, prin curajul optiunilor
sale publicistice, specifica o absenta din spatiul cultural local a carei importanta
ramane inca de evaluat. O editura care si-a castigat deja lectorii fideli tocmai
prin precisa sa delimitare ca tip de discurs promovat precum si prin calitatea
indiscutabila a acestuia, cel putin in spatiul care ii este rezervat, cel al teoriei
sociale si politice si al teoriei artei contemporane.

Un consistent program de traduceri cu miza actualda, dublat de
publicarea autorilor romani contemporani, descriu pe scurt coordonatele
programului editorial, in care criteriul de selectie aplicat textelor ramane,
alaturi de cel al urgentei temelor, cel al expresiei eseistice aflata, in raport cu
exigentele calitative, intre rigoarea gandului si relaxarea acestuia de canoanele
academice ale cercetarii.

Devenita, prin intermediul colectiei Balkon, probabil cea mai
importanta editura de teoria artei contemporane din spatiul publicistic
romanesc, ldea Design & Print a reusit astfel sa suplineasca o carenta a unei
culturi in formare: Thierry de Duve, Boris Groys, Hans Bohringer sau Marius
Babias reprezinta, printre autorii alesi de editura, tot atatea analize critic-lucide

indrazneata incercare de (re)definire a modernitatii din care acesta se
desprinde si pe care o modifica, comenteaza, disloca sau ironizeaza, manifestandu-
si propria identitate. Nu lipsesc nici abordarile unor medii specifice: Villem Flusser
care trateaza despre o fenomenologie a fotografiei sau, in aceeasi directie, celebra
,Camera luminoasa” a lui Roland Barthes.

Colectia Panoptikon descrie deja traiectoria unui set de traduceri reperabil
la o prima privire prin sintagma ,filosofie sociala si politica”: Peter Sloterdijk,
Jacques Derrida, Michel Foucault, Jean Baudrillard, Gilles Deleuze, Gerard Granel,
Jean-Luc Nancy, Jean-Francois Lyotard sau Paul Virilio sunt doar cateva dintre
numele care marturisesc o orientare filosofica axata pe o analiza a temelor
contemporane relevante pentru intelegerea critica a modernitatii.

Autorii romani sunt, de asemenea, prezenti: Ciprian Mihali, Aurel Codoban
si Bogdan Ghiu se integreaza firesc in sfera intepretarilor filosofice ale experientei
cotidiene si tehnologice printr-o fenomenologie/arheologie a ,,umanului”. Daca
colectia Panoptikon s-a impus in special prin alegerea unor repere ale filosofiei
europene actuale, autorii mentionati se identifica insa si prin caracterul deloc
cantonabil intr-o traditie filosofica a ideilor promovate, marturisind o miza
adiacenta care pare a le particulariza cu atat mai mult: cea a asumarii caracterului
viu al filosofiei marcand deopotriva sfarsitul sau ca disciplina scolastica si
transformarea sa practica. lar daca prin aceasta se vizeaza lamurirea unor situatii
actuale intelegerea experientelor contemporane ale individului atunci Panoptikon
iti ofera sansa de a stabili puncte de reper intre situatia corporalitatii, experienta
libertatii, conditia autorului sau deconstructia ideii de violenta ,date” ale conditiei
postmoderne. Posibilitatea ca acest discurs sa se adreseze unui public larg, datorita
gradului de generalitate al temelor abordate, ramine, totusi, un simplu deziderat
tocmai prin faptul ca presupune acceptarea prealabila a incercarii de redefinire a
modernitatii drept interes central al reflectiei filosofice. lar, prin aceasta, ea
presupune in fapt o tacita complicitate cu logica discursiva a autorilor.

Tn fine, aparutad prin extinderea fostei reviste de artd contemporana
Balkon, intr-un complex catalog ideatic cuprinzand eseuri de filosofie sociala si
teorie a artei, ldea arta + societate a devenit in scurt timp de la aparitia sub
aceeasta titulatura (2003) o publicatie care se recomanda singurd nu din
intdmplare, unica Tn Romania prin densitatea sa conceptuald si pronuntatul
angajament critic. Formatul discursiv inteligent il transforma intr-un echilbrat si
impartial cerber-bicefal al scenei artistice romanesti. Remarcabila intre sectiunile
revistei ramane si ,arhiva”, un consecvent program de traduceri (fragmentare) a
unor texte importante din critica si teoria artei, precum si ,insert-ul”, in general
constituit ca o prezentare de proiecte artistice ce contrapuncteaza propunerile
textuale, suscitand, de cele mai multe ori, interesul lectorilor orientati catre scena
artistica. Tematicile alese reusesc sa combine interesele consumatorilor de arta cu
nevoile teoretice ale consumatorilor de filosofie aplicata intr-o jonctiune al carei
grad de abstractizare si extensie contextuala reprezinta, poate, cele mai imporante
calitati ale revistei, insa pot deopotriva trece drept problematice, fragmentand nu
doar discursul ci si, implicit, grupurile de lectori-tinta.

Din nefericire pentru lectorul obligat sa-si aleaga propria forma de
participare la schimbul cultural, proiectul Idea nu ofera posibilitatea de a confunda
loisir-ul decéat cu responsabilitatea inerenta consumului de discurs critic inteligent.
Ceea ce presupune recunoasterea sa drept partener de dialog al contemporanilor. Si
mai ales, drept unul din jucatorii culturii postmoderne, pentru care cel putin
raspunsul (fundamental) la intrebarea ,,de ce lectura?” Tmi pare in cazul de fata
oferit de o idee a lui Barthes: placerea jocului textual, (in text siimpreuna cu acesta)
in perpetuaincercare de localizare a contextului.
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IDEA PUBLISHING HOUSE;
IDEA ART + SOCIETY MAGAZINE

CRISTIAN NAE

“A serious and well-selected
program of translations with
a contemporary stake,
accompanied by the
promotion of contemporary
Romanian writers could
briefly describe the editorial
program of Idea.

Idea Art + Society has
become a magazine that
recomands itself, not
accidentaly unique in
Romania due to its
conceptual density and its
marked critical engagement.”

Cristian Nae is a PhD candidate in
Aesthetics. Presently he is teaching
seminars in Aesthetics at the
University of Artsinlasi.

Nothing could be more remoted from the Alexandrine or Renaissant idea
of culture than the image of contemporary society viewed as the space of
differential positions, where the new editorial issues become parts of a process
of self-edification lacking both the legitimacy of the reflexive appropriation of
the tradition as well as a hierarhical criterion for ranking values. Instead of a
corpus of books offering structured theories, one encounters a mass of new
issues, that is, indistinct information to filter, and a subsequent process of
cultural consumption lacking a centre able to order it and fragmented into
various directions of flowing. The unavoidable presence of the editorial
interests, disguising radically divergent views on the value of the very idea of
culture, as well as the necessary publicity of the product, require the infliction of
an acute sense of responsable consumption.

What and mainly why to read? How and what attitude to assume as a
mere reader within the exchange of ideas typical for this modernity?

An ideal editorial user-guide of the actual consumer of culture should
thus take into account heterogenous and irreducible criteria: reader's interests,
the actual needs of a certain type of discourse and, especially, the absence of
several such necessities: a symptom that simultanously requires an
interpretation of the reasons that legitimate the preservation of such lack of
discourse. Consequently, there are publishing houses that structure the cultural
field in separate areas of interest and distinct attitudes, useful for a hierarchical
structuring of the discourse they promote in terms of value ranking. On the
other hand, there are publishers aiming to reach a specific target and though,
they concieve their marketing strategy according to the requirements of the
market, despite the fact that the former paradoxically suppose an ideally
informed reader that self-legitimates the private process of consumption on
both ethical and aesthetic reasons. The scientific issues and the survival of mass
literature share nowadays the borders of the publishing field as major priorities.

Consequently, there is little room left for publishing contemporary
socially and politically oriented philosophical thinking, that makes one wonder
how is it still possible for the critical analyses of the cultural field (ranging from
post-marxism and the legacy of the Frankfurt socio-critical theorists to post-
structuralist genealogy and deconstruction or heideggerian thinking) to find
their place in the above mentioned context. There is still less room left for those
theories focused on the artistic phenomenon, whose area of interest is, by itself,
problematical enough.

In this context, Idea publishing house does not represent neither a model
publishing house nor a facile exemple that could help in structuring the
Romanian editorial space. It rather points to a lack in the contemporary cultural
field that is specified precisely by the baldness of its choices to promote a
particular type of discourse, the importance of which is still open to
appreciation. A publishing house which has already gained its constant readers
by well-defining its attitude and preferences for a certain type of discourse, as
well as by the unquestionable quality of the promoted one, at least in the
cultural field involved - contemporary art theory and social and political
philosophy.

A serious and well-selected program of translations with a contemporary
stake, accompanied by the promotion of contemporary Romanian writers could
briefly describe the editorial program of Idea, for which the means of expression



seem to represent an important criterion for sorting out the texts to be
published, together with the actuality of the the topics. The privileged form remains
the essay, whose undeniable quality is obtained by the perfect equilibrium
beteween the academic requirements for a scientific research and an excellent
structure of thought.

Since it could already be regarded as one of the most important Romanian
publishing houses in the field of contemporary art theory (due to the collection
Balkon), Idea succeeded in supplying a natural need for a continuously develloping
culture: Thierry de Duve, Boris Groys, Hans Bohringer or Marius Babias represent,
among the selected authors, marks of reasonable analyses of the current artistic

context, analyses that also remain remarkable by their baldness in attempting to

redefine modernity. A modernity which is carried on by this theoretical practices
modifying, commenting, dislocating or ironizing it, despite the unquestionable
necessity of this strategy. Balkon also includes analyses of several specific media,
such as Vilem Flusser's proposal for a phenomenology of photography or,
concerning the same medium, Roland Barthes's well-known “chambre claire”.
Panoptikon collection already draws the map of a set of translations easy to
characterize at first glance as “social and political philosophy”: Peter Sloterdijk,
Jacques Derrida, Michel Foucault, Jean Baudrillard, Gilles Deleuze, Gerard Granel,
Jean-Luc Nancy, Jean-Francois Lyotard or Paul Virilio are just few of the names that

testify a philosophical orientation focused on analysing leading
contemporary topics. Romanian authors are as well present: Ciprian Mihali, Aurel
Codoban, and Bogdan Ghiu naturally fit within the topic of philosophical readings
of everyday life and techological experiences by tracing a
phenomenology/archaeology of the “human”. If Panoptikon succeeded to come
into focus especially by choosing landmarks of contemporary European
philosophy, the above-mentioned authors can also be identified by their peculiar
type of discourse, unconfinable within any philosophical tradition. A feature
which testifies an additional intention defining its discourse: the assumption of
the living character of philosophy as reflection marking both its end as a
scholastic science and its practical reconfiguration. If this change also attempts
to clarify certain present situations (in other words, aiming at the understanding
of the contemporary experiences of the individual), then Pantoptikon offers the
possibility of finding trademarks that help one find a sense of direction among the
current condition of the corporality, the experience of freedom, the condition of
the author, the idea of difference, the phenomenology of daily time or the
deconstruction of the idea of violence “data” of the postmodern condition.
However, the presumption that this discourse could reach a large audience, due
to the high level of generality of the approached themes, remains a mere
desideratum, since it supposes the previous acceptance of the attempt to
redefine modernity as the central interest of philosphical reflection. Thus, it
actually supposes a tacit complicity with the discoursive logic of the authors.

Finally, created by extending the former contemporary art magazine
Balkon into a complex catalogue of ideas, comprising social philosophy, art
theory and criticism, Idea Art + Society has become, soon after aquiring this new
identity, (2003) a magazine that recomands itself, not accidentaly unique in
Romania due to its conceptual density and its marked critical engagement. Its
intelligent discoursive format makes it an well-balanced and unabiased
bicephalous Cerberus of the Romanian artistic scene. Among the sections of the
magazine, there are also noteworthy the “archive”, a steady program of
(fragmentary) translations focused on important texts of art criticism and theory,
as well as the “insert”, generally concieved as a presentation of artistic projects
that counterpoints the textual proposals, which often arise the interest of the
artistic-oriented group of readers. The chosen topics succeed in combining the
interests of art consumers with the theoretical needs of the consumers of applied
philosophy within a single discourse whose high level of abstraction and the wide
contextual coverage might be regarded as one of the main virtues of the
magazine, but they could also turn out to be highly questionable, since it breaks
not only the discourse but also the groups of targeted readers..

Unfortunately for the reader compelled to choose its own form of
participation to the cultural exchange of ideas, the project ldea offers the
possibility of confusing loisir with nothing but the responsibility implied by the
consumption of intelligent critical discourse. This supposes one's
acknowledgement as the dialogue partner of his contemporary authors. And,
especially, as one of the players of the postmodern culture, for whom at least the
answer to the essential question “why reading?” seems to be offered by one of
Barthes's ideas: the pleasure of the textual game, (within the text and together
with it) in the ceaseless attempt of locating the context.

Translated by Cristian Nae



Dan Acostioaei - Logos, desene pe computer / computer drawings, cutii luminoase / light boxes, 70cm x 70cm x 20cm, 2004

Anii '90 si inceputul anilor 2000 au fost jalonati de teritorializarea economica si religioasa in contextul vidat de valori al societatii
romanesti. A predica, a (re)invata si a (re)converti au fost deopotriva preceptele strategiilor misionariste ale consumismului si ale
bisericii. Complexele economice si cele spirituale au confirmat ca nicicand principiul emulatiei dintre imagine si obiect.

Proiectul Logos incearca sa surprinda confuzia din zona de intersectie a teritoriilor mentale marcate aproape in totalitate de
relativizarea si comodificarea intimitatii si vietii private.

Dan Acostioaei

The '90s and the turning point of the millennium were marked by the economical and religious territorialization in the value voided
context of the Romanian society. To preach, to learn (again), and to (re)convert were the precepts for both the missional strategies of
consummerism and church. As never before, the economical and spiritual complexes confirmed the principle of emulation between
the image and the object.

The Logos project tries to grasp the confusion found at the crossing point of the mental territories, almost totally marked by the
relativization and commodification of the intimacy and the private life.

Dan Acostioaei



Ciprian Muresan - Sfarsitul cincinalului / The End
of the Five Year,
sculpture, mixed technique,
Protokoll Gallery, Cluj, 2004

Tn 2001 Maurizio Cattelan (Italia) a participat la
cea de-a 49-a a Bienalei de la Venetia cu o lucrare
intitulata ,La Nona Ora”, care il prezenta pe Papa
loan Paul al Il-lea prabusit sub greutatea unui
meteorit. Artistul a raspuns interpretarilor care
vedeau in acest proiect un atac personal ca, de
fapt, el a intentionat sa puna in discutie relatia cu
autoritatea patriarhala privita din doua puncte de
vedere care se intersecteaza: autoritatea tutelara
manifestata in relatia personala cu tatal sau si
autoritatea sacerdotala a Papei.

Ciprian Muresan repeta gestul artistului italian
inlocuind personajul cu Patriarhul Bisericii
Ortodoxe Romane. Facand acest lucru, el Tsi
asuma miza si riscul lucrarii lui Catellan, de
aceasta data Tn context crestin-ortodox,
provocand o discutie ce are ca subiect autoritatea
laica si auto-reprezentarea culturald locald. Tn
mod similar, Muresan nu creaza un atac personal.
Mai degraba, lucrarea sa releva dorinta eliberarii
discursului artistic contemporan. Rezultatul
reprezinta validarea unei lucrari artistice ce nu
sprijina referinta la o personalitate-institutie.

Attila Tordai-S.

In 2001 Maurizio Cattelan (lItaly) participated to
Venice Biennale, 49th edition with a work entitled
"La Nona Ora" which portrayed Pope John Paul 11
collapsed under the weight of a meteorite. To
interpretations that saw the project as a personal
attack the artist responded that in fact he meant
to bring into debate the relationship with the
patriarchal authority regarded from two points of
view that intersect: the tutelary authority
manifested in his personal relation with his father
and the sacerdotal authority of the Pope.

Ciprian Muresan repeats the Italian artist's
gesture replacing the character with the
Romanian Orthodox Patriarch. In doing so he
undertakes the bid and the "risk™ of Cattelan's
work this time within Christian Orthodox context
spurring a discussion about laity authority and
domestic cultural self representation. Similarly,
Muresan is not creating a personal attack. Rather
his work reveals the desire for the liberation of
the contemporary artistic discourse. The result is
the validation of an artwork notwithstanding the
reference to a personality-institution.

Attila Tordai-S.




schitd introductiva a T 1 3\
conditiei si contextului artei recente din serbia

“In general, fara initiative ale noilor
artisti, fara noi locatii temporare Si
fara a obtine mijloace alternative
pentru a finanta proiectele artistice,
scena Serbiei raméne confuza intre
incercarile de a crea o atmosfera
critica autentica si incercarile de a
atrage atentia, piata si investitiile
internationale.

Procesul de conectare la reteaua
internationala a inceput deja, iar
multe initiative fie au avut succes,
fie au esuat.”

Branislav Dimitrijevic¢ este istoric de arta si
curator care traieste si lucreaza la Belgrad.

Dincolo de valoarea sa simbolica generald, inceputul
secolului XXI a fost marcat de un eveniment politic crucial:
rasturnarea regimului MiloSevic¢, in octombrie 2000. Dincolo
de un entuziasm initial cu privire la semnificatia unui
eveniment care a marcat sfirsitul unuia dintre cele mai
rusinoase episoade din istoria Serbiei, ramane de vazut daca
acesta, intr-adevar, a marcat o schimbare n intregul spectru
politic si social al Serbiei. Pentru viitorii istorici, evenimentele
din Octombrie 2000 vor reprezenta punctul de cotitura potrivit
pentru a marca simbolic Tncheierea unei decade dramatice a
istoriei europene. La o prima privire, anii '90 in Serbia pot fi
foarte usor conturati: au Tnceput cu izbucnirea razboiului in
1991 si s-au sfirsit cu o revolta populara, bine organizata,
impotriva lui MiloSevic¢ si a aparatului sau de stat. Marea
majoritate a sarbilor vorbesc despre ,cei 10 ani sub
MiloSevic”, ceea ce Tnseamna ca, uneori Tn mod necugetat,
iar alteori Tn mod voluntar, trec cu vederea perioada cruciala
care a inceput in 1987, cand MiloSevic€ a preluat puterea in
cadrul ierarhiei Partidului Comunist din Serbia, redenumit din
acel moment, Partidul Socialist din Serbia (PSS), si care s-a
incheiat in 1990 cand MiloSevi¢, destul de sovaielnic, a
convenit sa introduca un nou sistem politic format din mai
multe partide. Motivele pentru care, in ,limbajul nostru
colocvial”, primii trei ani din mandatul lui MiloSevi¢ au fost
dati uitarii, sunt numeroase. Unul este pur si simplu de natura
numerica (intotdeauna este mai convenabil sa divizam un
context istoric In decade, adica, e mai simplu sa spunem ,10
ani sub MiloSevi¢” decat, 13 ani sub MiloSevic”), dar exista si
motive mai profunde. Este pur si simplu vorba despre faptul
ca marea majoritate a séarbilor au sustinut, initial, politica
nationalista si expansionista ce a dus la izbucnirea
razboiului, chiar daca unii suporteri ai lui MiloSevi¢ au
devenit, mai tarziu, adica n timpul anilor '90, adversarii sai
inversunati. Sfarsitul anilor '80 este perioada care arata ca
problemele Serbiei nu suntin mod necesar legate de Tnsasi
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persoana conducatorului infam, ci sunt inradacinate adanc in relatiile si
n aspiratiile nesolutionate pe care opinia publica inca se mai sprijina.

Serbia a intrat acum intr-o perioada de tranzitie sinuoasa, dar pasul
fundamental spre un nou viitor va cere analizarea trecutului, si Tn mod deosebit,
punerea problemei responsabilitatii pentru diferite evenimente, de la
atrocitatile de razboi si pana la coruptia endemicd. Tn aceste circumstante,
responsabilitatea pentru politica culturala pare a fi problema cea mai putin
importanta, dar, daca ne gandim ca rolul semnificativ-crucial pe care
structurarea identitatii culturale nationale I|-a avut asupra dezvoltarii
nationalismului sarbesc, care a provocat atitudinea agresiva Tmpotriva
comunitatilor vecine, utilizarea culturii, din punct de vedere politic, pare sa fi
fost un truc ideologic foarte complex.

Institutii culturale

Sa luam drept exemplu cea mai importanta institutie culturala in
contextul artei moderne si contemporane din Serbia, adica Muzeul de Arta
Contemporana din Belgrad. Cum s-a intdmplat si cu alte institutii nationale, in
momentul punctului culminant al politicii razboiului lui MiloSevi¢, ignorandu-se
complet opinia comunitatii profesionale si academice, directorul Muzeului,
Zoran Gavri¢, a fost inlocuit in modul cel mai brutal de un nou numit al
guvernului, pictorul Radislav Trkulja. Aceasta numire politica din 1993 a
provocat o serie de proteste pasnice urmate de represalii Tmpotriva
profesionistilor muzeului care 1si exprimau liber opiniile, si care fie au fost siliti
sa demisioneze fie au fost concediati de noul director si board-ul acestuia. Unul
din cei mai tineri curatori ai muzeului, Dejan Sretenovi¢, un posibil varf de lance
pentru proiectele dinamice si progresiste ale muzeului, a fost silit sa
demisioneze, pentru ca un an mai tarziu sa devina primul director al unei
organizatii non-guvernamentale, Centrul de Arta Contemporana.

Aceastd institutie a preluat multe din obligatiile institutiei nationale
(documentare exhaustiva, contacte cu scena artistica internationald,
coordonarea participarii artistilor sarbi la evenimente ce aveau loc in
strainatate, proiecte educationale si editoriale, etc.). Un alt curator activ, Jovan
Despotovic, a fost supus unei proceduri judecatoresti timp de un an, dupa ce si-
a pierdut slujba de la Muzeu. A devenit unul din cei mai sinceri oponenti ai lui
Trkulja si a reusit aduca in atentia opiniei publice evenimentele care aveau loc in
Muzeu.

Totusi, asa cum este destul de usor sa-l aratam cu degetul pe MiloSevic
ca fiind unicul vinovat pentru crimele de razboi si pentru politica dusa in general
in decursul anilor '90, este la fel de simplu sa-I condamnam doar pe Trkulja
pentru managementul defectuos si lipsa standardelor profesionale care au
caracterizat munca din Muzeu in acea perioada. Mai intai de toate, decizia
cruciala in privinta managementul ideologic al Muzeului a stat in miinile unui
board compus din multi dintre ideologii cu putere de influenta ai nationalismului
de extrema dreapta, iar unii dintre ei, cum ar fi Drago$ Kalaji¢, si-a exprimat
nedisimulat preferintele pentru doctrinele fasciste. Initial, intre 1993-1994,
Muzeul era conceput ca fiind o platforma importanta pentru tentativa de acrea o
imagine ,,corespunzatoare” politicii expansioniste sarbesti.

Este important sa aruncam o privire asupra unui exemplu de practica
artistica ce a avut pretentia de a deveni arta oficiala a erei MiloSevic, dar

niciodata reusind pe deplin sa-si atinga scopul. Este tipul de practica ce
a provocat amuzamentul impotent al artistilor profesionisti datorita utilizarii
brute a referintelor (mituri istorice, simboluri religioase, motive folclorice, etc),
dar si pentru anti-internationalismul ostentativ. Punctul culminant al acestui
curent artistic, sau momentul in care politica timpului a dictat ca institutiile
majore sa expuna numai astfel de reprezentari artistice, a fost expozitia
Balkanski isto¢nici (in traducere aproximativa: ,,Sursele balcanice”) care a fost
gazduita de Muzeul de Arta Contemporana, Tn 1994. Curatorul expozitiei era
seful ideologiei culturale de extrema dreapta, Dragos Kalaji¢. Strategia lui a fost
simpla: sa creeze o perspectiva istorica a artei sarbesti din secolul XX, care saisi
defineasca identitatea fara a face referire la naratiunile moderniste si
internationaliste.

Tn afard de munca ideologicéa a Board-ului, care a renuntat la strategia
lui initiala In a doua jumatate a anilor '90, cand intregul sistem se confrunta cu
numeroase fracturi de structura, incat era posibil sa fie mentinut doar prin
utilizarea puterii absolute, decaderea Muzeului, in ceea ce priveste misiunea si
programele sale, a fost cauzata de strategia angajatilor de a nu deveni vizibili
sau de a nu atrage atentia si de noua practica artistica care a pus sub semnul
intrebarii status-quo-ul institutional si politic. Muzeul s-a transformat intr-o
fortareata de inadecvare artistica si curatoriala, fiind pe deplin inchis oricarei
colaborari cu dezvoltarea scenei artistice independente. Ar fi fost destul de greu
pentru un director numit pe post din motive politice, fara experienta in istoria
artei sau in muzeologie, sa mentina acest status-quo daca nu ar fi existat
atmosfera generala de mediocritate si rezistenta la inovatie, caracteristica
multor institutii culturale oficiale.

Scena artistica noninstitutionala

Se poate argumenta ca era MiloSevi¢ a fost, Tn mod paradoxal, destul
de importanta pentru dezvoltarea scenei artistice non-institutionale in Serbia.
De asemenea, s-ar putea argumenta ca toata productia artistica relevanta din
timpul anilor '90 a fost non-institutionald. Prin sprijinul financiar al Fundatiei
Soros, Centrul de Arta Contemporana (infiintat Tn 1994) a reusit sa stranga
fonduri pentru producerea si promovarea artei, dar, din pacate, a ramas singura
sursa de sprijin direct. Cu exceptia incercarii Centrului de a aduna, a documenta
si a promova diverse proiecte artistice, care erau in totalitate In opozitie cu
tratamentul institutional, financiar si politic dominant al artei contemporane,
mai existau si alte organizatii non-guvernamentale care s-au alaturat incercarii
de acrea o scena artistica dinamica.

Pe primul loc se aflau, printre altele, activitatile desfasurate la Cinema
Rex si coordonate de Darka Radosavljevi¢, care mai tarziu a fondat galeria
Remont; de asemenea Centrul pentru Decontaminare Culturala, ca si unele
institutii municipale, care au reusit sa mentina programe dinamice, in ciuda
obstacolelor politice, cum ar fi Casa Tineretului (Dom Ombladine) din Belgrad.
Existau artisti profesionisti activi si in alte orase sarbesti care pastrau scenele
artistice in viata, in imprejurari destul de dificile: in Novi Sad, Pan¢evo, Cacak, si
cel mai important, Vrac, unde Zivko si Nada Grozdanié¢ au organizat prima
Bienala a Tinerilor Artisti din Serbia (1994), care a devenit de atunci cel mai
important punct de intalnire pentru artistii tineriin devenire.

Tncercarile de a sprijini scena artistica erau facute de diferiti critici de



[1] - Dejan Sretenovi¢, Art in a closed
society, In Art in Yugoslavia 1992-
1995, Centre for Contemporary Art
and Radio B92, Belgrade, 1996.

artd care nu numai ca scriau despre evenimente artistice, dar
participau si la stabilirea de noi platforme pentru promovarea noilor abordari
artistice (reviste, conferinte, ziare). Trebuie mentionate lucrarile criticilor si
curatorilor care si-au format atitudinile interpretative Tnainte de anii '90, Tn anii
'60 si '70 (cel mai important fiind Jerko Denegri) sau, la inceputul anilor ‘80 (de
exemplu Lidija Merenik). Influenta crescanda de pe scena a fost determinata si
de lucrarile scriitorilor si curatorilor inclinati spre teorie, din preajma Centrului
pentru Arta Contemporana (Dejan Sretenovi¢, Branislava Andjelkovi¢,
Branislav Dimitrijevi¢) impreuna cu scriitori care nu scriau de obicei sau in mod
deosebit despre arta contemporana, dar care au dezvoltat o structura teoretica
puternica pentru punerea in discutie a multor aspecte ale culturii vizuale
(Branimir Stojanovi¢, Marina Marti¢, Jovan Ceki¢ impreuna cu cel mai prolific
teoretician al artei Misko Suvakovié¢). Cand se discutd promovarea scenei
artistice "alternative”, lucrarile lui Darka Radosavljevi¢ trebuie sa nu fie uitate,
dar, in plus, spre sfarsitul anilor '90 au aparut alti critici care au avut un impact
semnificativ Tn interpretarea noilor curente artistice: Jasmina Cubrilo, Stevan
Vukovi¢, Zoran Eri¢ si altii. De la infiintarea unui proiect educational
independent, Scoala pentru Istoria si Teoria Imaginilor, chiar si scriitorii mai
tineri au avut posibilitatea sa ia parte la cererea crescanda de a folosi experienta
anilor '90 pentru a infiinta o platforma mai coerenta care sa reprezinte
vitalitatea comunitatii artistice sarbesti de la inceputul secolului XXI. O realizare
notabila Tn aceasta privinta a fost Bienala Tinerilor Artisti din 2004, si, in
general, lucrarile scriitorilor si curatorilor tineri ca Jelena Vesi¢, SiniSa Mitrovic,
Vladimir Tupanjac, Ana Nikitovi¢ si Svebor Midzi¢ care este directorul actual al
Centrului pentru Arta Contemporana.

Conditiile politice din anii '90 au cauzat o polarizare radicala a scenei
artistice. Pe de o parte era arta oficiala, promovata de institutiile oficiale (cu
exceptia Muzeului de Arta Contemporana, Muzeul National a jucat un rol
deosebit In promovarea artei contemporane care era atat pe placul cerintelor
ideologice cat si pe cel al burgheziei mediocre) impreuna cu piata artistica
subdezvoltata care se axa pe vizibilitatea mediatizata a anumitor “genii” cu o
personalitate artistica strict academica si anti-avangardista. Pe de alta parte,
exista o comunitate artistica diversa si eterogena care, vrand nevrand, si-a pus
eticheta de “alternativa”. Cand scrie despre caracterul alternativ al artei
produse in prima jumatate a anilor '90, Dejan Sretenovi¢ subliniaza faptul ca
termenul “alternativ” nu este folosit cu tenta politica sau discursiva:

“In schimb, se referd la dezvoltarea retelelor alternative de

comunicare si activitate, dar si la stabilirea de coduri si structuri

semantice alternative dinafara sistemului de cultura atrofiat si
mpovarat din punct de vedere ideologic. Atat natura escapista cat si
cea partizana a acestor activitati sugereaza ca ceea ce avem aici este
mai degraba o comunitate artistica decat o scena, de vreme ce scena

este creatia sistemului artistic, a reprezentarii ei institutionale si a

evaluarii ei critice, In timp ce comunitatea este un fel de asociatie

informala si nefortata care tinteste la asigurarea supravietuirii.

Pierzand o veriga a sistemul artistic european, ca de altfel si sprijinul

institutiilor guvernamentale, comunitatea artistica iugoslava

manifesta simptomele sindromului “Robinson Crusoe”, al singuratatii
si izolarii care, drept conditie esentiala pentru supravietuire, solicita

infiintarea unui nou context sub forma structurilor alternative.”[ 1]

Din tabara "alternativa” faceau parte artistii generatiei conceptualiste
din anii ‘70, precum RaSa Todosijevi¢, NeSa Paripovi¢, Era Milivojevi¢, dar si
Predrag NeSkovi¢, Bora lljovski si altii, care aveau deja o reputatie considerabila
si un palmares de lucrari artistice cu influenta, inca de la sfarsitul anilor '60. De
asemenea, in grupurile alternative erau numerosi artistii care isi incepusera
carierain anii ‘80 si care, in fata multor obstacole, si-au mentinut prezenta chiar
si In institutile academice: Mrdjan Baji¢, Marija Dragojlovi¢, Zdravko
Joksimovi¢ si altii. Ceea ce toti aveau in comun era simtul general al opozitiei
fata de politica dominanta si fata de structura politica, si un simt al slabiciunii si
al incapacitatii de a-si gasi pozitia pe care o meritau pe scena locala si
internationald. Alti artisti, care si-au afirmat perspectivele alternative intr-un
mod mai riguros si cu implicatii politice, au ocupat acelasi spatiu neoficial si
lucrul acesta nu a creat doar un simt pozitiv al comunitatii, ci si un simt confuz al
consensului asupra pozitionarii strategiei “celeilalte Serbia”, asa cum aceasta
alternativa era identificata in alte domenii. Existau artistii alternativi “originali”
ca de pilda Sasa Markovi¢ Microbe, impreuna cu grupul Led Art, si mai tarziu cu
persoane din jurul productiei video Low-Fi, dar si cu unii tineri artisti care
foloseau tehnologia noua drept mediu si mijloc de comunicare artistica; ei s-au
regasit intr-un spatiu supraaglomerat de artisti care mai degraba ar fi
reinventat notiunea de scena artistica oficiala decat sa se focalizeze asupra
modelelor noi de interventie artistica si a strategiilor de expunere.

Destul de curios, desi eticheta de “alternativ” a avut conotatie politica
si a fost folosita pentru a izola toate proiectele artistice ambitioase, nu multi
artisti au facut referire in lucrarile lor la aceasta situatie politica, preferand sa se
retraga si sa apeleze la tactici escapiste pentru a-si pastra intacte autonomia si
demnitatea artistica. Oricum, Tn multe proiecte importante, aceasta strucutra
ideologica a fost provocata in cel mai viguros mod.

Artistii

Unul din aceste proiecte a avut ca fundament identificarea totala cu
munca alternativa, deschisa, de colaborare, desfasurata si in alte spatii decat
cel al galeriei, sianume cu comunitatea mai larga, non-artistica, ce a construit o
platforma comuna pentru edificarea societatii civile in Serbia. A fost munca
grupului artistic Skart care folosea diferite medii, de la actiuni in strada,
interventii, performance-uri si design grafic (sau mai degraba, anti-design), nu
doar pentru a crea o identitate vizuala pentru diferiti activisti politici (cei mai
multi legati de Radio B92 si alte centre de rezistenta civica si miscare pacifista)
dar si pentru alte activitati umane marginalizate si respinse, care isi pierdusera
vocea publica (de la cluburi pentru pensionari la alpinisti si vanzatori
independenti de ziare)[2]. Proiectele lor pareau a fi, n acelasi timp, tragice si
comice, propunand interventii asupra spatiilor micro-sociale, spatii dincolo de
reprezentatiile vizibile ale vietii publice. Tn special, in a doua jumatate a anilor
'90, au produs un gen de farse low-tech audio-vizuale care au provocat
conceptul pasiv al trairii unei ,,vieti normale” in cadrul unui mediul social ostil
care a produs dezorientare, saracire si rusine.

Artistul cu cea mai consistenta conceptie anti-institutionala, ale carui
proiecte s-au concentrat asupra conditiilor ideologice care sub-intind viata
publica in Serbia contemporana (si cu o rezonanta globald), dar fara a se
identifica cu un artist politic, este in mod sigur RaSa Todosijevi¢. Lucrarile sale,
in special seria de instalatii, obiecte si desene adunate sub titlul Gott liebt die

[2] - Skart inseamn& a arunca la
gunoi sau a respinge, iar intreaga
semnificatie a cuvantului poate fi
gasitd in orientarea catre practici
umane Tndepdrtate sau respinse, care
re-apar subit. Pentru o mai profunda
documentare in tema, vezi B.
Dimitrijevic, The Aesthetic of Critical
Modesty, Siski-The Nordic Art Review,
X111, no. 3-4, 1998, pp. 89-91.



[3] - Pentru lecturi suplimentare, vezi:
D. Sretenovic, Rasa Todosijevic,
Geopoetika, Belgrad, 2002.

[4] - Pentru lecturi suplimentare, vezi
catalogul Milica Tomic (Galerie im
Taxispalais, Innsbruck + Kunstahalle,
Wien, 1999) cu texte scrise de
Branimir Stojanovic, Silvia Eiblamayr,
Branislava Andjelkovic, Branislav
Dimitrievic.

[5] - Vezi B. Dimitrijevic, This is
contemporary Art!:Turbo-folk and its
radical potential, in M.Grznic (ed), The
Real, the Desperate, the Absolute,
Galerija sodobne umetnosti, Celje,
Graz, 2001, pp.55-64.

[6] - Vezi Jesa Denegri, The context
of Mirjana Djorjevic's Art, in Mirjana
Djordjevic 89-01, Publikum, Belgrad,
2001.

[7] - Pentru lecturi suplimentare, vezi
B. Dimitrijevic, Trans-/ Trance, or,
Journeys by Intensity, in Zoran
Naskovski: Last Exit, Publikum,
Belgrad, 1997.

[8] - Pentru lecturi suplimentare, vezi:
Stefan Vukovic, Personal Experiment
in Art, in Uros Djuric, Works 1989-
1997, Samizdat, Belgrad, 1998.

[9] - vezi: Association Apsolutno, The
Semiotics of Confusion, in Stephen
Kovats (ed), Ost-West Internet/Media
Revolution, Bauhaus Edition 6,
Frankfurt/New Zork, 1999, pp. 242-
255.

[10] - Vezi cartile/monografiile a
catorva din acesti artisti: Nesa
Paripovic - Autoportet, Prometej, Novi
Sad, 1996 (text de Misko Suvakovic);
Era Milivojevic, Geopoetika, Belgrade,
2001 (text de Jovan Cekic);

Zdravko Joksimovic - Sculptures
1990-1998, Beograd, 1999 (text de B.
Dimitrijevic); Mrdjan Bajic and
Branka Arsic, Dictionary, Dental,
Beograd, 1995.

Serben (Dumnezeu ii iubeste pe sarbi), infatiseaza cu ironie un anume
surplus de ideologie n limbajul comun al identificarii zilnice cu anumite
obiective si coordonate politice. De la inceputul anilor '70, Todosijevi¢ a ramas o
puternica voce artistica, provocand pasivitatea comunitatii artistice  si
impasibilitatea institutiilor conservatoare.[3]

Tn a doua jumatate a anilor '90, un alt artist a chestionat ambianta
sociala regresiva, de neatins, a productiei culturale. Milica Tomig¢, intr-o serie de
instalatii video (incepand cu XY Ungeldst, 1997), performance-uri si lucrari
fotografice, a explorat notiunea de trauma reprimata total in societatea
sarbeasca, care incerca sa nu se asocieze pe sine cu vreunul din sensurile
responsabilitatii personale si colective pentru proiectele politice si crimele
brutale care au dat forma identitatii comunitatii intregi[4]. Ea a respins
optiunea detasarii si a non-angajarii artistice prin mentinerea unei integritati
care a aratat ca artele vizuale sunt acolo unde un continut traumatizant ar putea
deveni vizibil, obiect al cercetarii teoretice, un obiect pierdut si gasit care a
determinat multiple repercusiuni asupra societatii ca intreg si in special asupra
procesului analizei culturale. Mai recent, ea a examinat anumite fenomene
culturale care au creat o logica culturala in timpul perioadei MiloSevi¢, cum este
fenomenul ,turbo-folk” care serveste acum ca si ,,cal de bataie” cultural, pentru
simtul de dezorientare creativ a scenei culturale ,inalte”.[5]

Ar fi extrem de greu sa mentionez toate proiectele artistice care au
avut influenta in Serbia anilor '90, dar este important sa le punctez mai ales pe
cele care au fost puse in practica cu cea mai mare rigoare artistica. La inceputul
anilor '90 Mirijana Djordjevic era cea care a evadat, impreuna cu lvan lli¢, din
expresionismul si quasi-misticismul anilor '80, producand obiecte impersonale,
non-emotionale, industrializate, care faceau legatura, intr-un mod frapant, cu
problemele politice si de gen[6]. Doar o data cu proiectele meticuloase ale lui
Zoran Naskovski a atins arta sarba a anilor '90 punctul in care a putut renegocia
cu cea mai radicala traditie a modernismului pictural, si, n acelasi timp, a
dobandit privirea observatoare, sensibila atat la reprezentarile ideologice cat si
la practicile cotidiene micro-utopice[7]. UroS Djuri€¢ a combinat referintele la
pictura suprematista cu iconografia belgradeana din underground, si a produs,
de curand, proiecte ,relationiste” care exploreaza discursurile populiste ce
domina domeniul culturii.[8]

Unul din cele mai consistente proiecte a fost cel intitulat 1996-2000 al
asociatiei artistice Apsolutno din Novi Sad, o prezentare multimedia ce combina
polemici teoretice asupra globalizarii media[9]. Ar trebui mentionati, de
asemenea, multi alti artisti care au avut un impact puternic prin mentinerea
celor mai inalte standarde de creatie artistica in ciuda obstacolelor financiare si
sociale, artisti diferiti precum NeSa Paripovi¢, Era Milivojevi¢, Predrag NeSkovic,
Zdravko Joksimovi¢, Mrdjan Bajic, Nina Koci¢, Talent, Vesna Pavlovic, pRT,
Zoran Todorovi¢, Dejan Andjelkovi¢, Jelica Radovanovi¢, si multi altii.[10]

Pentru scena artistica de astazi, artistii mai tineri care se bazeaza pe
mediul traditional al picturii reprezintd ceva neobisnuit. Tn acest context,
picturile Biljanei Djurdjevi¢ sunt, intr-adevar, neobisnuite. Imaginile lui
Djurdjevi¢ despre agresivitatea cinica, masculinitatea amenintatoare, insotite
de catre cele mai interesante trimiteri la istoria artei, au deschis un spatiu
pentru vizualizarea aspectelor ascunse ale traumei sociale din aceasta
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societate. Picturile ei nu au in mod fatis o tenta politica, dar arunca o lumina
asupra problemelor sociale si politice. Aceste picturi infatiseaza esenta i XXI,




[11] - Vezi: Suzana Milevska,
Spectacle of Invisible, NU - Nordic
Art Review, vol. LIl No. 5, 2001.

Biljana Djurdjevi¢ - Ultimele zile ale
lui Mos Créciun / The last Days of
Santa Claus, 2001, picturd / painting,
176x200cm

agresivitatii, nu prin manifestarile sale violente, ci prin ferma sa
pozitionare ideologica si sexuala. Biljana Djurdjevi¢ poate fi inteleasa ca fiind
cineva care zugraveste sfera sociala insasi, nu in mod direct, ci exhiband
fanteziile unui cosmar produs in stare de constienta, fundalul psihologic din care
acestea isi au originea, si, In acelasi timp, o societate salbatic distrusa si profund

vinovata. De asemenea, la inceputul secolului XXI, scena artistica a fost si mai

mult dinamizatd, o data cu aparitia unei generatii noi de artisti tineri, asa cum

sunt Vladimir Nikoli¢, Zsolt Kovacs, Nikoleta Markovi¢, Vera Ve¢anski, Miodrag
Krkobabi¢, Ivan Grubanov, Ivan Petrovi¢, Sinisa lli¢ si altii. Un loc special 1l ocupa
Tanja Ostojic, cel mai “nomadic” artist sarb, care, prin proiectele sale relationiste
si comunicationale, creaza un impact important in diferite contexte artistice
europene.[11]

Mentionand doar cateva nume ale unor artisti care au facut sa vibreze
comunitatea artistica din Serbia, s-ar parea ca anii '90 nu au fost atat de ostili
artei asa cum se sustine de obicei. Cu toate acestea, asa cum am subliniat,
aceasta productie artistica importanta nu a fost sprijinita institutional, iar
lucrarile au fost greu de prezentat in alte locuri decat in galerii mici sau in spatii
alternative. Si mai paradoxal, multi din acesti artisti au fost mult mai vizibili pe
scena internationala decat pe cea locald, care a produs un impuls spre
urgentarea regandirii tratamentului institutional al artei in aceasta tara, dupa
caderea regimului MiloSevic¢. Revitalizarea Muzeului de Arta Contemporana este
in plina desfasurare si, ca prim moment al acestui proces, in
Octombrie/Noiembrie 2001 a fost organizata expozitia Konverzacija, ca prim
eveniment international de arta contemporana din Serbia dupa cele organizate la

mijlocul anilor '80. Au fost invitati artisti locali care nu au avut sansa,
de-a lungul celor zece ani ce au precedat acest eveniment, sa expuna intr-un
spatiu destinat Tn mod oficial artei, dar si acei artisti internationali proeminenti
cu care am mentinut o forma de dialog, profesional si artistic, in timpul a zece
anide traumasiizolare.[12]

Perspective

Tn primul rand, din cauza lipsei oricarui sprijin financiar, dar si din
cauza unui anumit simt al inertiei prezent printre tinerii artisti, dezvoltarea
completa a scenei care va produce atitudini artistice mai ambitioase si mai
radicale nu a fost atinsa inca. Cred ca motivul crucial sta in increderea constanta
in deja existentele institutii si locatii. Tn afard de programul destul de dens al
Muzeului de Arta Contemporana, care joaca atit rolul unui muzeu (cu re-
evaluari istorice) cat si al unei ,Kunsthalle”[13], alte galerii au continuat cu
obisnuitele lor programe lipsite de ambitie si de o calitate mediocra. Centrul
Cultural Studentesc din Belgrad (crucial pentru anii *70 si ‘80) inca functioneaza
ca punct de intalnire a generatiilor tinere de artisti, dar ramane de vazut daca
aceasta generatie va scoate productia artistica din tiparele existente.
Initiativele noi sunt foarte rare si marea majoritate sunt legate de arta care se
bazeaza pe media, acolo unde cel mai important rol a fost jucat de noul centru
media KUDA.ORG din Novi Sad. Tn afara acestor dou& orase, mai sunt doar
cateva despre care putem vorbi despre participare in domeniul artelor: VrSac,
Pangevo, Cacak, Kraljevo si Sabac meritd si fie mentionate. De asemenea,
avand in vedere initiativele personale, exista doar o singura galerie in Belgrad
care are un program consistent si consecvent, Galeria Zvono.

Tn general, fara initiative ale noilor artisti, fara noi locatii temporare si
fara a obtine mijloace alternative pentru a finanta proiectele artistice, scena
Serbiei raméane confuza intre incercarile de a crea o atmosfera critica autentica
si incercarile de a atrage atentia, piata si investitiile internationale. Aceasta
situatie poate fi ilustrata de atitudinile artistilor fata de moda ,,evenimentelor
balcanice” care au creat o atmosfera depresiva, respectiv o ruptura intre artistii
recunoscuti pe plan international, care sunt de obicei acuzati, pe nedrept, ca i
lingusesc pe promotoriide artei occidentale; si cei care, In loc sa apeleze la
propriile pareri critice pentru a crea o alternativa la ermetismul sistemului
(academia de arte - expozitii personale intr-o galerie de arta - recunoasterea de
catre un scriitor consacrat - participarea la o expozitie internationala - o posibila
cariera internationala regasirea intr-unul din marile centre europene de arta),
arata o lipsa a gandirii creative care ar putea sa creeze o diferenta la nivel local
stabilind, de asemenea, legaturi alternative la nivel international. Sunt cateva
exemple, in special printre studentii de la arhitectura, care prezinta noi
modalitati de conectare, de evadare din aceasta inertie.

Procesul de conectare la reteaua internationala a inceput deja, iar
multe initiative fie au avut succes fie au esuat. Tnsa principiul conectarii in
regiunea noastra trebuie sa se schimbe. Trebuie sa se schimbe din ,ne
conectam pentru ca exista finantatori din vest care vor ca noi sa actionam asa”
in ,adoptam principii fundamentale (etice si ideologice) care leaga si
destabilizeaza n acelasi timp conceptul unei Europe contemporane, dar ne
facem treaba noastra!” Asadar, trebuie sa avem in vedere faptul ca regiunea
noastra nu inseamna doar Zagreb, Bucuresti, Belgrad ori Sofia, ci si Glasgow,
Cairo, Belfast, Yerevan, Rotterdam, Cape Town, Helsinki, si cine stie unde in alta
parte.

[12] - Konverzacija, Museum of
Contemporary Art / Centre for
Contemporary art, Belgrad, 2001.
(Texte de Andjelkovic, Dimitrijevic
and Sretenovic). Pe langa artistii
sarbi, au participat: Huseyin
Alptekin, Luchezar Boyadziev, Phil
Collins, Roza el Hassan, Yuri
Leiderman, Marko Kovacic, Dan
Perjovschi, Anri Sala, Jayce
Salloum, Tomo Savic Gecan si altii.

[13] - Sala destinata expozitiilor
artistice (germ.) (n. Trad.)

Vladimir Nikoli¢ - Ritm / Rhythm,
instalatie video / video installation, 2001
Co-productie / Co-production:

Remont & Dom Omlandine
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“In general, without new artists’

initiatives, new temporary
venues and without achieving

alternative means to fund artistic

projects and more aggressive
presence in the social sphere,
the scene in Serbia remains
confused between attempts to
create authentic critical
atmosphere and attempts to
attract international attention,
market, money.

The process of networking has
already started, and many
initiatives already either
succeeded or failed.”

Branislav Dimitrijevi€ is an art historian
and curator who lives and works in
Belgrade.

Apart from its more general symbolic weight, the turn of the Century in
Serbia was marked by one crucial political event: the overthrow of Milosevic's
regime in October 2000. Apart from an initial enthusiasm about the
significance of an event that marked the end of one of the most shameful
episodes in Serbian history, it remains to be seen whether it really marked a
change in the whole social and political spectrum of Serbia. The events of
October 2000 will be a convenient turning point for future historians to
symbolically conclude one dramatic decade of European history. At a first
glance the 90s in Serbia can be very easily outlined: they began with the full
outbreak of war in 1991, and they ended with a popular, but well organised,
uprising against Milosevi¢ and his state apparatus. Most people in Serbia talk
about the “10 years of Milosevi¢'s rule”, which means that, sometimes
inadvertently and sometimes conveniently, they overlook the most crucial
period starting in 1987, when Milosevi¢ took power within the ranks of the
Communist Party of Serbia, since then renamed the Socialist Party of Serbia
(SPS), and finishing when Milosevi¢, rather reluctantly, agreed to introduce
some form of multi-party’ political system in 1990. There are many reasons
why in our “colloquial language” the three first years of Milosevic's rule got
swallowed. One is simply numerical (it is always convenient to make
divisions of decades when we discuss some specific historical contexts, i.e. it
is easier to say “10 years of Milosevi¢” then “13 years of Milosevi¢”) but some
others are more profound. It is simply the case that the great majority of the
inhabitants of Serbia had initially supported the nationalist and expansionist
policies that led to war, although some of Milosevi¢'s supporters later became
outspoken opponents during the 90s. The end of the 80s is the period that
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shows that problems in Serbian society are not necessarily linked to the
very persona of its infamous leader, but that they are more deeply rooted in the
unresolved relationships and aspirations that still underpin public opinion.

Serbia has now entered a convoluted period of transition, but a
fundamental step towards a new future will require analysing the past, and
especially posing the question of responsibility for various events, ranging from
war atrocities to endemic corruption. In these circumstances, responsibility for
cultural policy seems the least important issue, but if we bear in mind the
crucially significant role the structuring of national cultural identity had on the
development of the Serbian nationalism that provoked the aggressive attitude
towards the surrounding communities, the political use of culture appears to
have been a very complex ideological ploy.

Cultural Institutions

Let us take the example of the most important national institution in the
context of modern and contemporary art in Serbia, the Museum of
Contemporary Art in Belgrade. As happened with other national institutions, at
the height of Milosevi¢'s war mongering policy, in complete disregard of the
opinion of the professional and academic community, the Museum director,
Zoran Gavri¢, was replaced in the most brutal manner by a new government
appointee, the painter Radislav Trkulja. This political appointment in 1993
provoked a series of peaceful protests followed by a backlash against the most
outspoken professionals in the museum, who were forced to resign or were
sacked by the new director and his Board. One of the youngest of the museum'’s
curators, Dejan Sretenovic¢, a potentially pivotal influence on the more dynamic
and forward-looking projects in the museum, was forced to resign and was, a
year later, to become the first director of one Non-governmental organization,
the Centre for Contemporary Art.

CCAB took over many of the obligations of the national institution
(comprehensive documentation, contacts on the international art scene,
coordination of the participation of Serbian artists abroad, educational and
publishing projects, etc.). Another active curator, Jovan Despotovi¢, was
subjected to a year long court procedure after he lost his job in the Museum. He
has become one of the most outspoken opponents of Trkulja, and has managed
to bring the events in the museum to public attention.

However, just as it is easy to point a finger at Milosevi¢ as the sole culprit
for war crimes and Serbian policy in the 90s in general, it is also simplistic to
blame solely the director, Trkulja, for the mismanagement and total lack of
professional standards that characterised the work of the Museum in that
period. First of all, the crucial ideological management of the Museum was in the
hands of a Board consisting of many of the influential ideologists of Serbian
right-wing nationalism, and some of them, like Drago$ Kalaji¢, openly held
fascist sympathies. Initially, in 1993-94, the Museum was conceived of as a
significant platform for an attempt to create an “appropriate” cultural image for
Serbian political expansionism.

It is important to take a look at an example of artistic practice which had
pretensions to become the official art of the MiloSevi¢ era, but never fully
succeeded in achieving that. This is the practice that usually caused impotent
laughter among the art professionals by its crude use of references (historical
myths, religious symbols, folk motifs, etc) as well as for its blatant anti-

internationalism. The peak of that trend in art, or the moment when
politics dictated that major institutions displayed only this art, was the
exhibition Balkanski isto¢nici (something like: The Balkan Sources) held in the
Museum of Contemporary Artin 1994.

The exhibition was curated by the chief right-wing cultural ideologist,
Drago$ Kalaji¢. His strategy was simple: to create a historical perspective of
Serbian art in the 20" Century that defined its identity without reference to
modernist and internationalist narratives.

Apart from the ideological work of the Board that gave up its initial grand
strategy in the second half of the 90s, when the whole system showed so many
structural cracks that it became impossible to maintain it except by the use of
sheer power, the downfall of the Museum, in terms of its basic tasks and
programs, was caused by the strategy of keeping a low profile adopted by the
employees, and by new art practice that questioned the institutional and
political status quo. The museum became a fortress of artistic and curatorial
inadequacy, and entirely closed to any collaboration with the growing
independent art scene. It would have been difficult for a politically appointed
director, without any background in art history or museology, to maintain this
status quo if it had not been for the general atmosphere of mediocrity and
resistance to innovation that was characteristic of so many official cultural
institutions.

The non-institutional art scene

It might be argued that the MiloSevi¢ period was, paradoxically, quite
important for the development of the non-institutional art scene in Serbia. It
could also be argued that all relevant art production during the 90s in Serbia
was non-institutional. Through the financial support of the Soros Foundation,
the Centre for Contemporary Art (established in 1994) managed to secure
some funding for artistic production and promotion, but it remained the only
source of direct support. Apart from the Centre's attempt to gather, document
and promote diverse artistic projects that were all in opposition to the dominant
political, financial and institutional treatment of contemporary art, there were
other non-governmental organizations that had jointly created a vibrant art
scene.

First among many were the activities of Cinema Rex coordinated by
Darka Radosavljevi¢ who later established the Remont gallery; also the Centre
for Cultural Decontamination, as well as some municipal institutions that
managed to maintain dynamic programs in spite of the political obstacles, such
as Youth House (Dom Omladine) in Belgrade. There were active art
professionals in other Serbian cities that kept the art scenes there alive in very
difficult circumstances: in Novi Sad, Pancevo, Cacak, and most notably VrSac
where Zivko and Nada Grozdani¢ organized the first Biennial of Young Artists in
Serbia (in 1994) which has since become the most important gathering point for
young and emerging artists.
Attempts to support the art scene were also made by various art critics who not
only wrote on artistic events but also took part in establishing new platforms for
promoting new artistic approaches (magazines, conferences, newspapers).
One must mention the work of the critics and curators who had formed their
interpretatory attitudes before the 90s, in the 60s and 70s (most notably Jerko
Denegri) or in the early 80s (e.g. Lidija Merenik). The growing influence on the



[1] - Dejan Sretenovi¢, “Art in a
closed society”, in Art in Yugoslavia
1992-1995, Centre for Contemporary
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scene had the work of more theoretically inclined writers and curators around
the Centre for Contemporary Art (Dejan Sretenovi¢, Branislava Andjelkovic,
Branislav Dimitrijevic) together with writers who did not write regularly or solely
on contemporary art but had developed a strong theoretical framework for
discussing many aspects of visual culture (Branimir Stojanovi¢, Marina Martic,
Jovan Ceki¢, along with the most prolific art theorist Misko Suvakovi¢). When
discussing the promotion of an “alternative” art scene, the work of Darka
Radoslavljevi¢ must be indispensable, but in addition, towards the end of the 90s
some other critics emerged to make a significant impact on the interpretation of
recent art trends: Jasmina Cubrilo, Stevan Vukovi¢, Zoran Eri¢ and others. Since
the establishment of an independent educational project, the School for History
and Theory of Images, even younger writers have got an opportunity to take part
in the growing demand to use the experience of the 90s to establish a more
coherent platform that represents the vitality of the Serbian art community at
the turn of the century. A particularly notable outcome of this was the Biennial of
Young artists in 2004, and in general the work of young writers and curators like
Jelena Vesic¢, SiniSa Mitrovi¢, Vladimir Tupanjac, Ana Nikitovi¢ and Svebor Midzi¢
who is the present director of the Centre for Contemporary Art.

The political conditions in the 90s caused a radical polarization of the art
scene. On the one hand there was main-stream art, promoted by official
institutions (apart from the Museum of Contemporary Art, the National Museum
also played an unlikely role in promoting contemporary art that suited both the
ideological demand and mediocre bourgeois tastes) along with the
underdeveloped art market that relied on the media visibility of certain
“geniuses” of strictly academic and anti-avantgarde artistic personality. On the
other hand there was a diverse and heterogeneous art community that, willingly
or not, took the label of the “alternative”. When writing about the alternative
character of art produced in the first half of the 90s, Dejan Sretenovi¢ stresses
that the term “alternative” is not used in a discursive or political sense:

“Instead, it refers to the development of alternative networks of
communication and activity, as well as to the establishment of
alternative codes and semantic structures outside the atrophied and
ideologically burdened system of culture. Both the escapist and
partisan natures of these activities suggest that what we have here is an
artistic community rather then a scene, since a scene is a creature of
the art system and its institutional representation and critical
evaluation, while a community is a kind of unforced and informal
association aimed at ensuring one's survival. Having lost a link to the
European art system as well as the support of government institutions,
the Yugoslav artistic community shows the signs of the “Robinson
Crusoe syndrome” of loneliness and isolation which, as an essential
condition of survival, calls for the establishment of a new context in the
form of alternative structures.”[1]

In the “alternative” camp stood the artists of the conceptualist generation of
the 1970s like RaSa Todosijevi¢, NeSa Paripovi¢, Era Milivojevi¢, as well as
Predrag NesSkovi¢, Bora lljovski and others who already had a considerable
reputation and a track record of producing influential works of art since the late
60s. Also numbered in the alternative group were artists who had founded their
careers in the 80s and had, in the face of many obstacles, maintained their

presence even in academic institutions: Mrdjan Baji¢, Marija Dragojlovic,
Zdravko Joksimovi¢ and others. What they all had in common was the general
sense of opposition to the dominant political and cultural framework, and a
sense of impoverishment and inability to find the position they deserved on the
local and international scene. Some other artists who asserted their alternative
perspective in a more rigorous and political way occupied the same non-official
space, and this not only created a positive sense of community, but also a
confusing sense of consensus upon the strategic positioning of “other Serbia”,
as this alternative in other fields was identified. There were “genuinely”
alternative artists such as Sasa Markovi¢ - Microbe, together with the collective
Led Art, and later people around the Low-Fi video production as well as some
younger artists using new technology as an artistic medium and means of
communication, who found themselves in an area overcrowded by artists that
rather wished to reinvent the notion of the main-stream art scene than to focus
upon new models of artistic interventions and strategies of display.

Curiously enough, although the label of “alternative” had a political
connotation, and was used to isolate all conceptually ambitious art projects, not
many artists addressed this political situation in their work, preferring
withdrawal and more escapist tactics to preserve their artistic dignity and
autonomy. However, in many important projects this structurally ideological
framework was challenged in the most vigorous way.

The artists

One of these projects had as its foundation a full identification with
alternative, non-gallery, open and collaborative work, i.e. with the wider non-
artistic community that has built a joint platform for establishing civil society in
Serbia. It was the work of the artistic collective Skart that used different media,
ranging from street actions, interventions, performances, graphic design (or
rather anti-design), not just to create a visual identity for different politically
activist endeavours (mostly related to Radio B92 and other centres of civic
resistance and peace movement) but also for other marginalized and rejected
human activities that had lost any public voice (ranging from pensioners' clubs
to mountain climbers and independent newspaper sellers)[2]. Their projects
appeared both as tragic and comic and they proposed interventions upon micro-
social spaces, spaces beyond visible representations of public life. Especially, in
the second half of the 90s they produced a genre of low-tech audio-visual farces
that challenged the passive concept of living a “normal life” within an ultimately
hostile social environment that produced disorientation, impoverishment and
shame.

The artist with the most consistent anti-establishment “drive”, whose
projects have focused upon the ideological conditions underlying public life in
contemporary Serbia (and with global resonance), but without having himself
identified as a political artist, is most definitely RaSa Todosijevi¢. His work, and
especially the series of installations, objects and drawings under the joint title
Gott liebt die Serben (God loves the Serbs), displays and mocks a certain
surplus of ideology in the common language of everyday identification with
certain political aims and schemes. Since the early 70s, Todosijevi¢ has
remained an unsilenced artistic voice challenging the passive art community
and immovably conservative institutions.[3]

[2] - Skart means scraps or rejects,
and the full meaning of the word may
be traced in the orientation towards
discarded and rejected human
practices suddenly reappearing. For
further reading see: B. Dimitrijevic,
The Aesthetic of Critical Modesty,
Siksi - The Nordic Art Review, XIII,
no. 3-4, 1998, pp. 89-91.

[3] - For further reading see: D.
Sretenovic, Rasa Todosijevic,
Geopoetika, Belgrade, 2002.
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Zoran Naskovski - A cincea dimensiune sau Buné dimineata domnule Courbet /
The Fifth Dimension or Good Morning Mr. Courbet, 1998, cibachrome, 50x74cm

In the second half of the 90s, another artist questioned the untouchably
regressive social ambience of cultural production. Milica Tomi¢, in a series of
video installations (starting with XY Ungel6st, 1997), performances and
photographic works, explored the very notion of trauma totally repressed in a
Serbian society that tried to disassociate itself from any sense of collective and
personal responsibility for the political projects and brutal crimes that had
shaped the identity of the whole community[4]. She has rejected the option of
detachment and artistic disengagement by maintaining an integrity that
showed that visual art was where a
traumatic content could become
visible, and an object of a theoretical
inquiry, a lost-and-found object that
had many repercussions on the whole
of society and especially on the
process of cultural analysis. More
recently, she has examined certain
cultural phenomena that created a
cultural logic during MiloSevic's
period, like the phenomenon of
“turbo-folk” that is now serving as a
cultural scapegoat for the sense of
creative disorientation of the “high”
cultural scene.[5]

It would be extremely difficult to
mention all the influential art projects
in Serbia during the 1990s, but it is
especially important to mark those
that have been carried out with the
greatest artistic rigour. At the
beginning of the 90s, it was Mirjana Djordjevi¢ who, together with Ivan lli¢,
broke away from the expressionism and quasi-mysticism of the 80s and
produced impersonal, industrialized and unemotional objects that related in a
striking way to political and gender issues[6]. It is with the meticulous works by
Zoran Naskovski that the Serbian art of the 90s achieved a re-negotiation with
the most radical tradition of pictorial modernism, and also an observant eye,
sensitive both to ideological representations and to micro-utopian everyday
practices[7]. Uro$ Djuri¢ combined references to Suprematist painting with
Belgrade underground iconography, and has more recently produced
“relationist” projects exploring populist discourses that dominate the cultural
field.[8]

One of the most consistent projects was 1996-2000 by the artistic
association Apsolutno from Novi Sad, a multimedia presentation combining a
theoretical polemic on media globalisation[9]. One should also mention many
other artists that made a strong impact by maintaining the highest standards of
artistic creation in spite of the financial and social obstacles, artists as diverse as
NesSa Paripovi¢, Era Milivojevi¢, Predrag Neskovi¢, Zdravko Joksimovi¢, Mrdjan
Bajic, Nina Koci¢, Talent, Vesna Pavlovi¢, pRT, Zoran Todorovi¢, Dejan

Andjelkovi¢, Jelica Radovanovi¢, and many others.[10]

Younger artists who rely on the traditional medium of painting represent

Milica Tomi¢ - xy ungelost, 1996-1997,
video instalatie /video installation

[4] - For further reading see the catalogue
Milica Tomic (Galerie im Taxispalais,
Innsbruck + Kunsthalle, Wien, 1999) with
texts by Branimir Stojanovic, Silvia Eiblmayr,
Branislava Andjelkovic, Branislav Dimitrijevic.
[5] - See B. Dimitrijevic, This is
Contemporary Art!: Turbo-folk and its radical
potential”, in M. Grzinic (ed.), The Real, the
Desperate, the Absolute, Galerija sodobne
umetnosti, Celje, Graz, 2001, pp. 55-64.

[6] - See Jesa Denegri, The Context of
Mirjana Djordjevic's Art, in Mirjana Djordjevic
89-01, Publikum, Belgrade, 2001.

[7] - For further reading see: B. Dimitrijevic,
Trans-/ Trance, or, Journeys by Intensity, in
Zoran Naskovski: Last Exit, Publikum,
Belgrade, 1997.

[8] - For further reading see: Stevan
Vukovic, Personal experiment in art, in Uros
Djuric, Works 1989-1997, Samizdat,
Belgrade 1998.

[9] - See: Association Apsolutno, The
Semiotics of Confusion, in Stephen Kovats
(ed.), Ost-West Internet / Media Revolution,
Bauhaus Edition 6, Frankfurt/New York,
1999, pp 242-255.
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something of an oddity on the art scene
these days. In this context the paintings of
Biljana Djurdjevi¢ are oddities indeed.
Djurdjevic¢'s images of cynical aggressiveness,
threatening masculinity, accompanied by the
most interesting art-historical references, have
opened up a space for the visualisation of
hidden aspects of social trauma in this society.
Her paintings are not overtly political, but they
shed light on politics and social issues. These
paintings show the core of aggression, not its
violent manifestations, but its firm ideological
and sexual positioning. Biljana Djurdjevi¢ can
be understood as someone depicting the social
sphere itself, not directly, but its day-mare
fantasies, the psychological background
behind, and within, one savagely wrecked and
deeply culpable society. Also, at the turn of the
century, the art scene became even more
dynamic with the appearance of a younger
generation of artists like Vladimir Nikoli¢, Zsolt
Kovacs, Nikoleta Markovi¢, Vera Vecanski,
Miodrag Krkobabi¢, Ivan Grubanov, Ivan
Petrovi¢, SiniSa Ili¢ and others. A particular
niche is occupied by Tanja Ostoji¢, the most
“nomadic” of Serbian artists, who through her
relationist and communicational projects, is
making a significant impact in different
European art contexts.[11]

By just mentioning the names of some
artists that have made the artistic community in
Serbia vibrant, it may seem that the 90s in this
country were not as hostile towards the arts as
it is usually claimed. However, as we have
stressed, this significant art production was not
institutionally supported, and it was very
difficult to show works except in alternative
venues or smaller galleries. More paradoxically,
many of these artists have been more visible on
the international scene than locally, which has
given a greater sense of urgency to the serious
rethinking of the institutional treatment of art in
this country after the fall of Milosevic's regime.
The revitalization of the Museum of
Contemporary Art is underway and, as one of
the first steps in this process, the exhibition
Konverzacija was organised in October /
November 2001 as the first big international
contemporary art show in Serbia since the mid-

Zdravko Joksimovié - Tmi amintesc / | remember,
2001, metal, portelan / porcelain, ulei / oil

eighties. Local artists, who had had no opportunity to exhibit in a "main-
stream" art space during the previous ten years, were invited as well as those
prominent international artists with whom we had maintained some form of
dialogue, professional and artistic, throughout ten years of trauma and
isolation.[12]

Perspectives

Primarily because of the lack of any financial boost, but also because of a
certain sense of inertia among young artists, the full development of the scene
which will produce more ambitious as well as more radical artistic attitudes has
not yet been achieved. | believe that the crucial reason for this lays in a constant
reliance on the already existing artistic venues and institutions. Apart from the
dense programme of the Museum of Contemporary Art, which performs both
the role of the Museum (with historical re-evaluations) and of the “Kunstahalle”,
other city galleries continued with their usually unambitious programme of
mixed quality. Belgrade's Students Cultural Centre (crucial for the 1970s and
1980s) is still a gathering point for the youngest generation of artists, but it
remains to be seen whether this generation will finally take artistic production
out of existing frameworks. New initiatives are very rare and they are mostly
linked to media-based art in which the most important role has been played by
the new media centre KUDA.ORG in Novi Sad. Apart from these two cities, we
may say that there are only a very few towns in which there is a sense of
participation in the art field: Vr8ac, Pancevo, Cagak, Kraljevo and Sabac should
be mentioned. Also, in terms of private initiatives, there is only one gallery in
Belgrade with the consistent programme, Gallery Zvono.

In general, without new artists' initiatives, new temporary venues and
without achieving alternative means to fund artistic projects and more
aggressive presence in the social sphere, the scene in Serbia remains confused
between attempts to create authentic critical atmosphere and attempts to
attract international attention, market, money... This may be illustrated by
attitudes of artists towards the vogue of “Balkan shows” which created a
depressing atmosphere of split between the internationally recognized artists,
who are often locally, and mostly undeservingly, accused of “licking” boots of
Western art promoters; and those who instead of employing their critical
standpoints in order to create a refreshing alternative to the closed system (art
academy - solo show in some city gallery recognition by some established
writer participation at some international show possible international career
relocation to some bigger European art centre) show a lack of creative thinking
which could both make difference locally but would as well establish alternative
links internationally. There are some examples, especially among students of
architecture who show new ways of networking, of getting out of this inertia.
The process of networking has already started, and many initiatives already
either succeeded or failed. Yet the principle of networking in our region has to
change. It has to change from “we are networking because there are Western
funders that want us to do so” to “we adopt fundamental principles (ethical and
ideological) which both bind and destabilize concept of contemporary Europe
but we do our own stuff!”. Hereby we shall see that our region is not only Zagreb,
Bucharest, Belgrade or Sophia, but also Glasgow, Cairo, Belfast, Yerevan,
Rotterdam, Cape Town, Helsinki, and who knows where else...

[10] - See books/monographs on
some of these artists: Nesa Paripovic
- Autoportet, Prometej, Novi Sad,
1996 (text by Misko Suvakovi¢); Era
Milivojevic, Geopoetika, Belgrade,
2001 (text by Jovan Cekic); Zdravko
Joksimovi¢ - Sculptures 1990-1998,
Beograd, 1999 (text by B.
Dimitrijevi¢); Mrdjan Bajic and Branka
Arsi¢, Dictionary, Dental, Beograd,
1995.

[11] - See: Suzana Milevska,
Spectacle of Invisible, NU - Nordic Art
Review, vol. LIl No. 5, 2001.

[12] - Konverzacija, Museum of
Contemporary Art / Centre for
Contemporary art, Belgrade, 2001.
(Texts by Andjelkovi¢, Dimitrijevi¢ and
Sretenovic) Apart from Serbian
artists, other participants at the show
include Huseyin Alptekin, Luchezar
Boyadziev, Phil Collins, Roza el
Hassan, Yuri Leiderman, Marko
Kovacic, Dan Perjovschi, Anri Sala,
Jayce Salloum, Tomo Savi¢ Gecan and
others.
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lilia dragneva

Centrul pentru Arta Contemporana,
Chisinau [ksa:k], Tn colaborare cu
Relations, proiect initiat de
Kulturstiftung des Bundes Berlin, a
lansat un proiect unic care are drept
scop producerea si difuzarea pe
intreg teritoriul Republicii Moldova a
unui ciclu de emisiuni televizate
despre arta contemporana, cu
genericul ALTE ARTE.

ALTE ARTE este un program care
Tmbina aspectul informational,
analitic si educational, incercand sa
creeze un spatiu public in care sa fie
puse Tn dezbateri diverse aspecte
din sfera cultural-artistica a
contextului.

Lilia Dragneva este artista si directoare
a Centrului de Arta Contemporana
Chisindu, [ksa:K].

Urmarind dezvoltarea cronologica a artei contemporane din
Republca Moldova am putea mentiona cateva etape de evolutie. La
mijlocul anilor 90, intr-o atmosfera culturala in care lipsea cu desavarsire
ceea ce se numea arta contemporana, este creat Centrul de Arta, care prin
aparitia sa si, bineinteles, printr-un efort comun al celor ce l-au deschis,
implanteaza ,artificial” in acest spatiu geografic standardul ,vestic” al
artei contemporane. Fara indoiala, aparitia in cadrul Fundatiei Soros a
Centrului pentru Arta Contemporanad (CSAC) a stimulat consolidarea
institutionala a artei curente si amplificarea democratizarii mesajului
artistic. Astfel, aparitia artei contemporane nu a fost initiata de ,,mediul
artistic contemporan” din Moldova cum s-a intamplat in alte tari ci, oricat
ar pareade paradoxal, de Centrul pentru Arta Contemporana.

Pe acest fundal a aparut un grup de artisti, care formeaza pe
parcursul mai multor ani nucleul manifestatiilor artistice organizate de cei

de la Centru. Multi dintre ei realizeaza proiecte curatoriale proprii, pleaca

la studii peste hotare, se afirma pe scena artistica internationala,
producand un adevarat coup d'etat. La inceputul anului 2004 un grup de
artisti tineri (o noua generatie) confirma prin prezenta sa existenta scenei
artistice contemporane moldovenesti. Prin urmare, s-a ajuns la momentul
cand acest bagaj de informatie trebuia ,,introdus” publicului; publicul larg
trebuie familiarizat cu noile realizari, de asemenea sa fie atrasi si
interesati artistii noi. Asadar, era nevoie de o mediatizare catre public,



[1] - DEX Dictionarul Explicativ al
Limbii Romane, Bucuresti, 1996

care ar fi fost mult mai eficienta decat organizarea taberelor, a
evenimentelor, a proiectiilor publice sau a publicatiilor periodice. Mai bine zis e
nevoie de ceva care nu ar Tnlocui metodele de distribuire a informatiei, ci le-ar
completa.

O alta problema foarte importanta este lipsa de informatie in intreg
domeniul invatamantului artistic, cata vreme in invatamantul de stat lipseste cu
desavarsire un program adecvat. Lipsesc materialele si informatia, noile genuri
de productie culturala, fapt care da nastere unei abordari teoretice total gresite
in instruirea noii generatii de artisti.

Tn aceasta perioada devine evidenta lipsa de informare publicd, a unei
noi si avansate metode care ar constitui urmatoarea veriga din spirala de
evolutie a artei contemporane din Moldova. Tn acest context a aparut ideea,
initiata de Pavel Braila, de a contribui la completarea acestui gol informational
prinintermediul TELEVIZIUNII.

O idee utopica, Intr-un spatiu inexistent

De ce utopica? Pentru ca tine de un ,,ideal, conceptie politica sau sociala
generoasa, dar irealizabila (din cauza conditiilor obiective date)”[1], pentru ca
parea a fi un proiect fantezist, irealizabil.

Utopica din start prin (im)posibilitatea:

- formarii unei echipei de colaboratori, capabile sa implementeze
aceasta idee; pe de o parte o echipa formata din artisti i curatori care incearca
intr-un timp scurt sa studieze bazele de producere a unei emisiuni televizate si
pe de alta parte un grup de persoane din lumea management-ului si mass
media care acumuleaza cunostinte in domeniul artelor contemporane.

- difuzarii acestei emisiuni, o emisiune de arta contemporana de 30 de
minute, Tn prime time, la unicul post national TV (un fenomen care starneste
nemultumiri in randul populatiei), intr-o tara cu un regim comunist, mass media
cenzuratd, directori TV care se schimba o data la doua luni si un colectiv gata in
orice moment sa mai declanseze o greva.

Tn aceste circumstante, Centrul pentru Artd Contemporand, Chisindu
[ksa:k], in colaborare cu Relations (proiect initiat de Kulturstiftung des Bundes
Federal Cultural Foundation, Berlin, Germania), a lansat un proiect unic care are
drept scop producerea si difuzarea pe intreg teritoriul Republicii Moldova a unui
ciclu de emisiuni televizate despre arta contemporana, cu genericul ALTE ARTE.
Prima emisiune a fost difuzata pe data de 29 ianuarie 2005.

ALTE ARTE

ALTE ARTE este un program dedicat artei contemporane, cu un
cronometraj de 30 de minute si este difuzat de doua ori pe luna la TVM.
Programul Tmbina aspectul informational, analitic si educational. Prin
intermediul emisiunii sunt scoase la lumina diverse forme si subiecte ale artei
contemporane, in acelasi timp fiind evidentiat impactul pe care aceasta, in
calitatea sa de purtator de valori si norme cultural artistice, il are asupra
societatii. Tn afara de materiale informationale si educative ne propunem sa
prezentam si lucrari artistice realizate in exclusivitate pentru televiziune. Tn
acest fel imbinam doua formate diferite: ,TV despre ARTA” si ,ARTA la TV”.
Reportajele ALTE ARTE imbina evenimentele locale, regionale si internationale.
Aici sunt prezentate diverse institutii, galerii, evenimente, portrete ale artistilor.

subiecte si evenimente sociale din Republica Moldova. Astfel, ALTE ARTE
Tncearca sa creeze un spatiu public in care sa fie puse In dezbateri diverse
aspecte din sfera cultural-artistica a contextului. Tinand cont de faptul ca unul
din componentele emisiunii este contributia artistilor din strainatate, acest
lucru va stimula dialogul cultural-artistic adecvat care corespunde fluxului
international de idei.

Formatul emisiunii este destul de simplu: in cadrul primei sectiuni sunt
prezentate reportajele televizate despre anumite evenimente, curente,
interviuri cu personalitati din domeniul artei contemporane. Un alt
compartiment, ALTE ARTE STUDIO, este dedicat artistilor contemporani care
produc o lucrare pentru emisiune. AGENDA contine noutati din domeniul artei
contemporane, fie ele locale sau internationale. Galeria ALTE ARTE propune
spre vizionare o lucrare artistica prezentata in timpul ei real. Lucrarea este
extrasa din arhiva Centrului pentru Arta Contemporana [ksa:k].

Tntrucat emisiunea are un caracter specific si necesitd din partea
colaboratorilor cunostinte atat tehnice cat si teoretice in domeniul artei
contemporane, concomitent pentru reporteri sunt organizate sistematic o serie
de activitati aditionale care includ cursuri teoretice, ateliere de arta
contemporana si productie video. La fel, pentru a largi cercul de colaboratori,
reporteri, artisti sunt organizate n zilele de joi, intruniri cu Grupul de Suporteri.
La aceste intruniri sunt invitati toti acei care isi doresc sa se informeze si sa se
familiarizeze cu arta contemporana. Tn cadrul acestor intruniri au loc vizionarea
filmelor, lucrarilor video, prezentarile artistilor cu ocazia carora participantii pot
sa-si expuna propriile pareri, pot participa la dezbateri artistice, pot stimula
aparitia noilor idei si, desigur, comunica cu artisti. Totodata pe site-ul emisiunii
www.altearte.md, a fost creat un mailing list si un forum de discutii.

Alteritatea siindivizii-pasionali

LAlteritatea este opusa identitatii. Tntr-o epoca a individualismului, a
manifestarii incrancenate a «eu»-lui auctorial, este urgenta nevoie de a
descoperi si alte spatii de expresie, altele decat «mitologiile personale», lansate
n anii '70. Mai mult decat atat, in spatii culturale care pana mai ieri erau definite
in termeni «carcerali», cum este si cazul Republicii Moldova, devine imperios
necesar a se analiza modul in care «noutatile», de tot felul, au patruns in acest
sistem artistic si cum s-au incetatenit ele aici. Interesant de urmarit cum
noutatile, si mai ales actele de natura culturala, au fost receptate de
comunitatea locala.

Concepte inrudite cu cel de «alteritate»: marginalitate, creolizare,
metisaj cultural, nomadism stilistic, cultura alternativa, kitsch, post-
colonialism, banda desenata, revolutii media, etc.”[2]

Suntem ALTII pe mapamond in sens teritorial, ALTII in mediul nostru
cultural, inert si in buna parte conservator si acceptam, mai bine zis folosim
aceasta alteritate. Proiectul ALTE ARTE este un apel lansat de un grup restrans
de indivizi-pasionali ai scenei artistice actuale, fie ea locala sau internationala.

,Este evident, ca individul, personalitatea insasi, formeaza in jurul sau o
tensiune, poseda un camp energetic real sau o imbinare a acestora...”[ 3]

[2] - Vladimir Bulat, Alteritate/
alteritati, revista ArtHoc, iarna, 2003

[3] - Lev Gumilev, Geografia etosului
in perioada istorica, Nauka, 1990.
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ALTE ARTE

LILIA DRAGNEVA

The Centre for Contemporary
Arts Kishinev, [ksa:K], in
cooperation with Relations (a
project initiated by
Kulturstiftung des Bundes ,
Berlin, Germany), launched a
unique project aiming to
produce and broadcast on the
entire territory of the Republic
of Moldova a series of televised
shows about contemporary
arts, under the title ALTE ARTE.
ALTE ARTE programme has a
combined informational,
analytical and educational
character, attempting to create
a public space in which various
aspects of the cultural and
artistic environment in the
country are debated.

Tracking the chronological development of contemporary arts in the
Republic of Moldova, we could highlight several evolution stages. In the mid-
1990-s, in a cultural atmosphere completely devoid of what is called
contemporary arts, the Contemporary Art Centre was created, which, through
its arrival and, certainly, through the communal efforts of those who opened
it, "artificially” implanted in this geographic space the "Western" standard of
contemporary arts. Without any doubt, the birth within the Soros Foundation
of the Centre for Contemporary Arts (SCCA) stimulated the process of
institutional strengthening of the current art and the development of the
democratisation of the artistic message. Thus, the birth of contemporary arts
was not initiated by the "contemporary artistic environment" in the Republic of
Moldova, the way it happened in other countries, but, as paradoxical as this
may seem, by the Centre for Contemporary Arts.

A group of artists emerged, forming for several years the nucleus of the
artistic events organised by those at the Centre. Many of them realized their
own curatorial projects, studied abroad, were successful on the international
art scene, producing a real coup d'etat. At the beginning of 2004, a group of
young artists appeared (a new generation), confirming through its presence
the existence of the Moldavian contemporary artistic scene. As a result, the
moment came for this information load to be "inserted" to the public; the
general public must be made familiar with the new achievements and the new
artists need to be attracted and interested. Therefore, there is a need for a
media campaign for the public, which would be much more effective than the
organization of art camps, of events, of public screenings or the publication of
periodicals. In other words, there is a need for something that would not
replace the information distribution methods, but that would complete them.

Another very important issue is the lack of information in the entire
domain of artistic education in the Republic, and the state-run education system
completely lacks an appropriate programme. There is a lack of training
materials, of new types of cultural production, fact that generates an entirely
wrong theoretical approach in training the new generation of artists.

In this interval, the lack of mass information becomes obvious, as well
as of a new and advanced method that would constitute the next link in the
evolution spiral of contemporary arts in the Republic of Moldova. Coming out of
this context was the idea, initiated by Pavel Braila, to contribute to the filling of
this informational gap with the help of TELEVISION.

An utopian idea, in an inexistent space...

Why utopian? Because it is “a place of ideal perfection especially in
laws, government, and social conditions”[1], because it seemed a fanciful
project, impossible to carry out.

Utopian from the start because of the impossibility of:

- assembling a team of collaborators, capable of implementing this idea. On the
one hand, a team made of artists and curators who try, in a limited time, to study
the basics of producing a television show, and on the other, a group of
individuals from the world of management and media, acquiring knowledge in
the domain of contemporary arts.

- broadcasting such a show. A 30-minute show on contemporary arts, on prime
time, on the single national TV station (a phenomenon that stirs discontent in
the population), in a country under communist rule, with a censored media, with
TV station directors being changed once every two months and with staff
permanently on the brink of another strike.

In these circumstances, the Centre for Contemporary Arts Kisinev,
[ksa:Kk], in cooperation with Relations (a project initiated by Kulturstiftung des
Bundes Federal Cultural Foundation, Berlin, Germany), launched a unique
project aiming to produce and broadcast on the entire territory of the Republic of
Moldova a series of televised shows about contemporary arts, under the title
ALTE ARTE. The first show was broadcasted on January 29, 2005.

ALTE ARTE

ALTE ARTE is a programme dealing exclusively with contemporary art,
with a length of 30 minutes, and it is broadcasted twice a month on TVM (the
national TV station). The programme has a combined informational, analytical
and educational character. This programme brings to light the various forms and
subject-matters of contemporary art and, at the same time, it highlights the
impact contemporary art, in its position as a carrier of cultural and artistic values
and norms, has on society. Apart from informative and educational material, we
also aim to showcase artwork made exclusively for television. Thus we can
combine two different formats: "TV on ART" and "ART on TV".

The ALTE ARTE news reports cover local, regional and international
events. Here are presented various institutions, galleries, events, artists’
portraits, there are reports mirroring in depth several social topics and events
from the Republic of Moldova. Thus, ALTE ARTE attempts to create a public
space in which various aspects of the cultural and artistic environment in the
country are debated. Taking into account the fact that one of the show's

[1] - Merriam-Webster Dictionary
online - www.m-w.com



[2] - Vladimir Bulat, Alteritate/
alteritati (Alterity/alterities), ArtHoc
magazine, winter, 2003.

[3] - Lev Gumilev, Geografia etosului
in perioada istorica (The geography of
ethos in the historical period), Nauka,
1990.

components is the contribution of the artists abroad, this will
encourage an appropriate cultural and artistic dialogue, answering to the
international flux of ideas.

The show format is quite simple: in the first section are presented
video reports on certain events, currents, interviews with personalities from the
domain of contemporary art. Another department, ALTE ARTE STUDIO, deals
with contemporary artists producing artwork for the show. AGENDA contains
news from the domain of contemporary art, be they local or international. The
ALTE ARTE Gallery offers the viewer a work of art show in real time. The source
for the art work is the Centre for Contemporary Art [ksa:k] archive.

Due do the fact that the show has a specific character, and it requires
from the collaborators both technical and theoretical knowledge in the domain
of contemporary art, at the same time, for the reporters, regularly there are
organised a range of additional activities including theory classes,
contemporary art and video production workshops. The same way, in order to
enlarge the circle of collaborators, reporters, artists, every Thursday there are
organised meetings with the Supporters' Group. In these meetings are invited
all those who wish to obtain information and to become familiar with
contemporary arts. Within these meetings there are film and video screenings
of the works, artists' presentations, and the participants can express their own
opinions, take part in artistic debates, stimulate the apparition of new ideas
and, of course, communicate with artists. On the show's site, www.altearte.md,
we created a mailing list and a discussion forum.

Alterity and passionate individuals

LAlterity is opposed to identity. In an era of individualism, of the
obstinate manifestation of the auctorial “ego”, there is an urgent need to
discover other spaces for expression, other than the «personal mythologies»
launched in the '70-s. Moreover, in cultural spaces that until not long ago were
defined in «lock up» terms, as is the case of the Republic of Moldova, it becomes
imperiously necessary to analyse the way in which «novelties», of all kind
penetrated this artistic system, and how they became household items here. It
is interesting to track the way novelties, especially those of cultural nature,
were received by the local community.

Concepts related to that of «alterity»: marginality, creolisation,
cultural métissage, stylistic nomadism, alternative culture, kitsch, post-
colonialism, comic strip, media revolutions etc.”[ 2]

We are the OTHERS, the ALTER-s, on the world map in the territorial
sense, the OTHERS in our own cultural environment, inert and for the most part
conservative, and we accept, or, more precisely, we use this alterity. The ALTE
ARTE project is a call launched by a small group of passionate individuals of the
current art scene, be it local or international.

It is obvious that the individual, the personality itself, creates around
itavoltage, it has areal energy field, or a combination of them...”[3]

Translated by Sorana Lupu

centrul israelian
pentru arta digitala

eyal danon

“Centrul Israelian pentru Arta
Digitala exemplifica atat
dificultatile cat si succesele
comune tuturor centrelor New
Media din lume, Tn combinatie cu
specificitatile realitatii Orientului
Mijlociu. Centrul este sustinut
din bani publici, promoveaza o
agenda curatoriala constienta
social si este amplasat intr-o
zona industriala, departe de
centrul urban al galeriilor si
muzeelor. Aici se expune arta
contemporana in trei limbi
diferite, intr-o epoca a tolerantei
zero fata de culturile vecine.”

Centrul Israelian pentru Arta Digitala, fondat in 2001 in zona
industriala Holon, a pornit ca o initiativa a municipalitatii, pe linia programului
sau de promovare a activitatilor culturale in oras. Pana acum zece ani, Holon
era considerat drept o suburbie cenusie a Tel-Avivului. Nu avea nici o institutie
culturala importanta, iar locuitorii sai mergeau in Tel-Aviv sa consume
cultura. Treptat, orasul a trecut printr-o revolutie bugetara, care recunostea
importanta promovarii initiativelor culturale locale. Rezultatul a fost o
dezvoltare marita a institutiilor de cultura in Holon, in domenii precum
teatrul, dansul, design-ul si altele. Majoritatea proiectelor au scopul utilitar de
a transforma imaginea orasului; in plus, aceasta noua politica a facut posibila
functionarea unor spatii de productie culturala cu finantare publica. Aceasta
reprezinta o indepartare binevenita de atitudinea generala a Israelului de azi
fata de promovarea activitatii culturale la nivel urban local.

Centrul functioneaza intr-o cladire folosita inainte ca scoala publica.
Amplasarea Centrului in afara inimii Tel-Avivului are avantaje si dezavantaje,
distantand activitatea lui de scena artistica obisnuita a Tel-Avivului, dar in
acelasi timp permitandu-i sa mentina legatura cu comunitatile periferice care
inconjoara orasul. Centrul de Arta Digitala este finantat din fonduri publice, in
principal de catre municipalitatea Holon-ului, care asigura un buget pentru
intretinerea cladirii si plata personalului. Bugetele pentru activitati sunt
obtinute per proiect. Realitatea financiara a Centrului mentine un semn de
intrebare asupra existentei sale. Centrul ar putea avea un sfarsit abrupt din
cauza schimbarilor politice la nivelul municipalititatii Holon-ului, din cauza
neintelegerii duratei de timp necesare pentru ca un asemenea Centru sa
devina consacrat si familiar publicului sau din cauza schimbarilor de prioritate
bugetara.



Cladirea Centrului de Arta digitala din
Holon / The building of Center for Digital
Art in Holon.

Centrul a crescut destul de repede, de la fondarea lui sub forma unei
galerii cu un singur spatiu, acum 3 ani si jumatate. El ocupa acum aproximativ
2000 de metri patrati de spatiu expozitional. Tn afara expozitiilor din galeriile
proprii, Centrul participa la expozitii si proiecte din alte zone ale Israelului si din
strainatate. A participat la Bienala de la Gwangju, in Coreea, la VIDEOZONE
prima bienala video din Israel, la festivalul de teatru marginal de la Akko, si la
festivalul Reading Power Plant de la Tel-Aviv. Pe langa aceste proiecte, Centrul a
fost implicat in diferite parteneriate de productie teatralad. Centrul organizeaza
seminarii pentru artisti si studenti si dezvolta in momentul de fata un Laborator
de Informatica Fizica in care artistii vor dezvolta noi solutii tehnologice pentru
proiecte artistice si stiintifice.

Comunitatea

Legatura cu comunitatea locala a fost una din cele mai complicate
probleme cu care s-a confruntat Centrul in decursul celor 3 ani si jumatate de
activitate. Cu toate ca formularile oficiale ale scopului Centrului puneau in prim
plan incercarea de a stabili o legatura cu comunitatea inconjuratoare a
Holonului, rutina zilnica si realitatea productiei au dovedit ca aceasta era o
misiune greu de indeplinit. Faptul ca era singura institutie de arta contemporana
din oras, cu buget de publicitate si reclama limitat, a insemnat ca publicului larg Ti
trebuia mai mult timp sa cunoasca Centrul, mai ales avand in vedere ca era
vorba de arta noilor medii.

Dandu-si seama de acest lucru, Centrul pentru Arta Digitala a hotarat de
la Tnceput sa se axeze pe activitati la nivel national si international, construindu-
le pe baza unui public familiar cu limbajul noilor medii si pregatit pentru tipul de
comunicare si cercetare promovat de acest Centru. Succesele din acest domeniu
vor servi mai tarziu drept instrumente pentru refacerea legaturii cu comunitatea
locala prin expozitii si proiecte. Linia curatoriala a Centrului se bazeaza pe
aceasta conceptie, ceea ce a generat un program care este international, dar
care este foarte relevant pentru realitatea locala.

Céateva cuvinte despre societatea

israeliana si despre scena artistica

Tn societatea israeliana se gaseste o lume bogata si uneori contradictorie
de imagini privind caracterul ei, granitele ei (atat politice cat si sociale),
compozitia populatiei sale, originile ei culturale si directiile ei politice. Astfel, de
exemplu, Israelul este reprezentat in discursul politic de urmatoarele atribute,
din care dam numai cateva exemple: ,,singura democratie din Orientul Mijlociu”,
,,0 tara de imigranti”, ,,un creuzet social (un melting pot)”, ,,un ghetou inarmat”,
,un stat bi-national”, ,,0 societate levantind”, ,,0 insula occidentala in Orient”, ,,0
mica America”.

Aceste imagini, cu dublul lor mesaj, au un impact semnificativ asupra
societatii israeliene. Ele sunt intelese Tn contextul chestiunilor de mai mare
anvergura care se afla in centrul discursului public, adanc inradacinate in
procesele ascunse care modeleaza definitia si reprezentarea indivizilor si a
grupurilor. Tn aceste conditii, cea mai mare parte a discursului din societatea
israeliana si din sfera culturala se leaga intens (chiar obsedant) de incercarea de
aintelege, de a explica si de a decodifica mediul cultural.

Contradictia si multiplicitatea opiniilor din societatea si cultura israeliana
deriva din dihotomia Est - Vest, ,,Aschenazi” ,Sefarzi”. Aceasta dihotomie se
manifestd pe scena artistica israeliana prin tensiunea dintre ,local” si
wuniversal”. Israelul exista in Orientul Mijlociu, un spatiu in care nationalismul si
religia joaca roluri centrale. Israelul se lupta, pe de o parte, sa-si pastreze
identitatea nationala si religioasa, privindu-se dinspre afara spre inauntru, si, in
acelasi timp, incearca sa-si promoveze acceptarea in ,clubul occidental” al
lumii, cladindu-si o economie de piata, implementand privatizarea pe scara
larga, adoptand aproape total simbolurile culturale occidentale si asa mai
departe.

Locul Occidentului In arta si cultura israeliana este, intr-adevar, major.
Unul dintre autorii care s-a ocupat de aceasta chestiune este Sarah Hinsky, in
articolul sau, Eyes Wide Shut: On the Acquired Albino Syndrome on the Israeli
Art Scene (Cu ochii larg inchisi: despre sindromul albinismului dobandit pe
scena artistica israeliana) (Theory and Critique, vol. 20, 2002). Conceptul de
»Occident” este ferm inradacinat in mediul artistic israelian ca principiu director,
fasonandu-1 dupd modelul mediului artistic european. Tn acest sens, scena
artistica israeliana este marcata de tensiunea dintre doua categorii opuse: arta
care incearca sa fie universala si, in acelasi timp, locald, in vreme ce modelul
Luniversal” este de fapt european.

Aceasta afinitate reprezinta forta fundamentala din lumea artistica
israeliana, iar originile sale sunt identice cu originile Vest-europene ale miscarii
sioniste. Tntemeierea unui stat evreiesc era perceputd de multi din miscarea
sionista drept crearea unei ,anexe” europene in Orientul Mijlociu, in care
aspiratiile nationaliste si colonialiste puteau fi indeplinite.

Atitudinea nchisa a Israelului fata de cultura araba inconjuratoare
provine din aceasta perceptie si priveste cultura emigrantilor evrei din teritoriile
arabe drept inferioara. Aceasta inchidere a inceput sa se risipeasca abia n
ultimele doua decenii, permitand influxul de influente oriental-arabe, resimtit in
principal Tn muzica israeliana, care a fost supusa unei influente vadite si in care
exista deseori colaborare intre muzicieni din tari invecinate. Pe acest fundal,
artele vizuale israeliene sunt preocupate de purtarea unui dialog cu ,,centrele de
putere” artistice occidentale, ceea ce reprezinta probabil motivul principal
pentru care nu se face nici un efort in momentul de fatd pentru crearea unei
retele de expozitii si de proiecte de schimburi de artisti cu tarile vecine, precum
Turcia, Grecia, sau chiar Egipt or lordania. Conflictele culturale descrise aici pot
fi privite intr-un context mai larg ca parte a proceselor globale ce au loc in alte
regiuni ale lumii si care implica societati, tari, organizatii si indivizi care trec
printr-o redefinire si care creeaza noi cai si semnificatii pentru activitatile lor.

Primele etape

Tn primele sale etape de functionare, Centrul a promovat un program
universal, axat pe chestiuni tratate la nivel mondial privind tehnologia si
influenta ei asupra artei, culturii si societatii. Expozitii ale unor artisti precum
Gebhard Sengmuller (cu al sau VinylVideo), Vuk Cosic, Romi Achituv sunt un
exemplu tipic al acestei abordari.

Cu toate acestea, aceasta directie a Tnceput, treptat, sa se schimbe in
relatie cu realitatea sociala si politica din societatea israeliana. Acestia au fost
anii in care Intifada El Agsa a atins apogeul, o vreme in care era imposibil ca



artistul sa lucreze in izolare, ignorand criza din jurul lui. Deci, dupa o
serie de expozitii care au functionat ca un fel de introducere n noile medii si in
arta video, centrul atentiei s-a mutat spre o agenda curatoriala care dadea o
mare importanta relevantei problemelor sociale, alaturi de noi tactici si noi
moduri de productie artistica.

Aceasta schimbare, la inceput, nu a fost rezultatul unei decizii
curatoriale, ci a demarat aproape inconstient. Cu toate acestea, a fost o
declaratie foarte clard. Tn aceasta perioadd Centrul a instalat lucrari ale unor
artisti precum Yael Bartana, care critica si examineaza diverse ceremonii si
ritualuri publice intr-un Israel aflat sub influenta unei culturi din ce in ce mai
militarizate, o expozitie a fotografilor straini de presa despre conflictul
palestiniano - israelian, un proiect al artistilor Dana Levi si Marc Lafia, care au
inregistrat muncitorii straini cantand cantecele lor preferate si vorbind despre
casa, si o expozitie a artistilor albanezi intitulata Bitter Sweet Harmony
(Armonie dulce-amara), curatd de Eddie Muka. Tn aceste proiecte, artistii au
folosit instrumente digitale sau video pentru a reflecta asupra realitatii de zi cu
zi din Israel sau din alte zone, similare atat din punct de vedere al conditiilor
generale cat si din perspectiva activitatii artistilor.

Limitari ale comunicarii

Contradictia dintre natura artei expuse in Centru in prima parte a
activitatii sale si realitatea societatii israeliene era o sursa de continua frustrare.
Izolarea culturala a creat un mediu de lucru artistic care nu era hranit de un
schimb regulat cu mediul sau inconjurator. O mare parte din arta noilor medii
este bazata pe schimbul de informatii si pe dialog, pe comunicare si colaborare.
Acestea se bazeaza de obicei pe experiente sau pe interese comune, care pot
constitui o baza pentru productia artistica. Acest element central era absent de
pe scena artistica israeliana, care producea inca dupa modelul Artist - Galerie -
Public si in care se dadea prioritate talentului unic al artistului individual,
fnaintea altor modalitati de productie care sa promoveze o abordare
colaborativa. Am considerat ca era nevoie de o schimbare a modalitatii de
productie, odata cu o schimbare a artistilor participanti si a institutiilor de
colaborare, precum si de o focalizare a directiei si de cercetarea zonelor
geografice de interes. Aceasta perceptie a dus la hotararea de a schimba
abordarea curatoriala a Centrului si de a promova proiectul Hilchot Shechenim.

Proiectul ,,Hilchot Shechenim”

Reactia la conditiile deosebite ale comunicarii culturale, mai ales in
timpul Intifadei, a dus la hotararea de a incerca infiintarea unei retele culturale
regionale care sa constituie o platforma pentru comunicarea dintre artisti,
activisti, oameni din mass-media, oameni de film si publicul larg din Orientul
Mijlociu. Aceasta retea urma sa contracareze orbirea totala a scenei artistice
locale fata de campurile artistice vecine ce inconjoara Israelul si sa devina un
instrument pentru depasirea izolarii regionale a productiei artistice israeliene.

Odata cu prioritatile de formare a retelelor promovate de proiectul
,Hilchot Shechenim” (reglementari privind vecinii) [o referire la legile Tmpartirii
proprietatilor si a hotarelor, codificate de Rabinul Moshe ben Maimon in Mishna
Torah, un comentariu al Torei], se cauta stimularea discursului despre
influentele tehnologiilor digitale asupra culturii contemporane in general si a
societatii israeliene in particular.

Katie Bush - Destroy evil, Net Art Project, Hilchot Shchenim chapter A




Dina Shenhav & Doron Solmons -
Cupluri, Biblia Tn imagini / Couples,
The Bible in Pictures,

Instalatie video / video installation,
Hilchot Shchenim chapter A, 2004

Proiectul ,,Hilchot Shecheinim” a fost impartit in trei expozitii principale,
fiecare din ele Insotita de proiectii video, prelegeri, spectacole de performance
si ateliere de lucru. Expozitiile au functionat ca un laborator de idei despre arta
si mijloace de comunicare, despre piata si schimburi; ele examinau felul in care
schimbarile sociale, culturale si tehnologice influenteaza arta si artistii.

Evenimentele de tipul celor promovate de proiectul ,,Hilchot Shecheinim”
trebuie intelese ca o sursa actualizata de informatii care ofera o vedere
panoramica a vietii prin intermediul combinarii limbajului artistic cu
instrumentele culturii contemporane, ale mass-media, ale politicii si ale
economiei.

Capitolul A (6.12.2003-28.02.2004)

Prima faza a proiectului ,,Hilchot Shecheinim”, Capitolul A, un capitol axat
pe cartografierea organizatiilor artistice independente care si-au gasit un loc Tn
care sa creeze fara a se muta in centrul euro-american sau fara a fi ,,dirijate de
sus”, de la principalele centre artistice. Capitolul continea proiecte desfasurate
in comun de centre din zonele periferice si proiecte ale artistilor din zone
invecinate care reflectau schimbarile petrecute pe scenele artistice locale in
perioadele influentelor globale sau ale frictiunilor national-etnice.

Capitolul A a fost impartit in trei si a constituit pasul initial catre formarea
retelei regionale. Prima parte a fost expozitia Walking Istanbul. Notes from the
Quarantine (Istanbulul pe jos, insemnari din carantina), avand drept curatori pe
Erden Kosova si pe Basak Senova. Aceasta expozitie a reprezentat proiectia
unei anumite perioade din istoria recenta a Turciei, prin concentrarea asupra
Istanbulului. Aceasta perioada a fost marcata de teroarea impusa de dinamica
severa a politicii si a economiei. A fost de asemenea neglijata din cauza acestei
dinamici. De la climat politic la economie dependenta de FMI, migratie interna
masiva, schizofrenie culturala permanenta, alimentata de conflictele dintre Est
si Vest, dintre secularism si fundamentalism islamic, dintre dreapta si stanga

si, Tn sfarsit, nationalism si separatism.

Plecand de la acest flux de conditii politice si culturale, proiectul avea in
vedere reprezentarile si productiile vizuale si auditive ale unei anumite generatii
cea a inceputului anilor *70: profund angajata politic si sever pedepsita pentru
aceasta; si ce a anilor '80: o generatie adormita, care a fost total apolitica. Cu
toate acestea, cristalizarea acestei generatii intermediare si a mecanismelor de
productie artistica adoptate au fost fie neglijate, fie dizolvate in ritmul rapid al
vietii. Expozitia s-a concentrat pe observatiile, remarcile si urmele vizuale ale
orasului ca reflexie a lumii interioare, captata Tn realitatea de zi cu zi
Expozitia a inclus lucrari de Nermin Er, Memed Erdener, 2/5 BZ, Aydan
Murtezaoglu, Bulent Sangar, si ZeN, laolalta cu extrase din lucrarile artistului de
benzi desenate Kemal Aratan. Un spectacol de performance cu Anabala a insotit
expozitia, odata cu proiectia filmului artistic 9 de Umit Unal.

A doua parte a Capitolului A a fost kesher zugi ("perechi™), avand drept
curator pe Netta Eshel, care a invitat perechi de artisti care traiesc impreuna,
dar care n-au colaborat niciodata intr-un proiect comun. Tn acest cadru a fost
produsa o lucrare noua de catre artistii israelieni Doron Solomons si Dina
Shenhav, intitulata The Bibles in Pictures (Biblia in imagini).

Tn a treia parte a Capitolului A, au fost expuse lucrari ale unor artisti
israelieni si straini artisti [1]

Capitolul B (24.4.2004- 24.7.04)

A doua faza a proiectului ,Hilchot Shecheinim”, Capitolul B, s-a
concentrat pe tacticile si strategiile folosite de artisti, de grupuri de artisti si de
ONG-uri pentru crearea de retele culturale si de proiecte de cooperare
interculturala / artistica. Artistii alesi pentru expozitie au adoptat tactici
specifice razboiului, finantelor, comertului, publicitatii si distributiei de masa.
Expozitia a subliniat modul in care razboiul, capitalismul si globalizarea
modeleaza mass-media si modurile in care artistii folosesc tehnologiile media
pentru creatia lor artistica.

Expozitia a oferit prima ocazie pentru o discutie deschisa in Israel despre
tacticile si strategiile artei si despre rolul posibil al artistilor in propria societate.
Atunci cand se folosesc termenii ,tactica” si ,,strategie”, in contextul artei, este
imposibil ca ei sa fie separati de semnificatia lor traditional&, asociata cu fortele
militare. Tn aceasta privinta, ,tacticile” reprezintd instrumentul folosit de cei
slabi, iar ,,strategia” este instrumentul folosit de catre stat, entitatea puternica.
Totusi, aceasta compartimentare poate suferi schimbari, iar rolurile pot fi
inversate. Aceasta este o dezbatere destul de relevanta intr-o societate
militarizata cum este Israelul.

Lucrarile expuse au oferit o noua agenda pentru artistii care lupta pentru
reforma sociala, pentru artistii care considera ca arta nu este numai o oglinda a
societatii, ci poate juca si un rol In schimbarea sociala. Aceasta este o arta care
functioneaza in era tehnologiei, a digitalizarii, a informatiei; o arta care coexista
in dialog cu plagiatul, copia, imitatia, duplicatul, manipularea, spionajul,
supravegherea si imigratia.

Proiectul ,,Hilchot Shecheinim”, Capitolul B, si-a invitat vizitatorii sa vada
proiecte construite pe baza cooperatrii, in care elementului colectiv i se ofera mai
mare importanta decat contributiei personale. Aceasta metoda de creatie
reprezinta, nainte de toate, trecerea de la cultura analogica la cea digitala nu
numai in ceea ce priveste reprezentarea digitala, viteza de productie,
disponibilitatea si capacitatea de manipulare, ci si In ceea ce priveste cedarea

[1] - Fikret Atay, Dance of the Rebels
(Dansul rebelilor), urtica Eduard Balaz,
Violeta Vojvodic , Dictionary of Primal
Behaviour (Dictionarul comportarii
primare); Aya Ben Ron, Hanging
(Spéanzurarea), Guernica; Liraz Pank, 4
Minute Exhibition (Expozitia de 4
minute); Shirley Shor, Becoming
(Devenire); Katie Bush,
Destroyevil.com”; Jody Zellen,
Disembodied Voices (Voci fara trup) ;
Erational, Flexplorer; Birgit Glatzel, A
Friend Is a Friend of a Friend (Un
prieten este prietenul unui prieten);
Haim Ben Shitrit, Conversations with
Abed el-Wadood. Chapters 1, 2 and 3
(Convorbiri cu Abed El-Wadood,
Capitolele 1, 2 si 3); Hadas Ofrat, Never
Ever (Niciodata, nicicand); Potatoland-
Mark Napier, Words, Feed (Cuvinte,
hranesc) .
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Haim Ben Shitrit - Conversatii cu Abed EI-
Wadood, capitolele 1,2,3 / Conversations with
Abed ElI-Wadood Chapters 1, 2 and 3,

video installation,

Hilchot Shchenim chapter A, 2004



[2] - Au contribuit cu lucrari urmatorii
artisti:

Elyasaf Kowner, | Wandered
Relentlessly (Am ratacit fara oprire);
Gebhard Sengmuller si Effie & Amir,
Near East (Orientul Apropiat);
Emanuel Danesch / David Rych,
Utopia Travel (Calatorie in Utopia);
Bureau d'etudes (Leonore Bonaccini Si
Xavier Fourt), Post National Middle
East (Orientul Mijlociu post-national);
Zhou Hongxiang, The Red Flag Flies
(Steagul rosu fluturd); Meena Park
and Sasa, How Much is Enough? (Cat
de mult inseamna destul?); Grupul
SALA-MANCA, Urban Over Memory
Archives Il (Orasul asupra arhivelor
memoriei 11); Jacqueline Salloum,
Caterrorpillar, Apache, Planet of the
Arabs, Arabs A-Go-Go; LIGNA
(Torsten Michaelsen, Michael Huners
si Ole Frahm), Radioballet Leipzig;
Yomango, Yomango Tango; Dirk
Fleischmann, The Stop Show; BIT:
Bureau Of Inverse Technology, BIT
Plane (Avionul BIT), The BIT Suicide
Box (Detectorul de sinucideri BIT);
kuda.org, Safe Distance (Distanta de
sigurantd); Maayan Amir si Ruti Sela,
Beyond Guild, Atonement (Dincolo de
vinovatie, ispasirea); Krzysztof
Wodiczko, The Tijuana Projection
(Proiectia Tijuana), The Homeless
Vehicles (Vehicule pentru cei fara
adapost), Alien Staff (Toiag pentru
imigranti), Porte-Parole (Purtator de
cuvant), Aegis. Si, de asemenea,
partea a doua a proiectului ,kesher
zugi” (perechi), proiect care a inclus o
noua lucrare de Amit Goren si Sarit
Shapira, One, Two, Three (Unu, doi,
trei).

statutului de artist analog, unic, "genial”, in favoarea crearii de retele, a
unei productii Tn care toti actorii se bucura de un statut egal. Artistii care
lucreaza astazi in afara sferei de reprezentare sunt exilati din sfera artei catre
sfera activismului politic sau media. Totusi, acest tip de arta poate fi numit
foarte bine Avangarda secolului al XXI-lea.

Expozitia a fost construita dintr-o combinatie de lucrari produse prin
practici cooperative si de lucrari care contineau diferite abordari ale utilizarii
tehnicii video[2].

Capitolul C (04.2005)
A treia faza a proiectului ,Hilchot Shecheinim” a investigat variatiile

culturale care decurg din difuziunea interculturala sau felul in care difuziunea
influenteaza creatia artistica. Lucrarile se refereau la punctele de frictiune
generate de sistemele globale ca principala trasatura a vremurilor noastre.
Propuneam Internetul ca model pozitiv de globalizare; un model in care statele,
nationalitatea, organismele de colaborare gigantice si organizatiile politice sau
sociale au valoare egala. Acesta este un model care prezinta o retea
descentralizata, care nu are nici un centrul de control sau de constrangere, o
retea care este incapabila sa controleze fluxul de informatii sau numarul
cetatenilor sai. Aceasta este o retea care simuleaza o supra-structura politica cu
slabe posibilitati de control, expusa la dezordini, conduita negativa si rebeliune,
dar care nu se prabuseste in urma acestora. Artistii au construit un posibil
scenariu al vietii in cadrul posibilitatilor culturii globale si au examinat viziunea
lor asupra acestei lumi si a influentelor sale asupra domeniului artistice.

Proiecte de colaborare in curs de dezvoltare

Centrul adopta anumite strategii de creare a unor proiecte de
colaborare. Prima este expunerea de proiecte create in afara Israelului, care au
potentialul de a comunica diferite moduri ale productiei culturale sau ale
reflectiei geografice urbane. Asa s-a intamplat cu expozitia Walking Istanbul.
Notes from the Quarantine” (Istanbulul pe jos. Tnsemnari din carantin), care a
facut parte din Capitolul A al proiectului ,,Hilchot Shechenim”. A doua este
programul de artisti in rezidenta, desfasurat de catre Centru, care 1i permite sa
invite artisti sau curatori pentru o perioada de cercetare in Israel. Aceasta duce,
in consecinta, la producerea unui proiect. Un exemplu de astfel de strategie
este colaborarea cu grupul francez Bureau d'etudes in producerea unei reviste
de benzi desenate ca parte din capitolul al treilea al proiectului ,Hilchot
Shechenim”. Invitarea artistilor si curatorilor pentru a sta o perioada scurta
ridica intotdeauna dificultati si intrebari legate de rolul observatorului extern,
care are repercusiuni asupra oricarui proiect. Astfel se poate prezice
intotdeauna ca rezultatul va fi unul al caii de mijloc. Va oferi privirea unui
outsider, dar una mai informata. Aceasta discrepanta inevitabila este, In acelasi
timp, un avantaj si o povara. Totusi, acesta este exact tipul de rezultat necesar.
El 7i permite Centrului sa-si expuna publicul si artistii la noi tehnologii si tactici,
la noile modalitati si cai de productie alese de artisti in perspectiva conflictului si
a crizei. Acestea sunt puternic relevante pentru scena locala. Tn multe cazuri,
motivatia de baza care sta la temelia unui proiect de colaborare este
intelegerea faptului ca experientele comune in ambele geografii sunt relevante
pentru ambele parti care colaboreaza. Asa s-a intamplat cu cateva proiecte
care s-au dezvoltat din cadrul seriei ,,Hilchot Shechenim” si care pot fi vazute ca
parte a retelei culturale care se formeaza treptat.

losing.ctrl

losing.ctrl intentioneaza sa proceseze actiuni si reactiuni ale
~-mecanismelor de control” prin mai multe faze si reprezinta o colaborare a
Centrului de Arta Digitala cu NOMAD (Istanbul). Proiectul a inceput prin
examinarea mai multor fenomene sociale, mai ales in context urban, cum ar fi
.paranoia” si/sau ,supravegherea” si/sau ,autoritatea” si/sau ,nodurile de
putere”. Ca o consecinta, aceste chestiuni sunt legate de ,a controla/a fi
controlat” si, n ultima instanta, de ,,mecanismele de control”. Tn multe cazuri,
in special in ceea ce priveste modalitatile de productie, existau multe
similitudini intre aceste doua tari.

Proiectul functioneaza pe mai multe straturi, pentru a largi investigarea
acestor chestiuni. Participantii si lucrarile reflecta asupra acestor chestiuni in
propriul context cultural, si, totusi, fiecare lucrare in parte este capabila sa
comunice Tn cadrul agendei globale; sa lucreze cu forma ca instrument pentru
detectarea schimbarilor din perceptie (pentru auto-control, suprimare si
echilibru); sa experimenteze cu diferitele instrumente fabricate manual pentru
a gasi modalitati alternative de a procesa si de a controla sunetul; sa
experimenteze cu instrumente traditionale la un loc cu dispozitivele mecanice si
electronice doar pentru a rupe contextul acestor instrumente si pentru a
distorsiona sistemele concrete ale traditiilor; sa utilizeze elemente vizuale la un
loc cu sunetele, pentru a crea fraze critice sau pentru a exprima reactiile
participantilor.

Pe un alt nivel, sociologii, criticii de film si scriitorii sunt antrenati In
discutarea intregului concept. Acest proiect experimental continuu a fost
exersat in diferite locatii geografice in intervalul 2004-2005. Prima faza a avut
loc in Istanbul, simultan Tn patru locuri, cu sprijinul Consulatului General al
Israelului la Istanbul, al Consiliului pentru Arte al Loteriei Nationale Israeliene,
al Centrul de Arta Contemporana Platform Garanti, al The Apartment Project,
Trendsetter, Roll si Arcelik. Tn cadrul Fazei Istanbul, Centrul de Arta
Contemporana Platform a gazduit o prelegere si o proiectie de materiale video
ale artistilor israelieni. Tn plus, au avut loc spectacole de performance in arta
sunetului si o serie de proiecte de arta video, pe langa activitatile adiacente[3].

“Artists Without Walls” (,,Artisti fara ziduri”) 1 aprilie
Un rezultat al colaborarii cu grupul Sabreen din lerusalimul de Est a fost
formarea organizatiei “Artists Without Walls” (,,Artisti fara ziduri”). Aceasta a

pornit de la intelegerea faptului ca artistii israelieni si palestinieni aveau nevoie
de un forum permanent de dialog intre indivizi angrenati in toate domeniile
artei si culturii. Legata prin respectul reciproc pentru drepturile omului, prin
opozitia fata de ocupatie si fata de teroarea de orice fel, “Artists Without Walls”
se straduieste sa dezvolte modele de cooperare, punand ,,umanitatea” din nou
n centrul agendei noastre.

Prima actiune a organizatiei a avut loc pe 1 aprilie 2004 In Ras Kobassa,
pe ambele parti ale zidului de separatie, in cartierul Abu Dis din lerusalimul de
Est. Doua camere de televiziune cu circuit inchis au fost amplasate in acelasi
loc, pe o parte si pe cealalta a zidului. Ambele au fost conectate la
videoproiectoare, care transmiteau pe fiecare parte a zidului imagini de pe
partea cealaltd. Era un fel de fereastra virtuala, care le permitea oamenilor de
pe fiecare parte sa vada ce se intampla pe cealalta parte. Camerele erau
amplasate la o distanta de un metru una de cealalta, transformand tehnologiile

[3] - Curatori: Basak Senova, Galit
Eilat, Eyal Danon.

Artistii care au participat la seriile de
spectacole de performance, de arta
sunetului si arta video au fost:
Anabala (Istanbul), Ori Drummer (Tel-
Aviv), DJ Mabbas (Istanbul), Ohad
Fishof & Ishay Adar (Tel-Aviv), Erdem
Helvacioglu (Istanbul), Sifir (Ankara),
DJ Tayfun Firtina (Istanbul), Fairuz
Derin Bulut (Istanbul), Krechtz (Tel-
Aviv), Elif Izbirak (Istanbul), Cem
Omeroglu (Istanbul), 2/5 BZ
(Istanbul), Selda Asal (Istanbul),
Hatice Guleryuz (Rotterdam), Ali
Demirel (Istanbul), Ruti Sela (Tel-
Aviv), Simge Goksoy (Istanbul), Effie
& Amir (Tel-Aviv/Amsterdam), Erhan
Muratoglu (Istanbul), Ozlem Sulak
(Istanbul), Can Turkinan (Istanbul),
Dana Levy (Tel-Aviv) si Yael Bartana
(Tel-Aviv/msterdam).

Programul de proiectii a inceput cu o
prezentare facuta de Galit Eilat.
incluzand lucrari ale unor artisti
israelieni precum Ruti Sela, Yael
Bartana, Nurit Sharet, Chen
Sheinberg, si Zohar Kfir.

[4] - Curatori participanti:

Michal Kole¢ek - Republica Ceha, Erzen
Shkololli - Kosovo, Branka Curcic /
Orfeas Skutelis - kuda.org - Serbia &
Muntenegru, Matei Bejenaru -
Romania, Basak Senova - Turcia,
Antonia Majaca - Croatia, Galit Eilat,
Eyal Danon - Israel



de supraveghere si control ale populatiei intr-un
spectacol, cu scopul de a atrage atentia mass-media asupra
violarii vietii umane. Colaborarea cu grupul Sabreen continua.
Tn 2004 au fost prezentate documentarele a doud seminarii:
Arwashat: Percussion Summer Camp (Arwashat: Tabara de
vara a percutiei), care a avut loc in Bethleem si proiectia Child
Testimony (Marturia copilului), care expunea dimensiunile
violentei din experienta si a realitatii, prin perceptia vizuala a
copiilor, si care a avut loc in Istanbul la galeria proiectului
Apartment in noiembrie anul trecut.

Serial Cases (Cazuriin serie)

Serial Cases este un proiect video care a inceput sa se
deruleze din a doua jumatate a anului 2005 intre diferite centre
artistice din Balcani si din Orientul Mijlociu[4]. Acest proiect are
ca scop activarea unui schimb de programe de proiectii video
intre diferite centre culturale si artistice. Tn fazele urmatoare,
proiectul va putea fi largit, cu intalniri, discutii, programe de
schimb si expozitii.

Ca si in alte cazuri, premisa este aceea ca schimbul
cultural intre diferite locatii geografice poate dezvalui
experiente asemanatoare si istorii paralele. Acestea pot fi
urmarite Tn lucrari specifice. Astfel de lucrari se ocupa de
.aspecte ale comunicarii” si de aceea pot oferi un canal
alternativ pentru orice mediu global de comunicare in primirea
si distribuirea informatiilor. Acest proiect are ca scop
identificarea de astfel de lucrari pentru a construi legaturi intre
diferite locatii geografice.

Programul consta in proiectii simultane in toate locurile
participante, functionand astfel ca un canal de informatie
pentru schimbul de idei si de similaritati. Programul se bazeaza
numai pe schimbul informatiei care poate fi transportata de

catre lucrari. Tn primele sale faze, existd prelegeri sau

prezentari pe langa lucrari, care vor fi, ele insele, agentii
»,nomazi” care creeaza legaturile din retea.

Traducere de SoranalLupu

Artists Without Walls / Artisti fara ziduri - 1 Aprilie / April 1%,
video documentation

THE
ISRAELI
CENTER
FOR
DIGITAL
ART



The Israeli Center for Digital Art
exemplifies both the common
difficulties and the successes of
New-Media centers all over the
world combined with the specific
conditions of Middle Eastern
reality. It is supported by public
money, promotes a socially aware
curatorial agenda, and is located
in an industrial area far away
from the urban centre for
galleries and museums. It
exhibits contemporary art in three
languages at times of zero
tolerance to neighboring cultures;
it struggles for survival while
fending off the seduction of
compromise with commercial
initiatives; it works with global
issues and partners while battling
for the attention of local
audiences.

The Israeli Center for Digital Art, established in 2001 in the industrial area of
Holon, began as an initiative of the city management in line with its agenda of
promoting cultural activities in town. Up until 10 years ago Holon was considered a
gray suburb of Tel-Aviv. It had no important cultural institution and its inhabitants
would go to Tel-Aviv for cultural consumption. Gradually the city has gone through a
budget revolution that recognized the importance of promoting local cultural
initiatives. As a result there has been a radical increase in the development of
cultural institutions in Holon, in areas such as theater, dance, design, and more.
Most of the projects serve the utilitarian purpose of transforming the city's image;
furthermore, this new policy has made possible the operation of some spaces of
cultural production with public funding. This represents a welcome departure from
the general attitude in Israel today toward promotion of cultural activity at the local
urban level. The Center is located in a building that was once used as a public
school. The location of the center outside the heart of Tel-Aviv has both advantages
and disadvantages, distancing the activities of the Digital Center from the regular
art scene of Tel-Aviv, but at the same time enabling it to keep in touch with the
peripheral communities surrounding the city.

The Digital Center is mainly publicly financed by the city of Holon, which
provides a budget enabling it to maintain the building and staff. Budget for
activities is raised per project. The financial reality of the Center keeps a question
mark above its existence. A sudden end for the Center can come because of political
changes in the municipality of Holon, because of misunderstanding of the time span
needed for such a Center to become really established and publicly familiar, or
because of a change in budget priorities.

The Center has grown quite rapidly since it was established as a one-space
gallery 3.5 years ago. It now inhabits about 2000 square meters of exhibition
space. Beside exhibitions in its galleries, the Center participates in exhibitions and
projects in other areas of Israel and abroad. It participated in the Gwangju Bienall
in Korea, in VIDEOZONE- the first video biennale in Israel, in the Akko festival for
fringe theater, and in the Reading Power Plant Festival in Tel-Aviv. Along with these
projects the Center has been involved in various production partnerships with
theatres. It operates workshops for artists and students and is currently developing
a Physical Computing Lab that will be operated by artists developing new
technological solutions for artistic and scientific projects.

The community

The connection with the local community has been one of the most
complicated challenges facing the Center throughout its 3.5 years of activity.
Although the official declarations of the Center's goals gave prominence to an
attempt to reach out towards the surrounding community of Holon, the daily
routine and reality of production proved this mission very hard to achieve. Being a
single institution of contemporary art in the city, with only a limited budget for
publicity and advertisement meant that a long time would be required for the
general public to become acquainted, especially considering that new media art
was involved. Acknowledging this, the Center for Digital Art decided from the start
to focus on activities at the national and international levels, building these on
various audiences familiar with the language of new media and ready for the type of
communication and research the Center promotes. Successes in this field would
later serve as tools to reconnect to the local community through exhibitions and
projects. The curatorial line of the Center is based on this conception, thus leading
to a program that is international but highly relevant for the local reality.

A few words about Israeli society and the art scene

In Israeli society, one finds a rich and occasionally contradictory world of
images concerning its character, its borders (both political and social), its
population makeup, its cultural origins, and its political directions. Thus, for
example, Israel is represented in political discourse by the following attributes, to
name just a few: “the only democracy in the Middle East”, “a country of
immigrants”, “a melting pot”, “an armed ghetto”, “a bi-national state”, “a Levantine
society”, “a Western island in the East”, “a little America”.

These images, with their double messages, have a significant impact on
Israeli society. They are understood within the context of larger issues that are at
the center of public discourse, running deep within the hidden processes that shape
the definition and the representation of individuals and groups. Under these
conditions, most of the discourse in Israeli society and the cultural sphere deal
intensively (even obsessively) with the attempt to understand, explain, and decode
the cultural environment.

The contradiction and the multiplicity of views in Israeli society and its
culture derive from the dichotomy between East and West, between "Ashkenazi"
and "Sepharadi”. This dichotomy manifests itself on the Israeli art scene in the
tension between the "local" and the "universal". Israel exists in the Middle East, a
space wherein nationalism and religion play central roles. Israel struggles, on the
one hand, to hold on to its national and religious identity, viewing itself from the
outside in, and at the same time, tries to promote its acceptance in the world's
“Western club” by building a free-market economy, implementing widespread
privatization, a near-total adoption of Western cultural symbols, and so forth. The
place of the west in Israeli art and culture is indeed critical. One writer who has dealt
with it is Sarah Hinsky, in her article Eyes Wide Shut: On the Acquired Albino
Syndrome on the Israeli Art Scene (Theory and Critique, vol. 20, 2002).

The concept of “the West” has been firmly rooted in the Israeli art scene as a
guiding principle, shaping it on the model of the European art scene. In this sense,
the Israeli art scene is marked by tension between two opposing categories: art that
tries to be universal and at the same time local, when the “universal” model is
actually European. This affinity is a fundamental force in the Israeli art world, and
its origins are identical to the Western - European origins of the Zionist movement.
The establishment of a Jewish state was perceived by many in the Zionist
movement as creating a European “annex” in the Middle East wherein nationalist
and colonialist aspirations could be realized.

The closed attitude of Israeli culture toward the surrounding Arabic culture
stems from this perception and regards the culture of Jewish immigrants from Arab
lands as inferior. This closed-mindedness has only begun to disperse in the past two
decades, allowing the inflow of Eastern-Arab influences, mainly felt in Israeli music,
upon which there has been a conspicuous influence, and in which there is much
collaboration between musicians from the neighboring countries.

Against this backdrop, the Israeli visual arts are preoccupied with
conducting a dialog with Western “power centers” of art, which is perhaps the main
reason why no effort is made today to create a network of exhibits and artist
exchange projects with neighboring countries such as Turkey, Greece, or even
Egypt or Jordan.The cultural conflicts described here can be viewed in a wider
context as part of global processes taking place in other regions of the world
involving societies, countries, organizations, and individuals undergoing
redefinition and creating new paths and meanings for their activities.



First Stages

During the first stages of its operation the Center promoted a universal
agenda dealing with issues internationally addressed all over the world in
relation to technology and its influence on art, culture and society. Exhibitions of
artists such as Gebhard Sengmuller (with his VinylVideo), Vuk Cosic, Romi
Achituv were a typical example of this approach. However, this direction
gradually started to change, in relation to the social and political reality
surrounding Israeli society. These were the years the El Agsa Intifada was at its
peak, a time in which it was not possible to work in isolation, ignoring the crisis
around. So after a series of exhibitions that functioned as an introduction of
sorts to new media and video art, the focus shifted towards a new curatorial
agenda that saw great importance in relevance to social issues, together with
new tactics and new modes of art production.

This change, at the start, was not a result of a curatorial decision but
began almost unconsciously. Yet it was a very clear statement. During this time
the Center mounted works by artists such as Yael Bartana, who criticizes and
examines different public ceremonies and rituals in an Israel under the
influence of an ever more militarized culture, an exhibition of foreign press
photographers who cover the Palestinian Israeli conflict, a project by Dana Levi
and Marc Lafia who recorded foreign workers singing their favorite songs and
talking about their home, and an exhibition of Albanian artists titled, “Bitter
Sweet Harmony”, curated by Eddie Muka. In these projects artists used digital
tools or video to reflect on the everyday reality in Israel or in other areas with
similarities both in the general conditions as well as in artists' activity.

Communication Limitations

The contradiction between the nature of the art exhibited in the Center
in its early stages and the reality of the Israeli society and art scene was a source
of ongoing frustration. Cultural isolation created an artistic working
environment that was not nourished by regular exchange with its surroundings.
A large part of new-media art is based on the exchange of information and
dialogue, on communication and collaboration. These are usually based on
mutual experiences or joint interests that can become a basis for production.
This core element was absent from the Israeli art scene that was still producing
in old routines of Artist - Gallery - Public and in which priority was given to the
single artist's unique talent over other frames of production that promote a
collaborative approach. What was needed, we felt, was a change in the
production mode along with the contributing artists and the collaborative
institutions, as well as focusing direction and looking for the geographical areas
of interest. This perception led to the decision to change the curatorial approach
of the Center and promote the ,,Hilchot Shechenim” project.

The “Hilchot Shechenim” Project

The reaction to the special conditions of cultural communication,
especially during the Intifada, led to the decision to try to establish a regional
cultural network that would be a platform for communications between artists,
activists, media people, film makers, and the general public in the Middle East.
This network would act as a counter to the harsh blindness of the local art scene
to the neighboring art fields surrounding Israel and be a tool to overcome the

regional isolation of artistic production in Israel. Together with the
networking priorities that “Hilchot Shechenim” (regulations for neighbors) [a
reference to the laws of division of property and boundaries codified by the
Rambam in his Mishna Torah, a commentary on the Torah] promotes, it also
sought to stimulate discourse on the influences of digital technologies on
contemporary culture in general and Israeli society in particular.

“Hilchot Shecheinim” was divided into three main exhibitions, each
accompanied by video screenings, lectures, performances and workshops. The
exhibitions acted as a laboratory for ideas about art and media, marketplace
and exchange; and they examined the manner in which social, cultural and
technological changes influence art and artists. The “Hilchot Shecheinim”
events should be apprehended as an up-to-date source of information that
offers a panoramic view of life via the combination of the language of art and the
tools of contemporary culture, media, politics, and the economy.

Chapter A (6.12.2003-28.02.2004)

The first phase of “Hilchot Shecheinim”, Chapter A, chapter focused on
the mapping of independent organizations of artists who have found for
themselves a place where they can create without relocating to the Euro-
American center, or without being “directed from above” by the main art hubs.
The Chapter featured projects run jointly by art centers in outlying areas and
projects by artists in neighboring areas that reflect the changes taking place in
local art scenes during times of global influences or national ethnic frictions.

Chapter A was divided into three parts and was the initial step towards
the forming of the regional network. The first part was the exhibition Walking
Istanbul, Notes from the Quarantine, curated by Erden Kosova and Basak
Senova. This exhibition was a projection of a particular period in the recent
history of Turkey through a focus on Istanbul. This period was marked by the
terror imposed by the harsh dynamics of politics and economics. It was also
neglected as a result of these dynamics. From political climate to IMF-
dependent economy; massive internal migration; and constant cultural
schizophrenia fed by conflicts between East and West, secularism and
fundamental Islam, Left and Right, and, eventually, nationalism and
separatism.

By departing from that flux of political and cultural conditions, the
project addressed the visual and aural representations and productions of a
particular generation that was caught between two generations that of the
early 70's: highly politically engaged and severely punished for it; and that of
the 80's: a sleeping generation that has been totally apolitical. Yet, the
coalescence of this in-between generation and the artistic production
mechanisms they adopted were either neglected or dissolved in the fast pace of
life. The exhibition focused on the visual notes, remarks and traces of the city as
the reflection of the inner-world, which is captured in the everyday and
untamed realities of the streets. The exhibition presented the works of Nermin
Er, Memed Erdener, 2/5 BZ, Aydan Murtezaoglu, Bulent Sangar, and ZeN, along
with extracts from the works of comics artist Kemal Aratan. A performance by
Anabala accompanied the exhibition together with the screening of the feature
film 9 by Umit Unal.

The second part of Chapter A was “kesher zugi” (couples) curated by
Netta Eshel who invited artists living as couples but who had never collaborated



[1] - Fikret Atay, Dance of the Rebels,
urtica - Eduard Balaz, Violeta Vojvodic,
Dictionary of Primal Behaviour; Aya
Ben Ron, Hanging, Guernica; Liraz
Pank, 4 Minute Exhibition; Shirley
Shor, Becoming; Katie Bush,
Destroyevil.com; Jody Zellen,
Disembodied Voices; Erational,
Flexplorer; Birgit Glatzel, A Friend Is a
Friend of a Friend; Haim Ben Shitrit,
Conversations with Abed el-Wadood.
Chapters 1, 2 and 3; Hadas Ofrat,
Never Ever; Potatoland-Mark Napier,
Words, Feed.
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Jody Zellen - Net Art Project, Hilchot
Shchenim chapter A, 2004

Birgit Glatzel - A friend is a friend of a
friend, computer project, Hilchot
Shchenim chapter A, 2004

to do a new joint project. In this framework a new work by Israeli artists
Doron Solomons and Dina Shenhav titled The Bibles in Pictures was produced.
In the third part of Chapter A, were shown works of different artists. [1]

Chapter B (24.04.2004- 24.07.2004)

The second phase of “Hilchot Shecheinim”, Chapter B, focused on tactics
and strategies used by artists, artist groups, and NGO's to create cultural
networks and intercultural / artistic cooperation projects. The artists chosen for
the exhibition adopt tactics and strategies typical of war, finance, commerce,
advertising and mass distribution. The exhibition emphasized the ways in which
war, capitalism and globalization shape the media, and the ways in which artists
use media technologies for their artistic creation.

The exhibition provided the first opportunity for an open discussion in
Israel about the tactics and strategies of art and the possible role artists might
have in their own society. When using the terms “tactics” and “strategy” in the
context of art, it is impossible to detach them from their traditional meaning,
associated with the military. In this respect, “tactics” represent the tool used by
the weak, whereas “strategy” is the tool used by the State, the strong entity.
This partitioning, however, may be subject to change, and roles may be
switched. This is a very relevant debate in a militarized society such as Israel.

The works displayed at the exhibition offered a new agenda of artists
struggling on behalf of social reform; artists who believe that art is not only a
mirror of society, but that it can also play a role in social change. This is art that
functions in the age of technology, digitization, information; an art that coexists
in dialogue with plagiarism, copying, imitation, duplication, manipulation,
espionage, surveillance, and immigration.

”Hilchot Shchenim”, Chapter B, invited the visitors to view projects built
on the basis of cooperation, in which the collective element overshadows the
personal input. This method of creation represents more than anything else the
transition from analog to digital culture not only in terms of digital

representation, production speed, availability and manipulative ability,
but also in terms of relinquishing the status of analog, unique, “genius” artist in
favor of networking, a production in which all players enjoy an equal status.
Artists working nowadays outside the sphere of representation are exiled from the
sphere of art to the sphere of political activism or media activism. Yet, this new
type of art may well be referred to as the Avant-garde of the 21st century.

The exhibition was constructed from a combination of works produced by
cooperatives and works that featured different approaches to the use of video.[2]

Chapter C (04.2005)

The third phase of “Hilchot Shecheinim” investigated the cultural variation
that stems from inter-cultural diffusion, or the manner in which diffusion
influences artistic creation. The works were related to the points of friction that
global systems generate as a principal trait of our times. We proposed the Internet
as a positive model of globalization; a model in which states, nationality, giant co-
operations and political or social organizations have equal value. This is a model
that presents a decentralized network that has no control and enforcement center,
a network that is incapable of controlling the flow of information or the number of
its citizens. This is a network that simulates a supra political structure with weak
controlling abilities, exposed to disturbances, misbehavior and rebellion, but does
not collapse as a result. Artists draw a possible scenario of life within the
possibilities of global culture, examining their vision of this world and its
influences on the artistic field will be examined.

Emergent projects of collaboration

The Center adopts certain strategies in creating collaborative projects.
The first is to show projects done outside of Israel that hold the potential to
communicate different modes of cultural productions or geographical urban
reflections. This is the case with Walking Istanbul. Notes from the Quarantine
that was part of “Hilchot Shechenim” Chapter A. The second is the Artist in
Residency program that the Center operates allowing it to invite artists or curators
for a period of research in Israel. This subsequently leads to the production of a
project. An example of this strategy is the collaboration with the French group
Bureau d'etudes in producing a comics-magazine as part of the third chapter of
“Hilchot Shechenim”. Inviting artists and curators for a short stay always raises
questions and difficulties relating to the role of the outsider observer that impacts
on any resulting project. This way one can always predict that the outcome will be
a middle way result. It will give an outsider look but a more informed one. This
unavoidable gap is both an asset and a burden. However it is exactly the type of
outcome needed. It allows the Center to expose its audience and artists to new
technologies and tactics, new modes of production and ways artists choose in the
light of conflict and crisis. These are highly relevant to the local scene. In many
cases the basic motivation behind a collaborative project is the realization that the
common experiences in both geographies are relevant to both collaborating
parties. This was the case in a few projects that developed from the “Hilchot
Shechenim” series and can be seen as part of the cultural network that is
gradually being formed.

losing.ctrl
losing.ctrl aims at processing actions and reactions of “control
mechanisms” throughout multiple phases, and is a collaboration of the Digital

[2] - The participating artists were:
Elyasaf Kowner, | Wandered
Relentlessly; Gebhard Sengmuller and
Effie & Amir, “Near East; Emanuel
Danesch / David Rych, Utopia Travel;
Bureau d'etudes (Leonore Bonaccini
and Xavier Fourt), Post National
Middle East; Zhou Hongxiang, The
Red Flag Flies; Meena Park and Sasa,
How Much is Enough? ; SALA-MANCA
Group, Urban Over Memory Archives
11; Jacqueline Salloum, Caterrorpillar,
Apache, Planet of the Arabs, Arabs A-
Go-Go; LINGA (Torsten Michaelsen,
Michael Huners and Ole Frahm),
Radioballet Leipzig; Yomango,
Yomango Tango, Dirk Fleischmann,
The Stop Show; BIT: Bureau Of
Inverse Technology, BIT Plane, The
BIT Suicide Box; kuda.org, Safe
Distance; Maayan Amir and Ruti Sela
Beyond Guild, Atonement; Krzysztof
Wodiczko, The Tijuana Projection, The
Homeless Vehicles, Alien Staff, Porte-
Parole, Aegis. And also the second
part of the “kesher zugi” (couples)
project that featured a new work by
Amit Goren and Sarit Shapira, One,
Two, Three.

Liraz Pank - Expozitie de 4 minute / 4
Minutes exhibition, fotografie /photography,
Hilchot Shchenim chapter A, 2004



[3] - Curators: Basak Senova, Galit
Eilat, Eyal Danon

Participating artists:

(Sound-Art performances and video-art
series by):

Anabala (Istanbul), Ori Drummer (Tel-
Aviv), DJ Mabbas (Istanbul), Ohad
Fishof & Ishay Adar (Tel-Aviv), Erdem
Helvacioglu (Istanbul), Sifir (Ankara),
DJ Tayfun Firtina (Istanbul), Fairuz
Derin Bulut (Istanbul), Krechtz (Tel-
Aviv), Elif I1zbirak (Istanbul), Cem
Omeroglu (Istanbul), 2/5 BZ
(Istanbul), Selda Asal (Istanbul),
Hatice Guleryuz (Rotterdam), Ali
Demirel (Istanbul), Ruti Sela (Tel-Aviv),
Simge Goksoy (Istanbul), Effie & Amir
(Tel-Aviv/Amsterdam), Erhan Muratoglu
(Istanbul), Ozlem Sulak (Istanbul), Can
Turkinan (Istanbul), Dana Levy (Tel-
Aviv), and Yael Bartana (Tel-
Aviv/Amsterdam)

Galit Eilat, director of the Israeli Center
for Digital Art, Holon, gave a talk about
the Center's programme.

Screening programme started with an
introduction by Galit Eilat. The
programme consisted of selected works
by Israeli artists such as Ruti Sela, Yael
Bartana, Nurit Sharet, Chen Sheinberg,
and Zohar Kfir.

Center with NOMAD (Istanbul).The project started by examining several
social phenomena, especially in the urban context, such as “paranoia” and/or
“surveillance” and/or “authority” and/or “power nodes”. Consequently, these
issues are linked to “to control /to be controlled” and, eventually, to “control
mechanisms”. In many cases, especially in terms of production mode, there
were many similarities between these two countries.

The project operates in many layers in order to expand the investigation
of these issues. The contributors and the works reflect on these issues in their
own cultural context, yet each and every work is capable of communicating
within the global agenda; dealing with form as a tool for detecting the changes
in perception (for auto-control, suppression, and balance); experimenting with
various hand-made instruments in order to find alternative ways of processing
and controlling sound; experimenting with traditional instruments together
with mechanical and electronic devices for the sake of breaking the context of
these instruments and twisting the concrete systems of traditions; using visuals
together with sound in order to create sentences of criticism or express the
contributors' reactions.

On another level, sociologists, cinema critics, and writers are engaged in
order to discuss the whole concept. This experimental ongoing project was
practiced in different geographies throughout 2004-2005. The first phase took
place in Istanbul, and simultaneously at 4 different locations with support from
the Consulate General of Israel-Istanbul, Israel National Lottery Council for the
Arts, Platform Garanti Contemporary Art Center, The Apartment Project,
Trendsetter, Roll and Arcelik. Within the Istanbul Phase, Platform Contemporary
Art Center hosted a talk and a screening of videos by Israeli artists. In addition,
there were sound-art performances and a video art series together with side
activities.[3]

“Artists Without Walls” “April 1*”

A result of collaboration with the Sabreen group from East Jerusalem
has led to the forming of “Artists Without Walls”. This was based on the
realization that Israeli and Palestinian artists needed a permanent forum for
dialogue between individuals engaged in all fields of art and culture. Bound by
mutual respect for human rights, opposition to the occupation and to terror of
any kind, “Artists Without Walls” strives to develop models of cooperation,
putting “humanit™ back at the heart of our agenda. The first action of the
organization took place on April 1% 2004 in Ras Kobassa, on both sides of the
separation wall, in the neighborhood of Abu Dis in East Jerusalem. Two closed
circuit video cameras were placed at the same spot on both sides of the wall.
Both were connected to video projectors, which showed on each side the
opposite image. It was a kind of a virtual window, enabling people on each side
to see what was going on, on the other side. The cameras were located at a
distance of one meter from each other, turning technologies of supervising and
controlling the population to a spectacle, which aims at drawing the media's
attention to the violation of human life.

The collaboration with the Sabreen group continues. Documentaries of
two workshops were presented in 2004: Arwashat: Percussion Summer Camp
which took place in Bethlehem; and the screening of Child Testimony,
displaying the dimensions of the experienced violence and reality through the
visual perception of the children, took place in Istanbul at the Apartment project
Gallery last November.

Serial Cases

Serial Cases is a video screening project that started in the second half
of 2005 between various art centers in the Balkans and the Middle East. This
project aims at activating an exchange of Video Screening programs among
different cultural and art centers. In subsequent phases, the project can be
augmented with meetings, discussions, exchange programs, and exhibitions.

As in other cases, the assumption is that cultural exchange between
different geographies can expose similar experiences and parallel histories.
These can be traced in specific art works. Such works inhabit “communicative
aspects” and therefore, can offer an alternative channel to any global
communication medium in the receiving and sharing of information. This
project aims to identify such works to construct links between various
geographies.

The program consists in simultaneous screenings in all participating
locations, thus functioning as an information channel for exchange of ideas and
similarities. The program is based only on an exchange of the information that
the works themselves can carry. In its first stages, no lectures or presentations
will supplement the works, which, on their own, will be the “traveling” agents
creating the links in the network.[4]

[4] - Participating curators:

Michal Kole¢ek- Czech Republic, Erzen
Shkololli- Kosova, Branka Curcic /
Orfeas Skutelis kuda.org- Serbia &
Montenegro, Matei Bejenaru-
Romania, Basak Senova- Turkey,
Antonia Majaca- Croatia, Galit Eilat,
Eyal Danon- Israel.

Meena Park & Sasa - 100% Shop,
instalatie / installation,
Hilchot Shchenim chapter A, 2004
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“Articolul de fata are in vedere
desfasurarea proiectului
Matchmakers, un exemplu de
proiect finantat sub acoperirea
regenerarii pe cale culturala.
Care este viitorul practicii
artistice critice Tn umbra
politicii culturale neo-liberale
care cere o valoare de utilizare
definitiva pentru arta cu
scopul de a-si justifica
sprijinul?”

Sophie Hope a fondat la Londra B+B,
un parteneriat curatorial, cu Sarah
Carrington in 2000. Pe langa expozitii
si discutii, B+B lucreaza cu artisti si
colaboratorii acestora in situatii
diferite, de la proiecte care se bazeaza
pe habitat si comunitate pina la acte
de consultanta si activism. Pentru mai
multe informatii a se vedea
www.welcomebb.org.uk

Ce reprezinta slujba de vis a unui artist? Sa fie prea frumos pentru a fi
adevarat angajarea in vederea realizarii de proiecte artistice in zone de schimb
social si urban? Cu toate acestea, decit sa dea nastere la o practica artistica
critica, artistii sint mai degraba folositi de catre agentiile guvernamentale
pentru a produce efecte vizibile si (dupa cum au fost definite de practicantii
politicii culturale New Labour care demonstreaza ca arta a dus la dezvoltarea
societatii. Aceasta sfera de slujbe destinate artistilor este definita drept
~regenerare pe cale culturala”.

Articolul de fata are in vedere desfasurarea proiectului Matchmakers,
un exemplu de proiect finantat sub acoperirea regenerarii pe cale culturala. Voi
continua prin a va oferi contextul acestui curent si voi pune in discutie felul in
care proiectul Matchmakers se raporteaza critic la acesta. Concluzia ridica
urmatoarea intrebare: care este viitorul practicii artistice critice in umbra
politicii culturale neo-liberale care cere o valoare de utilizare definitiva pentru
arta cu scopul de a-si justifica sprijinul?

Contextele culturale, sociale si politice ale practicii artistice sunt
cruciale pentru intelegerea metodelor si motivatiilor interventiilor si
reprezentarilor artistice. Tinta Vector-ului e sa-si traseze contextul regional
din mai multe perspective. De asemenea, este important sa-si gaseasca
metode de distribuire si de traducere dincolo de granitele regionale. Includerea
acestui articol, de exemplu, reprezinta o incercare de a transpune un proiect
artistic specific contextului Marii Britanii in contextul regional al Vector-ului.

Proiectul Matchmakers

Artista Katrin Bohm si arhitectul Andreas Lang au fost insarcinati de
catre Consiliul comunitatii din Camden (autoritatea locald) in vara anului 2003
sa dezvolte un proiect care avea in vedere folosirea curenta si potentiala a unui



spatiu public din nordul Londrei, numit Lismore Circus (Piata Lismore).
Zona a fost renovata si reamenajata in 2001 de arhitectii Shillam si Smith in
urma discutiilor indelungate purtate cu locuitorii. Doi ani mai tirziu, Consiliul
comunitatii din Camden a ajuns la concluzia ca reamenajarea spatiului nu a
incurajat utilizarea spatiilor verzi si a bancilor cum s-a preconizat initial si, prin
urmare, i-au angajat pe Béhm si pe Lang sa gaseasca o solutie.

Bohm si Lang au mers la fata locului sa afle de ce localnicilor nu le place
sa-si petreaca timpul liber in Piata Lismore si care ar fi de fapt dorintele si nevoile
lor in ceea ce priveste acest spatiu public. Opiniile localnicilor au fost facute
cunoscute printr-o serie de evenimente sustinute in Piata Lismore ca de pilda:
petreceri cu gratar, vanzari de maruntisuri in scopuri umanitare si jocuri de golf
organizate cu ajutorul grupurilor comunitare locale (clubul de gradinarit si
asociatia de locatari). Acestia au creat o structura mobila, care putea fi adaptata
pentru a pune in scena sau pentru a sprijini aceste evenimente. Postere si
fluturasi impartite de Bohm si Lang au tinut la curent locuitorii din imprejurimi cu
desfasurarea proiectului si a activitatilor ce aveau loc.

De asemenea, au invitat si un alt artist, pe Nicoline von Harskamp, pentru
a produce o interventie. Tn urma conversatiilor purtate cu localnicii despre
amintirile pe care ale au despre paznicii si ingrijitorii parcului, Van Harskamp a
angajat un actor care a jucat timp de trei zile, intr-o baraca, rolul unui paznic de
parc. Reactiile starnite au fost pro si contra, din cauza paznicului care a fost

perceput ca simbol al unei eventuale privatizari a spatiului public.

Perioada de activitati a generat o serie de idei si reactii din partea localnicilor,
care au dus la propunerea unei serii de schimbari in designul Pietei Lismore. B6hm si
Lang s-au folosit de conversatiile banale purtate cu oamenii in timpul gratarului si a
vinzarilor de maruntisuri pentru a planui schimbari subtile in utilizarea spatiului. Chiar
daca acest moment a facut dintotdeauna parte din proiect, Consiliului nu le-a oferit nici
un fel de sprijin financiar sau vreun angajament pentru realizarea acestor schimbari.
Tn momentul in care Bohm si Lang au prezentat localnicilor propunerile de design
pentru o evaluare, Consiliul a insistat ca acestia sa apeleze la o forma mai traditionala
de sondaj chestionarul.

Dupa mai bine de un an de la analiza propunerilor finale, Consiliul si-a confirmat
in sfarsit sprijinul si a alocat un buget pentru schimbarile de design sugerate de Bohm
si Lang. Schimbarile includ amenajarea unei zone speciale pentru caini, gazduirea
manifestarilor comunitatii, plantarea mai multor flori si luminarea pomilor.

Pelarg

Proiectul Matchmakers a luat nastere Tn contextul unei strategii de regenerare
locala, elaborata de Consiliul comunitatii din Camden. Aceasta regenerare e definita de
Guvern astfel:

Transformarea pozitiva a unui spatiu fie el locuibil, comercial sau deschis care,
initial, prezenta simptome de declin fizic, social si/sau economic.”

Multe din zonele urbane si rurale din Marea Britanie sint regenerate folosindu-
se bani de la Guvern, Loteria Nationala, Uniunea Europeana si fonduri colective pentru
cetateni (sau fonduri colective pentru responsabilitate sociald). Scopul este sa
Limbogateasca vietile oamenilor si sa le ridice nivelul aspiratiilor” concomitent cu
atragerea de noi afaceri in zona. Bineinteles, principala obiectie a regenerarii este ca
aceasta ,refinnoire urbana” de obicei atrage dupa sine si o crestere a preturilor
locuintelor care, la rindul lor, elimina chiar comunitatile locale pe care procesele de
regenerare pretind ca le fortifica.

Artistii sunt vazuti ca fiind chei ale acestui proces de regenerare, si sunt
angajati, ca si in cazul lui Bohm si al lui Lang, pe post de catalizatori ai schimbarii, de
persoane indicate in rezolvarea problemelor sau de consultanti mereu disponibili.
Artele ar putea chiar reduce rata criminalitatii este de parere politica guvernamentala.
Felicity Harvest, director executiv al Consiliului Artelor din Anglia, Sud Est, prezinta un
program nou, in valoare de milioane de lire care, la randul lui, sa genereze programe
culturale in zonele urbane de pe tot intinsul Marii Britanii:

»Consiliul Artelor a investit In regenerarea multor targuri si orase din Anglia si
stim ca regenearea pe cale culturala imbogateste vietile oamenilor determinandu-i sa
aiba aspiratii mai Tnalte. Aceasta recompensa ofera o noua sansa spre a demonstra
rolul benefic al artelor.”

Deoarece regenerarea pe cale culturala a devenit o sursa majora de venit
pentru artisti, exista acum cursuri de pregatire pentru schimbarea comunitatilor si de
fnsusire a mai multor cunostinte despre rolul lor in procesul de regenerare
(http://www.cida.org/). Asemenea cursuri tind mai degraba sa promoveze decit sa
critice notiunea problematica a artistului ,,care efectueaza schimbarea”.

Tntelegerea artei ca instrument de schimbere sociala a fost imbratisatd de New
Labour si are un efect important asupra modalitatii in care artele sint finantate in Marea
Britanie. Cind New Labour au ajuns la putere, in 1997, sustineau ca societetea civila
era impartita in persoane social incluse si persoane social excluse, si ca misiunea lor
era cea de a-i include pe cei exclusi. Bazandu-se pe mitul modernist al celui
marginalizat artistul de geniu (adica cel exclus in mod subtil sau auto-exilat) agentiile
guvernamentale au inceput sa angajeze artisti, considerindu-i persoanele cele mai



indicate pentru conducerea drumului spre integrarea sociala.

Cum critica proiectul Matchmakers acest context?

Bohm si Lang au inceput sa dezvolte o perspectiva alternativa la procesul de
consultare prin spectacole bazate pe evenimente spontane, neasteptate. Aceste
strategii au fost utilizate si de unii artisti si activisti din trecut, asa cum erau
Situationistii si artistii care faceau performance in anii 60.

De asemenea, toate aceste discutii alternative au fost purtate in secret. Nici
nu s-au etichetat ca artisti sau arhitecti, si nici nu au divulgat faptul ca au fost
angajati de Consiliu. Aceasta situatie poate fi cauzata de o serie de motive, dar ar
putea fi astfel deoarece:

- a explica oamenilor ca munca pe care o faci este arta este destul de
complex si de deconcertant

- a mentiona faptul ca lucrezi pentru Consiliu ar fi non-productiv din cauza
experientelor proaste pe care oamenii se poate sa le fi avut cu acesta, iar asta ar
duce la o revarsare de invinuiri din partea lor

- adescrie proiectul Matchmakers ca fiind consultanta, ar fi contra-productiv
intr-o zona n care se crede ca s-au spus prea multe vorbe si s-au realizat prea
putine fapte.

O etapa cruciala a proiectului Matchmakers este schimbarea de design care
are loc in final. Fara aceasta (si parea ca va mai dura mult timp pana cand sa aiba
loc), proiectul raméne un gest si actioneaza ca un alt exercitiu de consultanta
zadarnica. Proiectul Matchmakers contine atat aparent inutilele jocuri de golf cat si
schimbarile fizice cele mai evidente. Bbhm si Lang actioneaza ca negutatorii
invizibili printre efemerii oameni ce-si plimba cainii si servitorii civili care detin
parghiile financiare. Propunind imbunatatiri la scara redusa, probabil evidente in
acel petec de spatiu public, Bohm si Lang fi invita pe membrii Consiliului sa
reflecteze asupra motivelor avute de a-i angaja in prima instanta. Prin evidentierea
folosirii spatiului public ca loc de reuniune a grupurilor comunitétii pentru a gati, a
vinde bunuri sau a juca diferite jocuri, probabil ca vor sa puna asupra interventiei
umane in detrimentul celei materiale.

Concluzii

Regenerarea pe cale culturala inca mai este controlata de guvern si de piata
in timp ce, pe de alta parte, este cosmetizata intr-o abordare transparenta,
elementara, care inspira incredere. Prin angajarea lor in astfel de slujbe in acest
proces de schimbare urbana, unii artisti, curatori, activisti si arhitecti cum ar fi
Bohm si Lang lucreaza pentru a scoate la suprafata motivatiile guvernelor locale si
ale ,,colectivelor de cetateni”. Societatea britanica devine din ce in ce mai testata,
evaluata, monitorizata si controlata; in consecintd, exista o nevoie acuta de a cere
teritorii care trec printr-un proces de shimbare si de a mentine o legatura critica cu
structurile de spatiu, loc si sprijin.

Este si mai crucial faptul ca sunt gasite metode noi de a pune in retea
contexte diferite de contextul nostru, pentru a invata mai mult din greselile si
motivatiile de shimbare ale fiecaruia. Platforme ca publicatia Vector de exemplu,
pot deveni locuri unde poti gasi acele slujbe de vis in care esti in acelasi timp cel ce
asista activ dar si cel ce rezista procesului inevitabil de regenerare.

Traducere de Daniela Ciubotaru si Vlad Morariu
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SOPHIE HOPE

“This article focuses on
Matchmakers, an example of a
project funded in the guise of
culturally led regeneration.
What is the future of critical
art practice in the shadow of
neo-liberal cultural policy
which requires a definitive
use-value for art in order to
justify its support?”’

Sophie Hope founded B+B, a
curatorial partnership, with Sarah
Carrington in 2000. In addition to
exhibitions and discussion events,
B+B work with artists and their
collaborators in situations ranging
from residencies and community
based projects to acts of consultation
and activism. See
www.welcomebb.org.uk for more
information.

Job?

What constitutes the dream job of an artist? Does being employed
to make art projects in areas of social and urban change seem to good to
be true? Rather than generating a critical art practice, however, artists
are used by government agencies to produce tangible, ‘crunchy’
outcomes (as defined by New Labour cultural policy makers) which
demonstrate art has improved society. This area of employment for
artists is defined as 'culturally led regeneration’.

This article focuses on Matchmakers, an example of a project
funded in the guise of culturally led regeneration. | will go on to give the
background to this trend and discuss how Matchmakers goes some way
to critique it. The conclusion poses the question, what is the future of
critical art practice in the shadow of neo-liberal cultural policy which
requires a definitive use-value for art in order to justify its support?

The cultural, social and political contexts of art practice are crucial
to understanding the methods and motivations of artistic interventions
and representations. Vector's aim is to map its regional context from
different perspectives. It is important to also find methods of distribution
and translation beyond regional boundaries. The inclusion of this article,
for example, is an attempt to translate an art project specific to the UK
context into Vector's regional context.



Matchmakers

Artist Kathrin Bohm and architect Andreas Lang were commissioned by
Camden Council (the local authority) in the summer of 2003 to develop a
project which looked at the current and potential use of a public space in North
London called Lismore Circus. The area was re-landscaped and refurbished in
2001 by the architects Shillam + Smith following extensive consultation of local
residents. Two year's later, however, Camden Council identified that this re-
landscaping had not encouraged extensive use of the seating and green spaces
as was originally intended and so they employed Bohm and Lang to find a
solution.

Bohm and Lang set out to find out why local people do not like to use
Lismore Circus and what their actual needs and desires for this public space
were. They sounded-out local opinion through a series of events in Lismore
Circus such as holding barbecues, jumble sales and games of crazy golf with the
help of local community groups such as the gardening club and tenants
association. They designed a recognisable tool-kit, or mobile structure, that
could be adapted to frame or support these events. Posters and flyers
distributed by Bohm and Lang kept the neighbourhood informed about the
project and ongoing activities.

They also invited another artist, Nicoline van Harskamp, to make an
intervention. Following conversations with local residents about memories of
park wardens and caretakers in the area, Van Harskamp hired an actor to
perform as a park warden, in a warden's hut, over three days. The reactions
were a combination of acceptance and disdain due to the warden representing
the privatisation of this public space.

This period of activity generated ideas and responses from local people
which have fed into a proposal for a series of design changes to Lismore Circus.
Bohm and Lang used the informal conversations they had had during the
barbecues and jumble sales to devise subtle shifts in the use of space. While this
design stage was always part of the commission, BoOhm and Lang had no
confirmation or commitment from the Council of any budget to carry these
changes through. When presenting their design proposals to the local residents
for feedback, the Council insisted Bbhm and Lang resort to a more traditional
form of consultation, the questionnaire.

Over one year after submitting the final proposals, the Council have now
confirmed their support and allocated a budget for Bohm and Lang's design
changes. The changes include devising a dedicated dog area, hosting regular
community events, planting more flowers and lighting the trees.

The wider context

Matchmakers was commissioned within the framework of a local
regeneration strategy devised by Camden Council. Regeneration is described by
the Government as:

“The positive transformation of a place whether residential, commercial
or open space that has previously displayed symptoms of physical, social and /
or economic decline”.

Many urban and rural areas of the UK are being regenerated using
money from the government, the National Lottery, European Union and
corporate citizenship (or Corporate Social Responsibility) funds. The aim is to
‘enrich lives and raise aspirations' while attracting new businesses to the area.

Of course, the main
criticism of regeneration is
that this ‘'urban renewal’ often
results in higher house prices
which in turn push out the very
local communities that
regeneration processes claim
to empower.

Artists are seen as key
to this process of regeneration
and are employed, as in the
case of Bohm and Lang, as
catalysts for change, problem
solvers or affordable
consultants. The arts can even
help reduce crime rates
according government policy.
Felicity Harvest, Executive
Director of Arts Council
England, South East describes
a new multi-million pound
programme to develop
cultural programmes in urban

areas across the UK:

“The Arts Council has
invested in the regeneration of many towns and cities in England and we know
that culture-led regeneration enriches lives and raises aspirations. This award
gives another opportunity to demonstrate how effective the arts can be”.

Because culturally led regeneration has become a major source of
income for artists, there are now courses in how to effect change within
communities and learn more about their role in the regeneration process
(http://www.cida.org/). Such courses tend to promote rather than critique the
problematic notion of artists ‘effecting change’.

The understanding of art as a tool for social change has been embraced
by New Labour and has had a major effect on the way the arts are funded in the
UK. When New Labour, came to power in 1997, they argued that society was
divided into socially included and excluded people and it has become their
mission to include the excluded. Relying on the modernist myth of the outsider,
genius artist (ie. comfortably excluded or self-exiled), government agencies
began employing artists as the ideal people to lead the way to social inclusion.

How is Matchmakers critical of this context?

B6hm and Lang began to develop an alternative approach to the
consultation process through event based, incidental spectacles. These tactics
have been used by artists and activists in the past, such as the Situationists and
performance artists of the 1960s.

They also carried out this alternative consultation in disguise. They
neither labelled themselves as artists or architects, nor did they declare their
employment was via the Council. This could be for a number of reasons, but
could be because:



- explaining to people what you are doing as art is complex and distracting,

- mentioning you are working for the Council is non-productive because of
the bad experiences people may have had with the Council and becomes an outlet
of blame,

- describing Matchmakers as consultation is counter-productive in an area
where it is perhaps thought there has been too much consultation and not enough
action.

A crucial part of Matchmakers is the design change that comes at the end.
Without this (and it looked unlikely to happen for a long time), the project remains a
gesture and acts as another futile consultation exercise. Matchmakers contain both
the seemingly useless activities of crazy golf and also the more obvious physical
changes. Bbhm and Lang act as the invisible negotiators among the transient dog-
walkers and civil servants holding the purse strings. By proposing a series of small
scale, perhaps obvious improvements to that small patch of public space, B6hm
and Lang are inviting the Council to reflect on their reasons for employing them in
the first place. By highlighting the use of the public space as a gathering place used
by community groups to cook, sell goods or play, they are perhaps stressing the
importance of human over material intervention.

Conclusions

Culturally led regeneration is still top down and market driven while being
dressed up as a transparent, grassroots and sustainable approach. By taking up
jobs in this process of urban change, some artists, curators, activists and architects
such as B6hm and Lang are working to reveal the underlying motivations of local
governments and ‘corporate citizens'. UK society is becoming increasingly means
tested, evaluated, monitored and controlled; consequently there is a real need to
reclaim territories undergoing change and maintain a critical relationship with
space, place and the supporting structures.

It is even more crucial that new methods of networking contexts beyond
our own back gardens are found in order to learn more from each other's mistakes
and motivations for change. Platforms such as Vector magazine, for example, can
become sites for finding those dream jobs in assisting and resisting the inevitable
process of regeneration.

corespondentul nostru din strainatate

Antje Schiffers este artist vizual.
Traieste si lucreaza la Berlin

antje schiffers

“Am calatorit prin Bulgaria si Macedonia, prin Bielorusia, Estonia,
Letonia si Lituania, prin Romaéania si Moldova, in calitate de
corespondent si ambasador al Muzeului de Arta Contemporana din
Leipzig.

Sarcina mea era sa duc Tn aceste tari o imagine a Germaniei si sa
aduc la Intoarcerea in Leipzig o imagine a acestor tari. Mi-am Tntrebat
colegii de la galerie cum voiau sa fie Germania reprezentata. M-am
conformat instructiunilor lor cand am predat la universitati si la terase,
ninstitutii de arta si in sufragerii in drumurile mele.

Am scris cate un ziar despre fiecare dintre tari. Tn presa locala si
pe Internet (www.korrespondentin.antjeschiffers.de) au aparut
reportaje de calatorie. Colectia finala de articole, bazata pe intrebarea
“"Cum ati vrea sa vedeti tara dumneavoastra reprezentata T1n
Germania?“, este expusa la Muzeul de Arta Contemporana din Leipzig,
la Hannover Kunstverein si la Goethe Institut, New York.”



BRICHETA DE LIGNIT
Leipzig, Germany (Gisela Pataki)

Conform lui Claude Lévi-Strauss, o expeditie etnografica
in adéancurile Braziliei incepe pe Bulevardul Réaumur-
Sébastopol. Aici, importatori cehi vand marfuri care, se pare,
sunt esentiale pentru asemenea expeditii.

Cele mai importante dintre ele sunt margelele. Cum
etnograful care se pregateste de drum nu are criteriile sale
proprii pentru alegerea margelelor, le aplica pur si simplu pe cele
pe care le-a observat la bastinasi. Tncearca margelele cu dintii, ca
sa vada cat sunt de tari, le baga in gura ca sa vada daca sunt bine
vopsite. Daca margelele sunt lucrate de mana, cele mai mici sunt
cel mai greu de facut. Din acest motiv, cele mai mici sunt cele mai
cautate in Brazilia

Marfurile albastre si verzi sunt neinteresante. Triburile din
miezul Braziliei folosesc la margelele lor coji negre de alune, perle
albe ca laptele, si ceva care se numeste Urucu, care e rosu. De
aceea este recomandabil sa se cumpere margele negre, albe si
cateva margele rosii, ca si cum s-ar imita culorile familiare si
cantitatile relative in care acestea se gasesc. Aceasta tactica ii va
aduce etnografului cel mai mult succes.

Bricheta de lignit

Leipzig, Germany (Gisela Pataki)

Bricheta de carbune lignit. Lignitul reprezenta o industrie
de marca in RDG. Nici o alta tara nu depindea atat de mult de
acest combustibil fosil, spune Gisela Pataki. Pachetul meu de
brichete vine din regiunea Lausitz, marca Rekord. Minele mari, de
suprafata, sunt la sud de Leipzig si in regiunea Lausitz. Din cele
39 de mine de suprafata care lucrau odinioara in RDG, doar 6 mai
sunt active.Carierele mari sunt transformate n lacuri si zone de
agreement. La sud de Leipzig se construieste un complex nou,
care se cheama “Neuseenland” (Noua Regiune a Lacurilor), cu
porturi pentru yachturi si retaurante elegante. Locurile de munca
nu mai sunt, ca mai toate locurile de munca din industria chimica
si a otelului. Dar poate ca va fi nevoie de céativa vanzatori de
carnati la noile lacuri de agrement.

Borcanul de ajvar

Skopje, Macedonia (Makdeonka Andonova, Gordana
van Vogt, Bojan)

Ajvar. Tn noiembrie, toatd lumea pune Ajvar la borcan. Mi-
e tare dor de mirosul de pe strada cand nu sunt in Macedonia Tn
noiembrie, spune Gordana. Slovenii, sireti si intreprinzatori cum
sunt ei, au incercat sa patenteze numele Ajvar, spune Oliver,
baiatul Makdeonkai. Macedonia i-a dat in judecata si a castigat
procesul; judecatorii au hotarat ca termenul "Ajvar” este la fel de
patentabil ca si termenul "salata de cartofi”, de exemplu.
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Pe camp maierainca grau nesecerat

Am dormit pe perne tepene intr-o casa de oaspeti nu departe de Dresda. Pe camp, graul nesecerat era inalt.
Ungurii erau undeva printre floarea-soarelui si pepeni. De pe fiecare cAmp se revarsa cate-o recolta si chiar si cararile
dintre gradinile din fata caselor erau pline-ochi de flori. Prietenii nostri roméani din Germania ne spusesera: "Ungaria e o
tara frumoasa. Are sa fie minunat cand o si treceti prin Ungaria.“ Tn Budapesta, un post de radio studentesc di la
maximum muzica electronica. Cineva trece cu clatite prin curte

Se aduna nori negri pe masura ce ne apropiem de Romania. E sdmbata seara si ajunul Adormirii Maicii Domnului.
Traversam o trecatoare de munte si intram intr-o lume de porti de gospodarie sculptate. Oameni cu cosuri, coase si furci
merg spre casa. Vacile se intorc singure de la pascut. Ceapa se usuca pe stive mari de lemne. Un tanar, frumos ca un
marinar in haine de duminica, se reazema de tocul usii. Femeile poarta fuste plisate, lungi pana la genunchi. Thomas bea
tuica, iar eu maindop cu usturoi.

Cum safie Roméaniareprezentatain Germania
"Arata ceva care ti-a placut in Romania, dar sa fie ceva pozitiv", asa suna ordinul meu, sau: "Fa fotografii pe
soare. Sunt deja destule reportaje din acelea sumbre, de noiembrie.” Romania, spun Florian si Cristina, nu consta numai

Din cei foarte bogati si cei foarte saraci, din mafie, din cersetori si oameni cu averi pe care nu se stie cum le-au facut,
sau din oameni ca acela care a construit o imitatie dupa ferma Southfork, sau ca altul care a cumparat paméantul din
fata splendidei lui case noi cu unicul scop de a darama casa de pe el, pentru ca bloca vederea spre a lui, cu toate ca el
si familia lui preferau sa doarma in spatele casei, intr-un cort. Roméania inseamna mai mult decat caini vagabonzi si
copiii strazii. De fapt, majoritatea oamenilor de aici au vieti perfect obisnuite, se duc la munca, au grija de copii si
merg n concediu, Tmi spun ei.

Tn Neustadt/Vicariatul din Cristian

Am doi prieteni, Sunt gemeni si amandoi sunt frumosi. Numele lor, le place sa spuna, le-au fost date in
onoarea lui Gerd Miller si Uwe Seeler, doua legende ale fotbalului german din anii '70.
Gerd si Uwe sunt din Cristian, de langa Brasov. Gerd mi-a spus sa fiu atenta la ursii care mananca din tomberoanele
din Brasov in fiecare noapte, o noua atractie turistica, se pare, si sa vizitez Biserica Neagra, cu covoarele ei turcesti.
Covoarele au fost aduse aici de negustori din Orient in secolul al XVI1-lea. Drumul lor era plin de primejdii. Tn cetatile
din Orient cumparau cate un covor si promiteau sa-1 daruiasca bisericii daca ajungeau cu bine acasa. Unii au avut
obiectii fata de acest obicei, zicAnd ca n-au ce cauta covoarele turcesti intr-o biserica protestanta. Dar conducatorii
spirituali au replicat spunand ca multii ani petrecuti de covoare atarnand in biserici le vor fi crestinat suficient.

Am dormit la vicariatul din Cristian, Tn paturi Thalte, langa sobele de teracota. E usor de gasit, spusese Uwe,
pentru ca a fost intotdeauna cea mai frumoasa casa din piata. Unele vicariate au camere de oaspeti. Oaspetii sunt
mai toti sasi din Transilvania care s-au mutat in Germania, dar care mai vin in vizita. Hatto Miller ne trimite sa
cercetam clopotnita. Ne spune cain fiecare an, de Ziua Reformei, canta acolo cu fanfara lui. Eine feste Burg sei unser
Gott si Ehre sei Gott in der Hohe erau doua din imnurile pe care le cantau. Erau douazeci de oameni cu douazeci de
instrumente, si tare frig mai era, la opt dimineata, de Ziua Reformei. Doamna Porr a ramas in Neustadt cand au
plecat toti ceilalti, ca sa-I ingrijeasca pe socrul ei, care era bolnav si batran. "N-am mai avut confirmari sau botezuri
pe-aici de douazeci de ani", spune ea. Fata ei a plecat si ea, cu toate ca era pe cale sa se marite, erau porcii ingrasati
si 600 de litri de vin adunati in pivnita. Doamna Porr mai povesteste cum era viata in sat in era socialista. Toata
lumea, barbati si femei, lucrau in industrie. Agricultura colectiva le ocupa dupa-amiezile de dupa lucrul la fabrica, iar
oamenii aveau in plus grija de propriile lor gradini, pasari si porci. Chiar si asa, ne place sa ne amintim de vremurile
de altadata, spune ea.

Elvetia si orasul Berna saluta orasul lasi

Tn lasi ne intalnim cu artisti si designeri grafici, cu filosofi, cu personal din ONG-uri si cu studenti la
sociologie. E un oras frumos, cu tramvaie si cu anticari pe strada. Majoritatea tramvaielor au pe ele inscriptii in
germana. Pe unele din ele scrie: "Elvetia si orasul Berna saluta orasul lasi.” Oamenii din Berna, presupun, nu erau
siguri ca iesenii vor sti exact in ce tara este Berna, si atunci au ales aceasta formulare cand si-au trimis tramvaiele la
lasi. Oricum, tramvaiele elvetiene au cele mai elegante inscriptii. Tramvaiele germane fac reclama doar la un
supermarket cu materiale de bricolaj chiar langa Halle, sau la loterie: "Lotto - si deodata te-ai imbogatit!".

lasiul are o universitate mare. Cand maimbolnavesc, sunt dusa la unul din institutele de-acolo si tratata de o
comisie foarte competenta de medici, biologi si doctori, in incaperi mari si intunecoase. Cel mai mult imi place
doamna doctor. Tmi inchipui ca pe Nadia Comaneci o ingrijea o persoana exact ca ea.

Tin o prelegere pentru un grup de tineri la galeria Vector. Pentru "partea romaneasca" a colectiei mele, Matei
Bejenaru Tmi da doua insarcinari: Tmi spune sa prezint o carpeta cu "Rapirea din Serai", pentru ca este caracteristica
pentru casele romanesti. Cand ajung la Berlin, gasesc tocmai o astfel de carpeta intr-un magazin turcesc cu articole
de gospodarie. Tmi mai spune s& scriu o listd cu mic-dejunurile care ne-au fost oferite la hotelurile la care am stat in
Romania.

Mi se dau doua liste cu site-urile de internet recomandate. O studenta scrie o scrisoare despre dragostea
lesbiana si despre respingerea de care are parte in Romania. Din pacate, scrie ea, nu este numai cazul Romaniei, si
deci nu poate spune ca homofobia este o particularitate a tarii ei. "In esenta, suntem toti la fel, si toti vrem sa fim
liberi si fericiti.”

Tin o a doua prelegere la Goethezentrum. Afara ploud cu galeata si beciurile se inunda. Tn randul din fata
stau doi batrani. Unul este reprezentantul comunitatii evreiesti, iar celalalt este reprezentantul forumului german.



Torn cateva pahare de Riesling, sa mearga cu prelegerea mea. Mi se
dau n dar un frumos platou albastru si doua sticle de vin dulce moldovenesc,

pentru ca "nu se poate sa te intorci acasa cu mai putin de cat ai adus".

Tn Karmanovo

Stam la Claudia Nesterova sau Claudia Vladimirovna, cum fii spun
elevii ei. Preda limba si literatura rusa. Rusa este limba principala in satul
Karmanovo din Transnistria. Claudia locuieste in casa facuta de parintii ei si
are o gradina mare, pe care o cultiva asiduu. Vita de vie umbreste curtea.
Sora ei, Galia, locuieste si ea aici In cea mai mare parte a timpului. Galia are
un apartament n blocurile turn de langa politehnica, "dar ma asteapta multa
munca aici". Fratele lor este marinar in Murmansk si vine n vizita aproape in
fiecare an. Drumul de la Murmansk este periculos, spune ea. Pe dealurile din
Karelia umbla talharii si arunca stanci peste masinile care trec pe-acolo. Fata
Galiei, Olia, vine si ea din cand in cand in vizita. Lucreaza la Politie, in
Grigoriopol, si, ca la majoritatea femeilor din politie, ii place sa poarte fusta
un pic mai scurta.

Claudia mi-a spus in scrisori ca au apa numai de doua ori pe
saptamana. Daca eram dispusa sa accept asemenea conditii, eram
binevenita sa stau la ea. Apa de miercuri n-a venit cat am stat in Karmanovo.
Seara mergem sa luam apa de la apartamentul Oliei, la etajul noua. Pe casa
scarii nu este lumina. Luminile de pe strada nu merg. Cumparam niste
fnghetata cu gust delicios. Miroase a fan pe drumul cu masina spre casa prin
tinutul intunecat.

Pe un indicator scrie: Odessa, 105 km. Sarim in iaz cu tineretul din
sat. Ne minunam de niste locuri care ar fi perfecte pentru un saslik cu
prietenii. Ne uitam cum culeg prune brigazile. Bunicul Oliei ne da un borcan de
miere, iar prietenul lui ne da un fagure.Doi septembrie e Ziua Independentei
in Transnistria. Ne imbracam cu cele mai elegante haine si mergem la
sarbatoare in Grigoriopol. Unele din femei sunt in rochii de seara. Fiecare sat
si-a Tmpodobit piata si a asezat la vedere roadele muncii sale. Peste tot sunt
ghirlande de ardei si munti de struguri, si aranjamentele din prune si rosii
formeaza numele Republicii. Angajatii de la centrul de radioteleviziune canta
cantece rusesti, ucrainene si moldovenesti, dar e clar ca chimistii se distreaza
mai bine.Politia ne opreste pe drumul spre Tiraspol si ne cere actele. Trebuie
sa faca proces-verbal, e concluzia. "Dragul meu", spune Claudia, "astazi e
Ziua Independentei noastre si acestia sunt oaspetii nostri. Sunt la noi n
republica pentru prima oara si li se pare totul minunat aici. Dumneata
hotarasti daca sa le strici sau nu impresia asta.”

Cel mai bun supermarket din oras apartine imperiului Sheriff.
Cumparam carnati, peste afumat si tort ca sa sarbatorim plecarea noastra. Ar
trebui sa luam Kiewer Torte, spune Olia - acela e intotdeauna cel mai bun.
Claudia ne tine un discurs frumos si ma asigura ca numele meu suna
incomparabil mai elegant In ruseste: Ana Pavlovna Korabliova. Sunt intru
totul de acord.

Vor sa stie ce mi-au dat bulgarii pentru expozitie. Care mi-au dat mai
multe, bulgarii sau macedonenii? Cand le spun despre cateva din cadourile si
ideile date de bulgari, Hristina si Oliver se uita unul la altul. Asa de plini de
patos, bulgarii astia, spun ei.

Antje Schiffers is a visual artist who lives and works in Berlin.

“As Correspondent and Ambassador of the
Museum of Contemporary Art in Leipzig, |
travelled through Bulgaria and Macedonia,
through White Russia, Estonia, Latvia and
Lithuania, through Rumania and Moldavia.
My assignment was to impart a picture of
Germany in these countries and to impart a
picture of these countries in Leipzig upon
my return. |1 asked the colleagues from the
gallery how they wanted to see Germany
represented. | followed to their instructions
when | lectured in universities and beer
gardens, in art institutions and in living
rooms during my travels.

I put together a newspaper about each
country. There were travel reports in the
local media and on the web
(www.korrespondentin.antjeschiffers.de).
The collection put together based on the
guestion "How do you want to see your
country represented in Germany?“ is
exhibited in the Museum of Contemporary
Artin Leipzig, in the Hannover Kunstverein
and the Goethe-Institute, New York.”



According to Claude Lévi-Strauss, an ethnographic expedition into the
depths of Brazil begins on the Boulevard Réaumur-Sébastopol. Here, Czech
importers sell goods that are apparently essential for such expeditions. The
most important of these are beads. As the preparing ethnographer has no
criteria of his own in choosing the beads, he simply applies those that he has
already observed among the natives. He bites the beads to test their hardness,
sucks at them to see if they are thoroughly dyed. If the beads are hand-made,
the little ones are the most difficult to make. For this reason, the smallest ones
are the most popular in Brazil.

Blue and green goods are uninteresting. The tribes in innermost
Brazilians use black nutshells, milky pearl and a certain Urucu, which is red, for
their beads. It is therefore advisable to buy black, white and a few red beads as
if to imitate the familiar colours and the relative quantities in which they are
found. This tactic will bring the ethnographer most success.

Leipzig, Germany (Gisela Pataki)

Brown coal briquette. Brown coals were a landmark industry of the GDR.
No other country depended so much on this fossil fuel, says Gisela Pataki. My
pack of briquettes comes from the region of Lausitz, brand name Rekord. The
big opencast mines are south of Leipzig and in the Lausitz. Of the former 39
opencast mines in operation in the GDR, a mere 6 are still active.

The vast pits are transformed into lakes and local recreation areas. South
of Leipzig, a new complex called “Neuseenland” (New Lakeland) is being
developed with yacht harbours and smart restaurants. The jobs have gone, just
like most jobs in the chemical and steel industries. But maybe a few sausage
sellers will be needed at the new leisure lakes.

Skopje, Macedonia (Makdeonka Andonova, Gordana van Vogt, Bojan)

Ajvar. In November every family is preserving Ajvar. | do miss this smell
in the streets when | am not in Macedonia in November says Gordana. The
Slovenians tried to get a patent on the term Ajvar, sly and enterprising as they
are, says Oliver, Makdeonka's son. Macedonia sued and won the suit; the judges
decided that the word Ajvar is patentable as much as the word potato salad, for
example.

The last of the wheat was still standing

We slept on stiff pillows in a guesthouse not far behind Dresden. In the
fields, the last of the wheat stood tall. The Hungarians were somewhere among
sunflowers and watermelons. Every field was rich with some sort of crop, and
even the summer paths between the front gardens were brimming with flowers.
Our Romanian friends in Germany had told us: ,Hungary's a beautiful country.
That will be wonderful, driving through Hungary.“ In Budapest, a student radio
station pumps out electronic music. Pancakes are carried across the yard. Dark
clouds gather as we approach Romania. It's Saturday night and the eve of
Assumption Day. We go over a mountain pass and enter a world of carved farm
gates. People with panniers, scythes and pitchforks are going home. The cows
find their own way back. Onions are drying on large stacks of wood. A young
man, pretty as a sailor in his Sunday best, lolls in a doorway. Women wear knee-
length pleated skirts. Thomas drinks tzuika and | overdose on garlic.

How to represent Romaniain Germany
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»Show something that you liked about Romania, but show something positive,“ was my order, or: ,Take a
picture on a sunny day. There are already enough of those dreary November reports.“ Romania, say Florian and
Cristina, does not only consist of the very rich and the very poor, the Mafia, beggars and people of unaccountable
wealth, or people like the man who built an imitation Southfork ranch, or another who bought the plot of land in front
of his splendid new house for the sole purpose of demolishing the house on it, as it blocked the view others could have
of his house, although he and his family actually preferred to sleep behind the house in a tent. There is more to
Romania than stray dogs and street kids. In fact most people here lead utterly ordinary lives, going to work, looking
after their children and going on holiday, they tell me.

In the Neustadt/Cristian vicarage

I have two friends. They are twins and both are beautiful. Their names, as they like to say, were given them in
honour of Gerd Muller and Uwe Seeler, two German football legends in the seventies. Gerd and Uwe come from
Cristian near Brasov. Gerd has told me to look out for the bears that eat out of the bins of Brasov every night, a new
tourist attraction apparently, and to visit the black church with its Turkish carpets. They were brought here by
merchants from the Orient in the 17th century. Their journey was fraught with dangers. In the cities of the Orient,



they used to buy a carpet with the promise to give it to the church upon
their safe arrival home. Some people, however, objected to this practice,
maintaining that Turkish carpets had no place in Protestant churches. But the
spiritual leaders rose to the challenge, declaring that the many years they had
hung in the churches had sufficiently christianised the carpets.

We slept in the Cristian vicarage, in high beds by the tile stoves. It's easy
to find, Uwe said, as it has always been the nicest house on the square. Some
vicarages offer guest rooms. The guests are almost all Transylvanian Saxons
who have since moved to Germany but come back to visit. Hatto Muller sends us
up to inspect the belfry. He used to play there with his brass band every year on
Reformation Day, he tells us. Eine feste Burg sei unser Gott and Ehre sei Gott in
der Hohe were two of the hymns they used to play. They were twenty men and
twenty instruments, and very cold it was too, at 8 o'clock in the morning of
Reformation Day. Ms. Porr stayed in Neustadt at the time when all the others
left, to nurse her father-in-law, who was sick and old. ,We haven't had any
confirmations or baptisms here for twenty years now,* she says. Her daughter
left too, although she had been about to get married, with the pigs fattened and
600 litres of wine amassed in the cellar. Ms. Porr also talks about what life was
like in the village during the socialist era. Every single man and woman had a job
in industry. Collective fieldwork occupied the afternoons after work in the
factories, in addition to which people also had their own gardens, chickens and
pigs to tend to. Despite that, we like to remember the old times, says she.

Switzerland and Berne greet the city of lasi

In lasi, we meet artists and graphic designers, philosophers, NGO staff
and students of sociology. It is a beautiful city with trams and booksellers on the
streets. Most of the trams have German slogans on them. Some say:
»Switzerland and Berne greet the city of lasi.”“ The people of Berne, | presume,
were not sure whether the people in lasi would know exactly which country
Berneisin, and so they chose this phrase when they sent their trams to lasi. The
Swiss trams, at any rate, have the poshest messages. German trams just
advertise a DIY superstore just in front of Halle, or the lottery: ,Lotto - and
suddenly you're rich®“. lasi has a large university. When | am ill, | am taken to
one of their institutes and treated by a very trustworthy committee of
physicians, biologists and doctors in large, dark rooms. | like the lady doctor
best. | imagine that Nadja Comaneci was taken care of by just such a person.

| give a lecture to a group of young people in the vector gallery. For “the
Romanian part” of my collection Matei Bejenaru gives me two commissions: He
asks my to present a carpet showing “the kidnapping from Serail” as it is
common in Romanian homes. Back in Berlin, | easily find exactly this carpetin a
Turkish household supply. He also wants me to write a list including the hotel
breakfasts we were offered in Romania.

I am given two lists with recommended websites. A student writes a
letter about lesbian love and the rejection she experiences in Romania.
Unfortunately, she writes, this is not only the case in Romania, and so she can't
say that homophobia is peculiar to her country. ,,In essence, we are all the same
and we all want to be free and happy.“

| give a second lecture in the Goethezentrum. It's pouring with rain
outside and the cellars are flooding. Two old men are sitting in the first row. One

is the representative of the Jewish community, and the other is the
representative of the German circle. | pour out some glasses of Riesling wine to
accompany my talks. | am presented with a beautiful blue bowl and two bottles of
Moldavian dessert wine in return, for ,you can't possibly go home with less than
you brought.“

In Karmanovo

We're staying with Claudia Nesterova or Claudia Vladimirovna, as the
students call her. She teaches Russian language and literature. Russian is the
main language in the village of Karmanovo in Transnistria. Claudia lives in the
house her parents built and has a big garden, which she cultivates assiduously.
Vine overshadows the yard. Her sister Galya also lives here most of the time.
Galya has a flat in the tower blocks by the polytechnic, ,but work is waiting to be
done here.“ Her brother is a sailor in Murmansk and he comes to visit most years.
The road from Murmansk is dangerous, she says. Highwaymen loiter in the
Karelian hills and throw rocks down on passing cars. Galya's daughter Olya also
sometimes comes to visit. She works for the police in Grigoriopol, and like most
women in the force, she likes to wear her skirt a little shorter.

Claudia had written to tell me that they only have water twice a week. If |
was willing to put up with such circumstances, | was welcome to stay at her house.
The Wednesday water didn't come when we were in Karmanovo.
In the evening we go to fetch some water from Olya 's flat on the ninth floor. There
is no light in the stairwell. The streetlights are not currently in use. We buy some
ice cream that tastes delicious. It smells of hay, as we drive home through the
dark country. A sign says: Odessa, 105 km. We jump into the lake along with the
village youth. We marvel at spots that would be great places to meet for a
shashlyk with friends. We watch the brigades pick plums. Olya 's grandfather
gives us a pot of honey and his friend gives us a honeycomb.

September 2nd is Independence Day in Transnistria. We put on our
smartest clothes and join the festivities in Grigoriopol. Some women are in
evening dress. Every village has decorated its square and put the fruits of its
labours on display. There are garlands of peppers and mountains of grapes, and
patterns of plums and tomatoes spell out the letters of the Republic. The staff of
the radiotelecentre sing Russian, Ukrainian and Moldavian songs, but the
chemists clearly have most fun.The police stops us on the way to Tiraspol, and
demands to see our papers. They have to write up a report, is the conclusion. ,,My
dear man,” said Claudia, ,,Today is our Independence Day and these are our
guests. They are in our republic for the first time and they think it's absolutely
beautiful here. It's up to you to decide whether or not to destroy that impression.”
The town's best supermarket belongs to the Sheriff empire. We buy sausages,
smoked fish and cake to celebrate our departure. We should go for the Kiewer
Torte, said Olya - that's always been the best. Claudia gives a lovely speech and
assures me that my name sounds incomparably elegant in Russian: Ana Pavlovna
Korablyova. | couldn't agree more.

They want to know what the Bulgarians gave me for my exhibition. Who
gave me more, the Bulgarians or the Macedonians? When | tell them about a few
of the gifts and ideas the Bulgarians gave me, Hristina and Oliver look at each
other. Always so full of pathos, these Bulgarians, they say.



proiecte in lucru

un proiect

Raluca Voinea este critic de arta,
studiaza cursul de curatoriat In arta
contemporana la Royal College of Art
din Londra. Din 2003, fondator si editor
al revistei e-cart (www.e-cart.ro).

CAA[1]este o masa in mijlocul unei camere, pe care se afla mancare,
bauturi si carti. Ca si in fata fluxului postmodern de discursuri, unde trebuie
sa Tncepi intotdeauna din mijloc, poti accesa CAA din jurul acestei mese.
Tncepi cu o conversatie, care e mai ales despre tine: cine esti, ce te
preocupa, pe cine placi sau displaci. Apoi incepi sa pui Intrebari. Poti afla un
numar de raspunsuri la aceste intrebari in Arhiva: in cartile, casetele video,
diapozitivele, pliantele care o compun. Sau in prezentarile, conversatiile,
discutiile, dezbaterile care au loc in jurul aceleasi mese. Sau in ziarele
produse pentru a disemina informatia din Arhiva. Sau in expozitiile,
emisiunile TV, prezentarile publice, pe care le-a organizat din 1998 in
Romania si in strainatate.

Lia numeste Arhiva un muzeu de arta contemporana in dosare. A
tinut intr-adevar locul unui muzeu, incercand sa gaseasca o modalitate de a
accesa istoria culturala pe care au trait-o altii in Vest, in ultimii 50 de ani.
Cautand lucruri care in alta parte au fost deja spuse, stranse, sedimentate si
structurate.

Proiectul artistului spaniol Antonio Muntadas, “the File Room”, care a
inceput ca o instalatie fizica in Chicago, in 1994, continuandu-si existenta pe
internet (http://www.thefileroom.org), este o arhiva continand cazuri de

de lia perjovschi
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cenzura. Publicul Ti poate “deschide sertarele” si poate adauga alte cazuri pe
care le cunoaste.

Arhiva de Arta Contemporana este ea insasi consecinta unei lungi
perioade de cenzura (cenzura ca negare a accesului si reprimare a
vocii/gandului), si, de asemenea, consecinta intalnirii cu un spatiu (Vestul),
unde informatia si metodele de a folosi aceasta informatie sau a vorbi
despre ea au fost de multi vreme de la sine intelese. CAA functioneaza
destul de mult in acelasi mod ca si “the File Room”: fiecare informatie este
conectata cu celelalte intr-o retea de fire intretesute, si oricine are
posibilitatea de a adauga propria sa contributie.

Cam prin 2000, dupa 10 ani de existenta, Arhiva s-a transformat in
Centrul de Analiza a Artei. Sau mai bine zis, a fost dublata de Centru, pentru
ca nu a incetat niciodata sa fie folosita si sa se dezvolte ca arhiva. A analiza
insemna a incerca sa intelegi de ce anumite dosare sunt mai vizibile decat
altele, cum au ajuns la suprafata intr-un anumit context, in ce fel o institutie
reflecta conceptul care se afla in spatele ei si cum putem raspunde unei
situatii In care o anumita institutie este inadecvata unui anumit context, in
momentul in care aceasta institutie totusi exista. Analiza este astfel o
metoda similara deconstructiei: a cauta mecanismele care ne fac sa
ignoram anumite structuri si sa privilegiem altele, potrivit calitatilor lor
coplesitoare sau unei traditii bine inradacinate, de care putem fi sau nu
constienti.



Note:

[1] - CAA (Arhiva de Arta
Contemporana, urmata de Centrul de
Analiza a Artei) este un proiect de Lia
Perjovschi, in colaborare cu, si sprijinita
de Dan Perjovschi.

[2] - Acestia sunt termenii n care Lia
descria rolul intalnirilor pe care le-au
organizat Tmpreuna cu Dan Tn atelierul
lor, facand aluzie la diferentele acestora
fata de cursurile conservatoare de la
facultatile de arta din Romania. Dintr-un
articol in revista Dilema, nr. 395 (8-14
Septembrie 2000), in care Lia raspunde
criticilor lui Horea Avram referitoare la
asumarea de catre ea si Dan a rolului de
curatori. Este semnificativ ca astazi
artistul care actioneaza ca si curator sau
manager cultural a devenit nu doar un
fapt acceptat in Romania, dar si o
solutie de succes intr-un context inca
lipsit de profesionalism (Matei Bejenaru
n lasi si grupul H.arta in Timisoara sunt
astfel de exemple pozitive).

CAA - expozitie la Galeria HARTA
Timisoara, 2003

CAA - Formate. Viena Days in
Bucharest, 2004, lecture & audio
performance in atelier

Pentru Arhiva, Lia Perjovschi a actionat ca un fel de interfata, fiind
elementul care a transformat o baza de date intr-un sistem activ si interactiv. Tn
cadrul Centrului ea se vede ca un detectiv: cauta dovezi, vorbeste cu martori si
nu ia niciodata un fapt drept ceva dat, ci il intelege ca fiind intotdeauna
rezultatul a altceva (de obicei rezultatul deciziei cuiva). Ea Tsi conduce
investigatia si ca un detectiv particular, ajutandu-i pe altii sa-si rezolve cazurile.
Tn acest sens, rolul publicului pe care 7l are CAA s-a schimbat oarecum in timp:
de la a fi integrat in Arhiva (fie cu obiecte, scrieri sau cu propria lor prezenta
fizica, descifrabila in fotografiile care au insotit viata publica a Arhivei), panalaa
fi prezentati si promovati de aceasta si pana la a fi implicati in elaborarea
platformelor de discutie si analiza.

CAA (fie caintelegem prin aceasta Arhiva, Centrul sau cele doua proiecte
suprapuse) a indeplinit astfel mai multe roluri diferite: acela de muzeu, desi mai
mult un muzeu alternativ, in care lucrurile nu se afla acolo pentru ca istoria le-a
adus Tn prim plan, ci unde istoria insasi este masurata si reconsiderata potrivit
acestor lucruri; acela de scoala, desi una unde oamenii vin sa se informeze si sa

schimbe idei, nu sa li se tina lectii, in orice sens formal[2]; si acela de laborator,

unde lucrari de arta sau situatii politice sunt discutate si analizate pentru ca cele
care urmeaza sa vina sa aiba o fundatie mai solida.

Ideea unei institutii-laborator este astazi impartasita de curatori precum
Maria Lind, Barbara Vanderlinden, Hans Ulrich Obrist sau Nicolas Bourriaud,
care o concep astfel ca reactie la arta anilor '90, o arta a carei “intentie este de a
stabili relatii si schimburi: aceasta arta este uneori numita arta contextuala,
alteori estetica relationala”.[3]

Tntr-un articol publicat Tn revista October[4], Claire Bishop critica
“usurinta cu care 'laboratorul' devine vandabil ca un spatiu de relaxare si
distractie” si faptul ca acest lucru pune in umbra lucrarea sau o transforma intr-
un simplu décor sau accesoriu al spatiului. Ea vede limitele artei relationale, asa
cum a fost definita de Bourriaud, in aceea ca este auto-reflexiva si rezultatul sau
superfluu: “Daca arta relationala produce relatii umane, atunci urmatoarea
intrebare logica este ce tip de relatii sunt produse, pentru cine si de ce?”

Exemplului paradigmatic al lui Bourriaud de artist relational, Rirkrit
Tiravanija[5], ea ii opune contra-exemplul lui Santiago Sierra, ale carui lucrari
interogheaza relatiile create sau permise in societate, ca atunci cand
angajeaza oameni (de obicei emigranti ilegali sau muncitori platiti prost) sa
“interpreteze” sarcini dificile sau inutile sau atunci cand isi pune publicul intr-o
situatie “reald”, ca aceea de a le restadnge accesul la “artd” pe baza identitatii
lor[6]. As spune ca atat practica lui Tiravanija cat si a lui Sierra se desfasoara in
limitele unei relatii de tip contractual cu publicul. Fie ca se integreaza perfect
tipului capitalist de comunicare si schimb intre oameni sau ca arata
neajunsurile acestuia, lucrarile lor sunt intotdeauna masurabile si identificabile
intr-un cadru estetic.

Spre deosebire de artistii mentionati mai sus, lucrarile Liei Perjovschi,
prin faptul ca nu tintesc la a se prezenta drept arta, transcend problema
judecatii estetice (ca in cazul textelor non-literare, unde nu judecam stilul ci
semnificatia). Constituind Arhiva, ca o modalitate de a compensa lipsa oricarei
resurse intelectuale in timpul comunismului sau Tmpartasind-o cu altii, nu din
vreun interes economic ci din nevoia de parteneri de dialog, Lia este mereu
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condusa de un imperativ etic: “CAA este ceva ce trebuie sa fac”. Relatiile pe
care ea le creaza nu sunt circumstantiale si, de obicei, dureaza dincolo de
timpul si situatia in care au inceput. Se intampla ca Lia este artist; ar fi putut la
fel de bine sa fie sociolog, geograf sau om de stiinta.

Tn timp ce pune accentul pe informatie si educatie, asa cum a facut si
Joseph Beuys, ea nu tinteste catre “re-crearea creativitatii in fiecare
persoana”[7] ci, in loc de asta, transforma maxima acestuia, “fiecare om e un
artist”, in: nu conteaza daca esti un artist sau nu, atata vreme cat actiunile tale
“fac sens”.

CAA on tour, 2000, Casa Tranzit (invitati Doina
Cornea, redactia Balkon, redactia Philosphy&Stuff)

[3] - Maria Lind, din introducerea la
expozitia “What If” de la Moderna
Museet in Stockholm, 2000.

[4] - “Antagonism and Relational
Aesthetics”, October, vol. 110, Toamna
2004. Textul a fost tradus Tn limba
romana si publicat in revista ldea
(arta si societate), nr. 19.

[5] - Lucrarile lui reflectd, in opinia
lui Bourriaud, trecerea la o economie
bazaté pe servicii, ca atunci cand, de
exemplu, el transforma spatiul unei
institutii de arta intr-un bar-salon-
restaurant, invitand publicul sa stea
de vorba in timp ce servesc cina
pregatita de artist.

[6] - La Bienala de la Venetia, in
2003, el a zidit intrarea Tn pavilionul
spaniol, permitand accesul numai
posesorilor unui pasaport spaniol.

[7] - Dintr-o actiune a lui Beuys la
Tate Gallery London, in 1972.
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CAA[1] is a table in the middle of a room, with food, drinks and books on
it. As with the postmodern flow of discourses, where you always have to start
from the middle, you can access the CAA sitting around this table. You start with
a conversation, which is mostly about you: who you are, what are you
interested in, who do you like or dislike. Then you start to ask questions. There
are a number of answers to these questions in the Archive: in the books, videos,
slides, postcards, leaflets that it is made up of. Or in the presentations,
conversations, discussions, debates that take place around that same table. Or
in the newspapers produced to disseminate it. Or in the exhibitions, TV shows,
public presentations, which it organized since 1998 in Romania and abroad.

Lia calls the Archive a museum of contemporary art in files. It has indeed
taken the place of a museum, trying to find a way of accessing the cultural
history that people were living in the West during the last 50 years. Looking for
things that have already, elsewhere, been said, gathered, deposited and
structured.

Antonio Muntadas' The File Room, which started as a physical
installation in Chicago, in 1994, and continued its existence on the Internet
(http://www.thefileroom.org), is an archive of censorship cases. The audience
can “open its drawers” and search it, using different criteria, and they can also
add cases they have knowledge about.

The Contemporary Art Archive is itself the consequence of a long period
of censorship (censorship as denial of access and as suppression of voice/
thought), and of the encounter with a place (the West) where information and
methods of dealing with information as well as talking about it were taken for
granted. CAA functions pretty much in the same way as the File Room: every
piece of information is connected to the other in a network of interlocking
threads, and everyone is given the possibility of adding their own input.

Around 2000 the Archive, after 10 years of existence, turned into the
Centre for Art Analysis. Or more accurately, it was doubled by the Centre, since
it has never stopped functioning and expanding as an archive. Analysing meant
trying to understand why certain files were more visible than others, how did
they come to surface in a certain context, in what way an institution reflected
the concept behind it and how we deal with a situation where a certain
institution is inappropriate for a certain context while it does, however, exist.

Analysis is thus a method similar to deconstruction: searching for the
mechanisms that make us ignore some patterns and privilege others, according
to their own overpowering qualities or to a well-rooted tradition, of which we
are or are not aware.

For the Archive Lia Perjovschi acted as an interface, she was the element
that transformed a data- base into an active, responding system. Within the
Centre, she sees herself as a detective: she digs for evidence, she talks to
witnesses and she never takes a fact as given, understanding it always as the
result of something else (usually the result of someone's decision). She is also
conducting her investigation like a private detective, who is helping other
people to solve their cases. In this sense, the role of CAA's audience has slightly
changed: from being integrated into the Archive (whether with objects,
writings or with their physical presence, distinguishable in the photographs that
accompanied the public life of the Archive), to being presented and promoted
by it and to being involved in the elaboration of the platforms for discussion and
analysis.

CAA (whether we see it as the Archive, the Centre, or the two

superimposed) has thus fulfilled many different roles: that of a museum,
although more of an alternative museum, where things are not in it because
history has highlighted them, but where history itself is measured and
reconsidered according to these things; that of a school, although one where
people come to inform themselves and exchange ideas, not to be taught in any
formal sense[2]; and that of a laboratory, where works of art or political
situations are considered and examined, so that the new ones have a more
stable foundation.

The idea of the institution-laboratory is today shared by curators such as
Maria Lind, Barbara Vanderlinden, Hans Ulrich Obrist or Nicolas Bourriaud, who
envision it in response to the art of the 90s, an art whose “intention is to
establish relationships and exchanges: this art is sometimes called contextual
art, sometimes relational aesthetics”.[ 3]

In an article published in October magazine[4], Claire Bishop criticises
“the ease with which the 'laboratory’ becomes marketable as a space of leisure

Notes:

[1] - CAA (the Contemporary Art
Archive, followed by the Center for Art
Analysis) is a project by Lia
Perjovschi, in collaboration with, and
supported by Dan Perjovschi.

[2] - These are the terms in which
Lia described the role of the meetings
she and Dan organised in their studio,
hinting at their difference compared to
the conservative classes at the Art
Universities in Romania. From an
article in “Dilema” magazine nr. 395
(8-14 September 2000), in which she
answers the critiques of Horea Avram
towards herself and Dan's assuming
the roles of curators. It is significant
that now the artist acting as curator
or cultural manager has become not
only an accepted fact in Romania, but
also a successful solution in a still
conservative and unprofessional
context (Matei Bejenaru in lasi and
H.arta group in Timisoara are such
positive examples).

CAA - Position Romania, Independent
position, Q21 Museumsquartier, Viena,
2001



[3] - Maria Lind, from the introduction
to the “What If” exhibition at the
Moderna Museet in Stockholm, 2000

[4] - “Antagonism and Relational
Aesthetics”, October, vol. 110, Fall
2004. The text was translated into
Romanian and published in Idea (art +
society) magazine, no.19

[5] - His work reflects, in the opinion
of Bourriaud, society's shift to an
economy which is based on services,
as when, for example, he transforms
the space of an art institution into a
bar-lounge-restaurant, inviting the
audience to chat while having dinner
cooked by him.

[6] - At the Venice Biennale in 2003
he walled the entrance to the Spanish
pavilion, allowing in only the owners of
a Spanish passport.

[7] - From an action of Beuys at the
Tate Gallery London in 1972.

CAA - Diapozitiv, Galeria Atelier 35,
Bucuresti, 1998

and entertainment” and its overshadowing the work or transforming itinto a
mere set or design for the space. She also sees the limits of relational art, as defined
by Bourriaud, in that it is self-reflexive and its outcome superfluous: “If relational
art produces human relations, then the next logical question to ask is what types of
relations are being produced, for whom, and why?”. To Bourriaud's paradigmatic
example of relational artist, Rirkrit Tiravanija[5], she brings the counter-example of
Santiago Sierra, whose work questions the nature of the relationships created or
allowed in society, as when he employs people (usually illegal immigrants or
underpaid workers) to perform difficult or useless tasks, or when he puts the
audience in a “real” situation, like that of restricting their access to “art” on the basis
of their identity.[6]

| would say that both Tiravanija's and Sierra's practice is developed within
the frames of a contractual relationship with the audience. Whether perfectly
integrating into the capitalist type of communication and exchange between people
or pointing out its flaws, their works are always measurable and identifiable within
the aesthetic realm.

Unlike the above mentioned artists, Lia Perjovschi's work, by not aiming at
presenting itself as art, transcends the question of aesthetic judgement (as in the
case of non-literary texts, where we don't judge the style but the meaning). In
assembling the Archive, as a way of compensating for the lack of any intellectual
resource during communism, or in sharing it with others, not out of any economical
interest but from the need for partners of dialogue, she is always driven by an
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ethical imperative: “CAA is a thing | have to do”. The relationships she creates are
not circumstantial and usually last beyond the time and situation when they began.
She happens to be an artist; she could well have been a sociologist, a geographer or
a scientist. While also emphasising information and education, as Joseph Beuys did,
she does not aim at the “re-creation of creativity in each person”[7], as did Beuys,
but instead she turns the “every man is an artist” to: it doesn't matter if you are an
artist or not, as long as what you do “makes sense”.

Translated by Raluca Voinea

institutii extinse

spre o extindere globala:
Tn Tntampinarea vizitatorului online™

klaus miuller

“Tn vreme ce muzeele
traditionale sunt legate de
mediul lor spatial, activitatile
online au o cuprindere globala
Explorarea dimensiunilor
sociale, artistice si mnemonice
ale cyberspatiului este abia la
Tnceput, iar curatorii vor trebui
sa gaseasca un punct de
Tntalnire Tntre interfetele usor
de folosit, care abia Tncep sa le
devina familiare, si
promovarea culturii cu ajutorul
unor limbaje vizuale noi.”

Stabilit la Amsterdam, Klaus Muller
este consultant muzeal si web,
realizator de filme si coordonator de
programe pentru Europa al Muzeului
Memorial al Holocaustului din Statele
Unite. Pentru mai multe informatii,
viziteaza site-ul sau, www.kmlink.net

~Walker Art Center primeste anual un milion de vizitatori.
Website-ul aceluiasi Walker Art Center inregistreaza doua
milioane de vizitatori anual. Ne straduim sa intelegem ce
fnseamna asta de fapt.”

Steve Dietz, curator New Media, Walker Art Center

Tehnologia a patruns in asa masura in domeniul muzeal, incat pare
aproape sa treaca dincolo de zidurile institutiilor. Initial, bazele de date ale
muzeelor, colectiile digitalizate si arhivele online erau destinate exclusiv
personalului si vizitatorilor aflati in perimetrul muzeului. Acum, datorita retelei
web internationale, resursele muzeului pot fi accesate de vizitatori din intreaga
lume, dintre care multi nu au pasit niciodata pragul institutiei noastre. Daca
muzeele vor sa ramana fidele rolului lor de a educa si informa, ele nu vor putea
ignora acest public online.

Cele mai multe muzee utilzeaza astazi Internetul pentru a-si exercita
functiile lor traditionale de a documenta, a instrui si a conserva prin transferul
informatiei existente si prin reproducerea obiectelor materiale intr-o forma
electronica. O abordare complet diferita consta in a utiliza website-urile pentru
a prezenta creatii si expozitii care exista numai n varianta electronica,
transformand astfel Internetul intr-un mijloc de comunicare a experientei
originale. Versiunile digitale ale activitatilor din viata reala sunt utilizate in tot
mai multe domenii si intr-o masura din ce in ce mai mare: ne informam si ne
facem reclama, facem cumparaturi, ne jucadm, studiem si producem online. Tn
unele domenii de activitate s-a ajuns la concluzia ca este nevoie de o abordare
digitala pentru asigurarea succesului. Nu ar trebui oare si muzeele sa procedeze
lafel?

Tn viitorul apropiat, tot mai multe muzee vor introduce informatii
digitalizate pe Internet. Programele privind mostenirea digitala care asigura un
acces total la colectiile si materialele depozitate n institutii precum muzeele,
bibliotecile si arhivele sunt sustinute de numeroase guverne, corporatii Si
sponsori privati.Pentrucoordonarea acestui proces exista organizatii
specializate, precum National Initiative for a Networked Cultural Heritage,

[1] - Tn: Museum News, septembrie/octombrie 2002. Vol. 81, nr. 5, Asociatia American a Muzeelor.



Australian Museums On-line (AMOL), Canadian Heritage Information Network si
Digital Heritage Initiative a Comisiei Europene, printre altele, importante fiind de
asemenea initiativele timpurii ale Getty Information Institute (URL-urile tuturor
site-urilor enumerate Tn acest articol se gasesc la final.) Obiectivul acestor
organizatii este crearea de legaturi intre resursele detinute de diferite organizatii,
de cele mai multe ori prin utilizarea cataloagelor de biblioteca si a bazelor de date
standardizate. Aceasta deoarece bibliotecile au fost printre primele institutii care
s-au servit de tehnologia digitala pentru a difuza informatii despre fondurile lor de
carte, ceea ce nu ne surprinde daca ne gandim ca accesibilitatea a fost mereu
obiectivul lor de baza. Ca si bibliotecile, muzeele aduna, pastreaza si asigura
accesul, dar functia lor include, de asemenea, interpretarea si expunerea creatiilor
unice aflate n grija lor. Totusi, pana in clipa de fata, acest ultim aspect al rolului
muzeului nu a patruns pe Internet. Cel putin temporar, digitalizarea a schimbat
profilul muzeului, care a ajuns sa furnizeze informatii mai curand decat sa le
interpreteze.

Cum ar putea muzeele sa-si transfere experienta curatoriald intr-un mediu
digital, Tncurajand astfel vizitatorii sa interpreteze obiectele online? Ce rol aparte ar
putea juca muzeele in fuziunea dintre ,real” si ,virtual” care marcheaza existenta
moderna?

Minunata clipa a descoperirii

Cand vine vorba de expozitii online, muzeele se confrunta inca cu multe
necunoscute. Daca orice poate fi descarcat de pe retea, isi vor pierde oare muzeele
statutul lor unic de spatii fizice ale unei experiente magice? Vor mai veni oare
vizitatorii Tn cladirile noastre, daca publicam totul pe Internet? Daca muzeele sunt
prin excelenta spatii ale obiectelor reale, de ce sa le expunem pe acestea din urma
intr-o maniera virtuala? Cine ar trebui sa sustina financiar aceasta extindere
online?

Numeroase muzee se confrunta cu problema extinderii virtuale, asa cum
afirma Leonard Steinbach, seful biroului de informare de la Cleveland Museum of
Art (CMA): ,,Ne aflam in plin proces de explorare si definire a ceea ce se intelege prin
organizarea de vizite si expozitii online, prin acces general la colectii de imagini si
informatii, a modului cum ar trebui abordate acestea astfel incat sa fie eficiente. Nu
exista raspunsuri simple”. Cu toate ca recunoaste ca muzeul are un drum lung de
strabatut, Steinbach are o viziune clara asupra prezentei online a CMA. , A sustine
ca vizionarea online a unei picturi sau sculpturi reprezinta «doar informare»,
banalizeaza in mod nedrept ceea ce poate fi totusi o clipa minunata de descoperire,
inspiratie si iluminare”, afirmael. ,Este doar ceva diferit.”

A gandi bidimensional

Expozitia online este plasata in cadrul unui mijloc de comunicare ce
functioneaza potrivit unor reguli proprii. Spatiul si durata unei expozitii online,
precum si alcatuirea, conexiunile si realizarea, solicita o modificare a abordarii
curatoriale traditionale.

O expozitie online reprezintda o expunere bidimensionala careia i lipseste
experienta fizica a spatiului. Ea nu ofera vizitatorilor posibilitatea de a se apropia
fizic de obiectele expuse, nici nu le permite sa-si impartaseasca experienta cu alte
persoane aflate in acelasi spatiu. De fapt, expozitia online este asemenea unei
carti. Ea ofera o contemplare individuala si personald, se defineste prin faptul ca are
»pagini” si este organizata potrivit unei cronologii liniare sau ramificate, avand de

asemenea o coperta solida (monitorul computerului). Cititorii si internautii
impartasesc acelasi tip de proximitate spatiala; de o parte, cartea/monitorul; de
cealalta, cititorul/internautul. Ca si in cazul cartii, expozitia online se defineste prin
intimitate; cititorii intorc paginile, internautii apasa butoanele tastaturii. Tn sfarsit,
cartile pot fi citite In diverse decoruri, iar expozitiile online pot fi accesate de oriunde
exista un computer conectat la Internet.

Vizitarea virtuala 1i indeamna pe privitori sa contemple lucrurile in moduri
diferite. Zooming-ul permite o analizd mai atenta a detaliilor. Reproducerile unor
obiecte aflate la distanta unele de altele pot fi reunite intr-un spatiu imaginativ unic.
Vizitele virtuale ce prezinta imaginile in sistem video stream f1i permit privitorului
s&-si facA o idee despre spatiul real al galeriilor. Tn plus, oricat ar fi de bine
mediatizate, aria expozitiilor traditionale ramine regionala. Tn acelasi timp, oricit ar
fi de limitat subiectul pe care il propun, expozitiile online reprezinta spatii globale.
Totusi, asemenea echivalentelor lor tridimensionale, spatiile simulate pot asuma
orice forma si orice aparenta. Printre exemplele posibile se nhumara arhitectura
proiectata si totusi modificabila a muzeului Virtual Guggenheim; galeria digitala
interactiva a Muzeului de Arta Contemporana (MOCA) din Los Angeles;
Superbad.com, unde un simplu click este de-ajuns pentru a vedea fiecare creatie
artistica, fara nici un fel de text insotitor; si padurea miscatoare de descrieri Si
imagini ale obiectelor din expozitia Revealing Things de pe site-ul Smithsonian
Without Walls.

Timp si sociabilitate

Expozitiile online nu impun nici o restrictie de timp. Ele nu se deschid si nu se
inchid, putind fi vizitate 24 de ore din 24. Fiecare internaut isi alege dupa voie orele
de vizitare, intrand si iesind fara sa vada vreodata membri staff-ului, fara sa ceara
ajutorul nimanui si fara sa plateasca vreo taxa de intrare. Vizitatorii traiesc singuri
experienta expozitiei; spectacolul online nu poate fi considerat o experienta sociala.
Nici discutiile via e-mail, cartile de oaspeti online, conversatiile pe chat si sondajele
de opinie nu au prea mare efect in ceea ce priveste izolarea fizica a vizitatorului. Cu
toate ca, teoretic, expozitiile online incorporeaza mijlocul de comunicare cel mai
accesibil unei audiente mondiale, ele raman in practica surse de contemplare intima
si individuala. (Este totusi adevarat ca aceste comunitati online au determinat
dezvoltarea unor noi forme de viata si comunicare sociale. Urmatoarea generatie de
vizitatori ai muzeelor ar putea sa considere diferenta dintre comunitatile reale si
cele virtuale drept una minora.) Unele muzee se straduiesc sa creeze un spatiu
virtual mai propice socializarii, experimentand dialogul in ambele sensuri cu
ajutorul comunicarii e-mail intre vizitatori si curatori, creand forumuri de discutii
online (asa cum a facut MOCA in cazul unui spectacol al artistului Douglas Gordon)
si oferind newsletters si screensavers infatisind creatiile artistilor expusi.

Totul se leaga de toate celelalte
,Difuzat acum pe ecranul computerului de linga tine!” Fragment dintr-o
reclama a Cornell Heritage Access Information Network (CHAIN), Marea Britanie

Ca si alte mijloace de comunicare de data recenta, expozitiile online nu si-au
stabilit Tnca reguli si practici clare. Dar avand in vedere faptul ca nu reprezinta
substitute ale expozitiilor traditionale, ele nu ar trebui dezvoltate doar cu ajutorul
criteriilor curatoriale traditionale. Ca tot ceea ce se gaseste pe Internet, expozitiile
online sint o succesiune de ferestre (sau frame-uri) si link-uri. Asa cum fiecare
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scena este parte a unui film, fiecare fereastra este parte a expozitiei.
Baza narativa a spectacolului online se axeaza pe montaj imagini, sunet, text si
grafica, toate reunite intr-o compozitie unica. Nici un element nu este neutru,
fiecare dintre ele comunicand tonul si mesajul intregii expozitii.

Pe cind eram curatorul expozitiei online Do You Remember, When (Iti
amintesti, atunci) organizate pentru U.S. Holocaust Memorial Museum (Muzeul
Memorial al Holocaustului din Statele Unite), procesul de reconstruire a povestii
din spatele obiectului a adaugat noi nivele acestuia ca punct central al
spectacolului. Este vorba de un carnetel facut de mana ce fusese initial daruit
de un tanar evreu prietenului sau in jurul anilor 1941-42, la Berlin. Semnificatia
sa a devenit insa alta in timpul holocaustului si pe parcursul deceniilor
urmatoare. Carnetelul devenise un soi de capsula a timpului scurs intre ,,atunci”
si ,acum”, si era esential ca expozitia sa reflecte acest dualism temporal atat
prin continut cat si prin grafica. Structura de hipertext a formatului online a
permis muzeului sa prezinte asemenea naratiuni cu mai multe planuri,
reflectand inclusiv procesul de realizare a expozitiei. Transparenta curatoriala a
s fost un efect firesc si binevenit al mijlocului
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hipertext risca sa abata atentia privitorului
de la subiectul expozitiei. Activitatile online
sunt caracterizate de energia stimulatoare a
retelei internationale, care nu are un centru
si care este alcatuita dintr-o succesiune
nesfarsita de link-uri. Navigarea pe Internet
seamana mai curand cu privitul la televizor
decat cu vizitarea unui muzeu un singur
click si esti pe alt canal/site. Muzeele trebuie
sa nvete sa stapaneasca acest nou mijloc
de comunicare, fara sa uite totusi ca
notiunile traditionale referitoare la primirea
vizitatorilor si la oferirea posibilitatii ca
acestia sa-si traga sufletul raman in
continuare valabile. Daca expozitiile online
vor oferi, prin intermediul modului cum

@ I gw= suntalcatuite, al naratiunii si al graficii, un

spatiu bine definit si plin de semnificatie,
vizitatorii vor simti ca se gasesc ,,intr-un loc” si vor fi mai putin tentati sa-I
paraseasca inainte de a-I fi explorat.

Interactivitatea

.In general . . . ceea ce sperie multe institutii este aspectul legat de
comunicarea deschisa ce caracterizeaza Internetul. Astfel incat ar dori sa
limiteze acest nou mijloc de comunicare la «informare». . . Internetul ar putea
constitui o legatura intre materialul «mort» al muzeului si oamenii vii de dincolo
de zidurile sale” - Geert Lovink, critic Net

Accesibilitatea online, principala ratiune de a fi a programelor privind
mostenirea digitala, este perceputa adesea ca o democratizare a culturii de

muzeu. Accesul la informatii nu mai este apanajul celor care isi permit
calatorii si vizite la muzee, ci este laindemana oricarei persoane ce utilizeaza un
computer conectat la Internet. Colectii pe care muzeele nu le-au putut adesea
expune din lipsa de spatiu fizic beneficiaza acum de un spatiu de expunere
practic infinit. Tn felul acesta, publicul se bucura de un acces nemaiintalnit pana
acum la creatii si informatii artistice.

Tn mod ideal, o asemenea accesibilitate ar putea duce la o concentratie
de informatie care sa transforme modul de a percepe, de a interpreta si de a
cerceta al oamenilor. Totusi, pe multe site-uri, conversatia aduce cu dialogul
unilateral traditional in care muzeul adesea, sa o recunoastem, spre satisfactia
publicului nostru, ofera vizitatorilor interpretari spre examinare si insusire.
Dimpotriva, comunicarea deschisa a constituit o parte a dezvoltarii Internetului
incd de la inceputurile acestuia, utilizatorii bazandu-se pe comunicarea
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orizontala mai curadnd decéat pe cea verticala si participand la o navigare
interactiva. Cum fsi vor putea curatorii transfera experienta profesionala
intr-un mijloc de comunicare nou, unde vizitatorii se comporta diferit, unde
utilizatorii interactioneaza, raspund, dezvolta si ofera interpretari diferite?




Exista cateva instalatii online care ar putea servi drept modele: instalatia de
sunet a lui Stephen Vitiello, Tetrasomia, reuneste sunete non-muzicale adunate de
artist. Vitiello introduce aceste mostre audio in patru cimpuri de culoare, care reprezinta
pamintul, aerul, vantul si focul. Prin accesarea fisierelor de sunet, vizitatorul poate
asculta sunetul de Tmperechere al drosofilei, al unui vulcan submarin, al broastei raioase
sau sunetele teribile de la decolarea rachetei Saturn 5. Vizitatorii care nu mai sint
ascultatori pasivi pot combina aceste sunete pentru a crea o varietate de alte compozitii.
British Museum i invita pe vizitatori sa afle mai multe despre viata cotidiana a Egiptului
antic prin selectarea cu mouse-ul a anumitor picturi de pe peretii piramidelor sau a unor
obiecte funerare. Site-ul “World of Escher” ii provoaca pe vizitatori sa participe la un
concurs. Tn general, arta de pe Internet se straduieste s& capete un aspect interactiv,
asa cum o dovedesc multe lucrari prezentate la Bienala Whitney: Galeriile Digitale ale
MOCA; Galeria nr. 9 a Walker Art Center, precum si concursurile anuale Arta pe Internet
organizate de Muzeul Municipal al Artelor Grafice Machida, din Tokyo.

Convergenta realului cu virtualul

,Din toate dovezile de care dispunem reiese ca vizitarea versiunilor virtuale ale
creatiilor artistice sporeste dorinta oamenilor de a vedea originalele.” - Sandy Nairne,
Director de Programe Nationale, Tate, Londra

Dezbaterile privind autenticitatea si fizicalitatea obiectelor sint relevante pentru
muzeele traditionale. Dar pot oare acestea spori perceptia noastra asupra virtualului?
Reproducerile digitale nu ofera aceeasi experienta ca aceea traita in fata originalului, dar
ele pot totusi transmite concepte, idei si emotii. Nefiind atat de strans legata de
caracterul imediat al obiectului, virtualitatea ne obliga sa inventam naratiuni si spatii
prin intermediul carora ajungem sa intelegem obiectele si povestile lor. De-a lungul
timpului, expozitile n-au facut altceva decat sa scoata obiectele din contextul lor
autentic si s le prezinte intr-un nou cadru interpretativ. Tn acest sens, muzeele au fost
dintotdeauna creatoare de medii virtuale.

Scepticismul, intrebarile si asteptarile pline de ambitie sunt inerente dezvoltarii
expozitiilor online. Cu toate acestea, o argumentatie pro sau contra nu este suficienta
pentru a elucida natura complexa a procesului. Muzeele traditionale trebuie sa accepte
faptul ca activeaza intr-o lume dominata din ce in ce mai mult de Internet. Asa cum
afirma Sandy Nairne, ,,am devenit constienti de faptul ca avem un mare numar de
vizitatori virtuali care nu pot sau nu vor sa ajunga la nici una din cele patru galerii Tate...
Tnsé nu-i nimic, pentru ca este in spiritul misiunii noastre s& sporim gradul de cunoastere
si intelegere a artei britanice, moderne si contemporane.” Tn afara artistilor care
lucreaza la cerere, “Tate Online” experimenteaza si introducerea de extinderi digitale ale
unor lucrari de arta contemporana aflate in colectiile muzeului. Prima din aceasta serie,
spune Nairne, este ,,0 piesa speciala a lui Damien Hirst, construita Tmpreuna cu acesta pe
baza lucrarii intitulate Pharmacy (Farmacia).” Site-ul Tate ofera o vedere panoramica de
360 de grade a Farmaciei cu posibilitate de zoom, o documentare vizuala a modului in
care aceasta versiune tridimensionala a fost expusa de alte muzee, un forum de discutii
online si texte explicative oferite de Hirst si de curatorul spectacolului.

Mai ieftin si mai rapid?

Bhutan: Fortress of the Gods (Bhutan: Cetatea zeilor) implica ,,aproximativ a
saptea parte din costul unei expozitii traditionale” - Christian Schicklgruber, Museum fur
Volkerkunde, Viena, Austria

»Soarta site-ului guggenheim.com, in valoare de 20 de milioane de dolari,
ramine inca sub semnul intrebarii” - New York Times, 20 noiembrie 2001

Din perspectiva productiei, beneficiile aduse de expozitiile online sunt
numeroase. Obiectele pot fi privite din orice parte in interior si in afara; privitorii
pot chiar ,intoarce” paginile unei carti. Expozitiile online reprezinta medii ideale
pentru obiectele fragile ce nu pot fi expuse din considerente legate de conservare
(si orice aspecte privind pastrarea intacta a obiectelor se vor limita la perioada de
elaborare a expozitiei). Odata finalizata, expozitia nu mai necesita decat
intretinerea tehnica. Nu mai exista costuri legate de asigurarea, transportarea si
instalarea obiectelor. Planurile expozitiei pot fi reconfigurate mult mai usor;
modificarile de ultim moment pun putine probleme, iar personalul se poate limita
la o echipa mica, de baza. Este adevarat ca studiile si procesul de elaborare a
expozitiei sunt aceleasi atat in cazul expozitiei online cat si in acela al expozitiei
traditionale, insa informatia digitalizata este mai ieftina, mai rapida si mai flexibila.

Costurile de productie mai reduse ar putea transforma in viitor expozitiile
online in mijloace de comunicare ideale pentru muzeele mici, permitandu-le
acestora sa-si diversifice eforturile de atragere a publicului, sa experimenteze noi
moduri de expunere a obiectelor si sa dezvolte o varietate de campanii publicitare.
Totusi, produsele online pot fi costisitoare, iar cele mai multe muzee nu dispun de
resursele unui muzeu precum Guggenheim, de pilda, care a investit 20 de milioane
de dolari pentru crearea unui website. Dar este posibila elaborarea unei expozitii la
scara mica, care sa utilizeze resursele existente. Nu trebuie sa uitam ca, n ciuda
faptului ca digitalizarea este costisitoare, expozitiile online pot fi organizate cu
cheltuieli relativ mici. Institutiile cu bugete mici isi pot realiza proiectele solicitand
ajutorul unor sponsori sau al unor web designeri si programatori dispusi sa lucreze
gratuit.

Liberul acces

Accesibilitatea expozitiilor online este o chestiune complicata, afirma
Jonathan Bowen, profesor de informatica la South Bank University, Londra:
~Imaginati-va un muzeu de unde persoanele cu handicap sunt excluse pentru ca
nimeni nu s-a gandit la metode care sa le permita acestora accesul macar la o parte
din resursele muzeului. Acest lucru este inacceptabil intr-o societate moderna, iar
n unele tari poate fi chiar impotriva legii. Si totusi exact asta se intampla online in
cazul website-urilor multor muzee din intreaga lume.” Ghidurile destinate
designerilor web elaborate de Web Accessibility Initiative (WALI), care reprezinta o
parte a consortiului World Wide Web, recomanda diverse solutii, printre care
introducerea de texte explicative pentru toate imaginile vizuale si de transcrieri ale
materialelor audio, precum si analizarea modului in care frame-urile, table-urile si
alte template-uri grafice pot afecta vizitatorii cu handicap.

Mai este si 0 alta chestiune: ,,Utilizatorii de Internet care sunt orbi au nevoie
de un soi de browser audio care sa transforme automat textele de pe paginile web
in relatari sonore”, afirma Bowen. El este convins ca multe probleme ar putea fi
rezolvate daca li s-ar acorda mai multa atentie: ,,Unii designeri ar putea sustine ca
proiectarea unui website cu acces mai larg va determina un impact mai redus
asupra utilizatorilor fara handicap. Nu trebuie sa-i credeti, mergeti in alta parte.”
De asemenea, nu trebuie uitat faptul ca eforturile de a face continutul web mai
accesibil persoanelor cu handicap nu fac decat sa faciliteze atragerea de noi
utilizatori, care reprezinta o categorie de abilitati si echipamente informatice.



Calatorii printr-o lume virtuala

»~Progresele tehnologice vor genera metode nebanuite de a crea experiente
inca mai semnificative si mai accesibile.” - Jan Schall, Sanders Sosland curator al
departamentului de Artd Moderna si Contemporana, Nelson-Atkins Museum of Art,
Kansas City.

,La ora actuala, muzeele trebuie sa creeze o punte si o cale de comunicare
intre real si virtual” - Peter Weibel, director al ZKM (Centrul pentru Arta si Media),
Karlsruhe, Germania

Un studiu global asupra muzeelor, efectuat in 1998 si coordonat de Muzeul
Japonez de pe Internet si de Jonathan Bowen, care este de asemenea implicat in
proiectul Bibliotecii Virtuale, a aratat cat de greu s-au lansat muzeele in initiativa
dezvoltarii online: 53,7 % din totalul muzeelor si-au creat website-urile dupa
1994; 70 % cheltuiesc mai putin de 1000 de dolari pe an (excluzand costurile de
personal) pentru intretinerea site-urilor; iar 57 % au o singura persoana care se
ocupa de departamentul web. Cu toate acestea, un raport privind Stadiul
Tehnologizarii si Digitalizarii in Muzeele si Bibliotecile Nationale Tnaintat in luna mai
de catre Institutul pentru Servicii in domeniul Muzeelor si Bibliotecilor (Institute of
Museum and Library Services IMLS) indica o schimbare rapida, cel putin in cazul
muzeelor americane. Potrivit sondajului IMLS, la momentul actual toate marile
muzee, 93 % din muzeele de marime medie si 41 % din muzeele mici din Statele
Unite detin un site pe Internet. 15 % dintre institutiile care nu au inca un site
proiecteaza lansarea acestuia in urmatoarele 12 luni. 79 % din totalul muzeelor din
Statele Unite afirma ca lipsa fondurilor este principalul obstacol in calea expansiunii
tehnologice, urmat de lipsa de experienta in domeniu (un procent ridicat, de 63 %o).

Exista exemple de expozitii online care pot servi drept model in acest
domeniu. Bhutan: Fortress of the Gods (Bhutan: Cetatea zeilor), elaborat de
Museum fir Volkerkunde, un muzeu etnologic aflat la Viena, in Austria, ofera
diverse trepte de experimentare a obiectelor si subiectelor. Vizitatorul parcurge
nivelurile sale narative ca intr-o expeditie pe un taram necunoscut. Expozitia
Bhutan, careia i s-a acordat titlul de “Cea mai Buna Expozitie Online” in cadrul
concursului “Cele mai Bune Creatii de pe Internet”, editia din 2001, a fost elaborata
de muzeu, cu sprijinul Ministerului austriac al Stiintei si al Institutului de
Informatica din Viena. Finantat de catre Minister, proiectul s-a voit a fi un model
pentru crearea de expozitii online accesibil tuturor muzeelor din Austria. A fost, de
asemenea, prima expozitie online a curatorului Christian Schicklgruber, a carui
prima decizie a fost ,sa lase la o parte expozitia reala si sa elaboreze un concept
online.” Fiecare organizatie s-a ocupat de o latura anume a proiectului. ,La inceput
am incercat sa ne explicam unii altora deciziile pe care le luam”, povesteste
Schicklgruber, ,,insa, dupa un timp, am acceptat impartirea sarcinilor intre curatori
si programatori”. Totusi, deoarece priceperea tehnologica isi avea sursa in afara
muzeului, acesta nu a putut profita pe deplin de experienta colaborarii.

Tn prezent, Bhutan ridmane o creatie pretiosd care nu a fost intens
mediatizata si nu a influentat design-ul site-ului de baza al muzeului. Totusi,
potrivit lui Schicklgruber, un vizitator obisnuit petrece in medie un interval uimitor
de 47 de minute vizitand site-ul. 25 % din cei aproximantiv 25 000 de vizitatori care
au vizionat expozitia intre noiembrie 2000 si mai 2001 au revenit pentru a revedea
expozitia. Multe dintre reactii au venit din partea institutiilor de invatamant din
Statele Unite.

Internetul este deosebit de adecvat anumitor aspecte ale activitatii
muzeistice. Curatorii isi prezinta in mod frecvent piesele favorite online, iar unele
site-uri ale muzeelor le ofera vizitatorilor ocazia de a-si crea propriile colectii
virtuale. Dar s-ar putea face inca mult mai multe lucruri. De pilda, Muzeul Nelson-
Atkins a creat sunete ,de laborator” pentru sectiunea de conservare a expozitiei
online intitulate Tempus Fugit. Creatia prezinta conceptul de timp asa cum apare
acesta in diferite culturi, explorindu-I prin intermediul unei selectii de opere de arta
datind din 900 i.Hr. pana in prezent. Expozitia Tempus Fugit ofera o combinatie
eleganta de obiecte proiectate pe o harta a lumii, precum si informatii legate de
conservare si de resursele de cercetare. ,Elaborarea versiunii online a expozitiei
Tempus Fugit a insemnat pentru mine invatarea unui limbaj nou”, afirma curatorul
Jan Schall. ,Muzica si sunetele, Tn general, au o capacitate uimitoare de a evoca
locuri si stari.” Tn cazul de fatd, sunetul a facilitat transportarea vizitatorului in
laboratorul de conservare al muzeului, un lucru care n-ar fi putut fi realizat de o
expozitie traditionala.

Crossfade, spatiu curatorial ce exploreaza sunetul ca vehicul artistic,
utilizand tehnologia retelei informatice ca parte integrala a realizarii sale,
ilustreaza o alta trasatura a expozitiilor online: cooperarea virtuala. ,,Faza initiala
cea mai importanta a fost in intregime non-virtualda; ne-am intalnit fata in fata”,
spune Johannes Goebel, director al Institutului ZKM pentru Muzica si Acustica.
Organizata de catre Institutul Goethe din San Francisco, Centrul Artistic Walker din
Minneapolis, Muzeul de Arta Moderna din San Francisco si ZKM (Centrul pentru Arta
si Media) din Karlsruhe, Germania, expozitia reprezinta o combinatie de eseuri
media si creatii artistice noi. ,Artistii lucreaza la cerere”, spune Dieta Sixt, fost
director al Institutului Goethe din San Francisco. ,,Este un proces care le permite
tuturor institutiilor implicate sa propuna nume, iar apoi decidem impreuna online,
desigur.” Tn momentul de fatd, Crossfade cuprinde 10 ore de muzica japoneza si
lucrari semnate de Stephen Vitiello, Yoko Ono, Chris Chafe si Greg Niemeyer,
insotite de eseuri pe teme precum ,arhitectura ascultarii” sau ,muzica Si
Internetul”. ,S-a cazut de acord ca este vorba de o lucrare aflata in plin proces de
elaborare si nu exista o limita de timp (atata vreme cat fondurile raman
accesibile)”. ,,Muzeele. . . poseda potentialul de a juxtapune chestiuni legate de
context si longevitate Tn moduri care se pot dovedi utile”, sustine Steve Dietz de la
Walker Art Center. ,De asemenea, in calitate de spatii destinate atat vizitelor
culturale offline cat si celor online, muzeele pot constitui un punct central n
standardizarea unor experiente complexe si hibride.”

Documentatii online

Multe muzee ofera sub titlul de ,.expozitii online” versiuni digitalizate ale
colectiilor lor, insotite de legende si un text introductiv. Bazele de date digitale sunt
instrumente minunate pentru punerea in lumina a unor obiecte din cadrul colectiei
sau pentru prezentarea unei selectii bogate alcatuite pe baza arhivelor. Tnsa aceste
documentatii online nu vor face decat sa ii dezamageasca pe cei care cauta sa vada
0 expozitie. Publicul stie ca expozitiile reprezinta eforturi curatoriale minutioase si
asteapta acelasi lucru de la corespondentele lor online. Versiunile digitalizate ale
obiectelor insotite de legende nu constituie expozitii; acestea nu fac altceva decat
sa puna in circulatie informatii vizuale. De fapt, ar trebui sa se numeasca
,documentatii online” si sa se gaseasca laolalta cu colectiile si arhivele. Cleveland
Museum of Art, de pilda, prezinta seria de sculpturi in marmura infatisandu-I pe
lona, lucrarile de arta crestina timpurie si pe cele bizantine in cadrul unui tur



organizat de un curator si elaborat cu minutiozitate. ,Am decis sa
introducem chipurile curatorilor In cadrul turului pentru a-1 personaliza si pentru a-i
conferi o nota de competenta, ceea ce cred ca este o chestiune importanta in ceea
ce priveste materialul pe care muzeele il publica online”, sustine Steinbach. ,,.De
asemenea, obiectele si galeriile prezentate sunt foarte dragi comunitatii noastre si
de aceea vrem sa cream o legatura intre acestea si persoanele implicate.”

Concluzie

Tntorcandu-ma acasa dupa o excursie la Muzeul Thyssen-Bornemisza din
Madrid, am fost incantat sa constat ca puteam sa revad galeriile pe care tocmai le
explorasem prin intermediul vizitelor virtuale. Dar este oare de ajuns sa transferi
»galeriile” in universul virtual? Sau poate ar trebui sa evitam simularea muzeelor
noastre traditionale? De ce sa reproduci ambianta spatiului unei galerii definite si
incadrate intre patru pereti? Mai mult, cum facem fata provocarilor ridicate de
interactivitate, transparenta si prezentarea online a obiectului? Cum putem face ca
vocile unice sa nu se piarda inghitite de un ocean?

Curatorii online patrund pe un taram nou si necartografiat, unde cele mai
multe dintre considerentele traditionale nu mai sunt valabile. Tn universul virtual,
chestiunile legate de conservare se rezuma la procesul de digitalizare; nu exista
arhitectura care sa influenteze design-ul; mai mult, textele liniare nu se potrivesc
cu structura ramificata a celor mai multe expozitii online. Si, in vreme ce muzeele
traditionale sunt legate de mediul lor spatial, activitatile online au o cuprindere
globala. Acesti factori vor modela limbajul vizual al expozitiilor noastre online si ne
vor obliga sa punem sub semnul intrebarii accesibilitatea universala a conceptelor
noastre. Explorarea dimensiunilor sociale, artistice si mnemonice ale
cyberspatiului este abia la inceput, iar curatorii vor trebui sa gaseasca un punct de
intalnire intre interfetele usor de folosit, care abia incep sa le devina familiare, si
promovarea culturii cu ajutorul unor limbaje vizuale noi.

Cu toate acestea, tot mai multe muzee sunt constiente de faptul ca website-
urile pot deveni mai mult decat simple spatii de depozitare a informatiilor despre
colectii si activitati. Tehnologia existenta le permite curatorilor (in limita fondurilor)
sa aseze obiectele in centrul scenei Internetului si sa le puna in lumina prin
intermediul expozitiilor. Tn cele din urma, esenta expozitiilor online nu consta in
efectele speciale, nici in etalarea capacitatilor tehnice. Online sau offline, obiectul
este intotdeauna cel care dicteaza formatul prezentarii.

Website-uri
Digital Heritage Programs

Australian Museums & Galleries Online:
http://www.amol.org.au

National Initiative for a Networked Cultural Heritage (NINCH):
http://www-ninch.cni.org

European Commission Digital Heritage Information Society:
http://www.cordis.lu/ist/ka3/digicult/en/eeurope.html

Canadian Heritage Information Network:
http://www.chin.gc.ca/e_main_menu.html

Former Getty Information Institute:
http://www.getty.edu/news/press/online/giiclosure.html

Art on the Net

Stephen Vitiello's Sound Installations: http://www.diacenter.org/vitiello

World of Escher contest pages: http://www.worldofescher.com/contest

Superbad:
http://www.superbad.com/

Museum of Contemporary Art, Los Angeles:
http://www.moca.org/museum/digital_gallery.php (Digital Gallery);
http://www.moca.org/museum/ef_new.php (Online Forum)

Whitney Biennial, Whitney Museum of American Art:
http://www.whitney.org/exhibition/2kb/internet.html

Art on the Net, Machida City Museum of Graphic Arts, Tokyo:
http://art.by.arena.ne.jp/mcmogatk/exhibitions.html

Artmuseum.net:
http://www.artmuseum.net

Walker Art Center, New Media Initiatives:
http://www.walkerart.org/gallery9

Online Exhibitions

British Museum: http://www.ancientegypt.co.uk/life/explore/main.html

Bhutan, Fortress of the Gods, Museum fur Vélkerkunde, Vienna:
http://www.ifs.univie.ac.at/~bhutan/english/b-home/b-home/start.php3

Tempus Fugit, Nelson-Atkins Museum of Art, Kansas City, Mo.:
http://www.nelson-atkins.org/tempusfugit

Curator's Tour, Jonah Marbles, Cleveland Museum of Art:
http://www.clevelandart.org/byzantine/curator_intro.html

Do You Remember, When, United States Holocaust Memorial Museum:
http://www.ushmm.org/doyourememberwhen

Best of the Web 2001, Museum and the Web 2001:
http://www.archimuse.com/mw2001/best/index.html

Institute of Museum and Library Services (IMLS): Status of Technology

and Digitization in the Nation's Museums and Libraries 2002 Report:
http://www.imls.gov/Reports/TechReports/intro02.htm

The World Wide Museum Survey on the Web:
http://www.museum.or.jp/IM_english/survey.html

Crossfade:
http://www.sfmoma.org/crossfade

Center for Art and Media, Karlsruhe, Germany:
http://www.zkm.de

Museum Thyssen-Bornemisza, Madrid:
http://www.museothyssen.org

Guggenheim Virtual Museum:
http://www.guggenheim.com

Smithsonian Without Walls:
http://www.si.edu/revealingthings

Tate:
http://www.tate.org.uk

Accessibility Guidelines

Guidelines Web Accessibility Initiative (WAI):
http://www.w3.org/WAI

Traducere de Irina Scurtu

Note

Opiniile exprimate n acest articol
1i apartin autorului si nu reflecta neaparat
vederile Consiliului Memorial al
Holocaustului sau ale Muzeului Memorial
al Holocaustului din Statele Unite. Autorul
doreste sa adreseze cele mai sincere
multumiri numerosilor colegi care si-au
adus contributia la acest articol,
participantilor la sesiunea Muzeele in
secolul 21 a Seminarului de la Salzburg din
2001, Seminarului de la Salzburg, precum
si lui loan Nemes.



GOING GLOBAL:
REACHING OUT
FOR THE
ONLINE
VISITOR

KLAUS MULLER

extended institutions

“While site-based museums are
tied to their local environments,

their online activities have a
global reach.

The exploration of the social,
artistic, and mnemonic
dimensions of cyberspace has
just begun, and curators will
need to negotiate between
newly familiar user-friendly
interfaces and exhibiting
cultures using new visual
languages.”

Based in Amsterdam, Klaus Muller is
a museum and Web consultant,
filmmaker, and European program
coordinator for the United States
Holocaust Memorial Museum. For
more information see his website
www.kmlink.net

"The Walker Art Center has a million
visitors per year. The Walker Web
site has 2 million visitors per year.
We are . . . trying to understand
what this means."

Steve Dietz, Curator of New Media,
Walker Art Center

Technology has so permeated the museum field that it almost seems to
grow out of the institutions' walls. Originally museum databases, digitized
collections, and online archives were meant only for staff and in-house visitors.
Now, through the World Wide Web, museum resources can be accessed by a
worldwide audience, many of whom may never walk through our doors. If
museums are to adhere to their mandate to educate and inform, they must take
this online audience into account.

Today most museums use the Web to fulfill their traditional roles - to
document, educate, and preserve - by transferring existing information and
reproducing physical objects in an electronic form. A radically different
approach is to use Web sites to present art and exhibitions that exist only in
electronic form, thus turning the Web into a medium of original experience.
Increasingly, the rest of the world is using digital versions of real-life activities;
we inform and promote ourselves, shop, play, study, and produce online. Other
industries have realized that they must think digitally if they are going to
succeed. Shouldn't museums?

Over the next few years, more and more museums will place digitized
information on the Web. Digital heritage programs - ensuring integrated access
to collections and materials held in institutions such as museums, libraries, and
archives - are being sponsored by many governments and corporate and
private sponsors. Guiding this process are professional organizations such as
the National Initiative for a Networked Cultural Heritage (NINCH), Australian
Museums On-line (AMOL), the Canadian Heritage Information Network, and the

[1] - In: Museum News, September/October 2002. Vol. 81, No. 5, American Association of Museums.



Digital Heritage Initiative of the European Commission, among others, as
well as early initiatives of the Getty Information Institute. (See page in the end for
the URLs of all the sites listed in this article.) The goal of these organizations is to
link the resources held by various organizations, often using library catalogue and
database standards. This is because libraries were among the first to use digital
technology to disseminate information about their holdings, which is no surprise -
accessibility has always been their main objective. Like libraries, museums collect,
preserve, and provide access, but their mission also requires that they interpret
and exhibit the unique objects entrusted to them. Thus far, however, this aspect of
the museum's mission has not made its way to the Web. Digitization has, at least
temporarily, changed the profile of museums from information interpreters to
information providers.

How can museums translate their curatorial expertise into a digital
environment and encourage visitors to interpret objects online? What distinct role
can museums play in the fusion of the "real” and the "virtual" that marks our
modern existence?

AWonderful Moment of Discovery

When it comes to online exhibitions, museums still have many questions. If
everything can be downloaded, will museums lose their unique status as physical
spaces of wondrous experience? Will our visitors still come to our buildings if we
publish everything on the Internet? If museums are about real objects, why should
we exhibit them in a virtual mode? Who should pay for this online development?

Many museums are struggling with their virtual extension, says Leonard
Steinbach, chief information officer at the Cleveland Museum of Art (CMA): "We are
in the process of exploring and defining what we mean by online tours and
exhibitions, general access to collection images and information, how they should
be approached, and what makes them effective. There are no simple answers."
Although he says that his museum has a long way to go, Steinbach has a clear
vision for CMA's online presence. "To claim that viewing a painting or a sculpture
online is ‘purely information' unfairly sterilizes what can still be a wonderful
moment of discovery, inspiration, and illumination," he says. "It is just different. It
means more access to more art by more people than at any time in human history.
This goes well beyond looking at objects. This is sharing culture and perspective."

Thinking Two-Dimensionally

The online exhibit resides in a medium that functions according to its own
set of rules. The space and duration of an online exhibition as well as its
composition, links, and production require a shift in the traditional curatorial
approach.

An online exhibition is a two-dimensional display that lacks the physical
experience of space. It neither offers viewers the possibility of moving physically
closer to the objects on display nor allows someone to share an exhibition
experience with others in the same place. In fact, an online exhibition resembles a
book. It offers individual and private contemplation, is defined by its "pages" and
organized in a linear or branched chronology, and has a hardback cover (its
computer monitor). Readers and users share a similar spatial proximity; on one
side sits the book/monitor; on the other, the reader/user. Like the book, the online
exhibition is defined by intimacy; readers turn the pages and users tap on the

keyboard. Finally, books can be read in a variety of surroundings, and online
exhibitions can be accessed from any place with a computer that has an Internet
connection.

Digital viewing does encourage viewers to look at things in new ways.
Zooming allows for close inspection of details. Reproductions of physically distant
objects can be united in one imaginative space. Virtual tours using video-stream
images offer insights about real galleries. In addition, no matter how well they are
publicized, traditional exhibitions are regional in scope. No matter how limited their
subject, online exhibitions are global spaces. Still, like their three-dimensional
counterparts, simulated spaces can take on all shapes and forms. Examples include
the Virtual Guggenheim's planned yet changeable architecture; the Los Angeles
Museum of Contemporary Art's (MOCA) interactive digital gallery; Superbad.com,
where each work of art is just a click away and presented without any textual
guidance; and the moving forest of object descriptions and images in the Revealing
Things exhibition on the Smithsonian Without Walls site.

Time and Sociability

Online exhibitions are never restricted by time. They do not open or close but
are available 24 hours a day. Each user defines her own visiting hours and comes and
goes without ever seeing staff, asking for immediate assistance, or paying an
entrance fee. Visitors experience the exhibition alone; the online show cannot be
considered a social experience. Even e-mail discussions, online guest books, chat
rooms, and surveys do not do much to alter the visitor's physical isolation. Though
theoretically online exhibitions incorporate the mass medium that is most accessible
to a worldwide audience, in practice they remain sources of individual and intimate
contemplation. (It is true, though, that online communities have developed new
forms of social life and communication. The next generation of museum visitors
might find the difference between real and virtual communities a minor one.) Some
museums are working to develop a more sociable virtual space, experimenting with
two-way dialogues by encouraging e-mail communication between visitors and
curators, creating online discussion forums (as MOCA did for a show featuring artist
Douglas Gordon), and offering newsletters and downloadable screensavers
featuring work by exhibited artists.

Everything Links to Everything Else
"Showing now at a computer near you!" From an advertisement by the
Cornell Heritage Access Information Network (CHAIN), United Kingdom

Like other new media, online exhibitions do not yet have established rules
and practices. But because they are not substitutes for traditional displays, they
should not be developed using only traditional curatorial criteria. Similar to
everything else on the Net, online exhibitions are a succession of windows (or
frames) and links. Just as each scene is part of a film, each window is part of the
exhibition. The narrative basis of the online show centers on its montage - images,
sound, text, and design united in a single composition. No element is neutral, but
each conveys the tone and message of the entire exhibition.

While | was curating Do You Remember, When, an online exhibition for the
U.S. Holocaust Memorial Museum, the process of reconstructing the story behind



the object added new layers to the show's main artifact, a small, handmade
booklet. It was originally an intimate gift between two Jewish friends in Berlin, c.
1941-42, but its meaning changed during the Holocaust and in subsequent decades.
The booklet became a time capsule between the "then" and the "now", and it was
essential that the exhibition reflect this temporal dualism both in content and design.
The hypertext structure of the online format enabled the museum to present such
multi-layered narratives, including reflections on the making of the exhibition.
Curatorial transparency was a natural and welcome effect of the medium.

However, excessive hypertext also can take the user's attention away from
the subject of the exhibition. Online activities are defined by the nervous energy of
the World Wide Web, which lacks a center and is composed of a seemingly endless
progression of links. Surfing the Web is more like watching T.V. than like visiting a
museum - you're always only a click away from another site/channel. Museums must
learn to navigate this new environment, bearing in mind, however, that traditional
notions of welcoming visitors and offering opportunities to rest still apply. If online
exhibitions offer - through their composition, narrative, and design - a defined and
meaningful environment, visitors will have the sense of "being somewhere" and will
be lessinclined to leave before they explore it.

Interactivity

"In general . . . what many institutions are afraid of is the open communication
aspect of the Net. They want to reduce this new medium to ‘information’. . . . The Net
could be a link between the 'dead' material and the living people outside of the
museum walls." - Geert Lovink, Net critic, Australia

Online accessibility, the main reason for digital heritage programs, is often
seen as a democratization of museum culture. Access to information is no longer
restricted to those who can afford travel and museum visits, but is available to
anyone who has access to a computer with an Internet connection. Collections that
museums often lacked the physical space to exhibit now can benefit from a virtually
infinite space of display. Thus audiences can enjoy unprecedented access to cultural
objects and information.

Ideally, such accessibility could lead to a density of information that might
change people's ways of seeing, interpreting, and researching. But on many sites the
conversation resembles the traditional one-way dialogue in which museums - often,
it is true, to the satisfaction of our audiences - offer interpretations for visitors to
contemplate and digest. Conversely, open communication has been a part of the
development of the Internet from its earliest days, with users relying on horizontal
rather than vertical communication and participating in interactive networking. How
can curators transfer their expertise to a new medium where visitors behave
differently, where users interact, talk back, and develop and offer other
interpretations?

A few online installations might serve as models: Stephen Vitiello's sound
installation, Tetrasomia, brings together non-musical sounds the artist collected.
Vitiello organizes these audio samples in four color fields, which represent Earth, air,
wind, and fire. By clicking on the sound files, visitors can listen to a fruit-fly courtship,
an underwater volcano, poisonous frogs, and the fiery sounds of the Saturn 5 lift-off.
No longer passive listeners, visitors can combine these sounds to create a variety of
other compositions. The British Museum invites online visitors to learn about daily life
in ancient Egypt by clicking on sections of tomb wall paintings and other objects. And

the World of Escher site challenges visitors with a contest. In general, Net art
seems to strive for interactivity as evidenced by many works submitted to the Whitney
Biennial; MOCA's Digital Galleries; the Walker Art Center's Gallery 9, and the annual
Art on the Net contests organized by the Machida City Museum of Graphic Arts, Tokyo.

The Convergence of the Real and the Virtual

"All of the evidence we have is that spending time with the virtual version of
works of art increases people's desires to see the real thing." - Sandy Nairne, Director
of National Programmes, The Tate, London

Debates about the authenticity and physicality of objects are relevant to site-
bound museums. But do they enhance our understanding of the virtual? Digital
reproductions do not provide the same experience that one has in front of the original,
but they can convey concepts, ideas, and emotions. Not as tied to the immediacy of the
object, virtuality forces us to imagine narratives and spaces through which we can
understand objects and their stories. Exhibitions have always taken objects out of their
authentic context and displayed them in a new interpretive frame. In that sense,
museums have been creating virtual environments all along.

Skepticism, questions, and ambitious expectations are inherent to the
development of online exhibitions. However, a pro/contra argument does not do justice
to the complex nature of the process. Site-bound museums must recognize that they
now operate in an increasingly network-dominated world. As Sandy Nairne puts it, "We
are now very aware that we do have a large number of virtual visitors who cannot, or
will not, be able to get to any of the four Tate galleries. . . . But this is fine, because it
matches with our mission, which is to extend knowledge and understanding of British,
modern, and contemporary art." In addition to commissioning artists, Tate Online
experiments with digital extensions of contemporary artworks from the museum's
collections. The first in this series, says Nairne, is "a special feature with Damien Hirst,
built with him, out of the work called Pharmacy.” The Tate site offers a 360-degree
panorama view of Pharmacy with zoom capacity, visual documentation on how the
three-dimensional version was displayed at other museums, an online discussion
forum, and textual explanations from Hirst and the show's curator.

Cheaper and Faster?

Bhutan: Fortress of the Gods cost "approximately a seventh of the cost of a
traditional exhibition.” - Christian Schicklgruber, Museum fur Volkerkunde, Vienna,
Austria

"The fate of its $20-million Web site, guggenheim.com, is still unclear.” - New
York Times, Nov. 20, 2001

From a production perspective, the benefits of online exhibitions are many.
Objects can be seen from all sides - inside and out; viewers can even "turn” the pages
of a book. Online exhibitions are excellent outlets for fragile objects that cannot be
displayed due to conservation issues (and any other conservation issues will be limited
to the exhibition's development period). The established exhibition does not need
more than technical maintenance. There are no costs associated with insurance or the
shipping or installation of objects. Exhibition plans can be redesigned more easily; last
minute factual corrections pose few problems; and staff can be limited to a small core
team. Itis true that the research and exhibition development process of an online show
is similar to that of a traditional exhibition, but digitized information is cheaper, faster,
and more flexible.
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Potentially lower production costs would seem to make online exhibitions an
ideal medium for smaller museums, allowing them to diversify outreach efforts,
experiment with innovative displays, and develop a variety of advertising campaigns.
However, online products can be expensive, and most museums will not have the $20
million the Guggenheim directed toward its Web site. But it is possible to develop a
small-scale display that uses existing resources. Remember that while digitization is
costly, online exhibitions don't have to be. Institutions with small budgets can ask
sponsors and pro-bono Web designers and programmers to help them with their
projects.

Access for All

Accessibility of online exhibitions is a complicated issue, says Jonathan
Bowen, professor of computing at South Bank University, London: "Imagine a
museum where the disabled are excluded because no thought has been given to
facilities to enable them to access at least a portion of the museum's resources. This
is no longer acceptable in modern society, and may even be illegal in some countries
as well. However, this is exactly what is happening online with many new museum
Web sites around the world." The guidelines for Web-site designers developed by the
Web Accessibility Initiative (WAI), part of the World Wide Web consortium,
recommend various measures, including providing textual explanations for all visual
images and transcripts of audio content, and thinking about how frames, tables, and
other design templates will affect disabled visitors.

There's another issue: "Blind Web users need some form of audio browser
that automatically translates text in Web pages into an audible representation,” says
Bowen. He believes that many problems can be solved with a little more
consideration: "Some designers may claim that designing a Web site for wide access
will mean that it will lose its impact for users with no disability. Do not believe them,
and go elsewhere.” Remember, too, that working to make Web content more
accessible to people with disabilities can only help us to reach other users, who
represent a range of computer skills and equipment.

Journeys through a Virtual World

"Advancements in technology will enable unforeseen methods to create ever
more meaningful and accessible experiences." - Jan Schall, Sanders Sosland Curator
of Modern and Contemporary Art, Nelson-Atkins Museum of Art, Kansas City, Mo.

"Museums today have to bridge and communicate between the real and
virtual." - Peter Weibel, Director, ZKM (Center for Art and Media), Karlsruhe,
Germany

In 1998, a global survey of museums - conducted by the Japanese Internet
Museum and Jonathan Bowen, who also is affiliated with the Virtual Library -
indicated how slowly museums had ventured into online development: 53.7 percent
of all museums had launched their Web sites after 1994; 70 percent were spending
less than $1,000 per year (excluding personnel costs) on their sites; and 57 percent
were running their Web departments with one staff person. However, a report on The
Status of Technology and Digitization in the Nation's Museums and Libraries, issued
in May by the Institute of Museum and Library Services (IMLS), indicates a rapid
change, at least in American museums. According to the IMLS survey, today all large
museums, 93 percent of mid-size museums, and 41 percent of small museums in the
United States have a Web site. Fifteen percent of those institutions without a Web site
plan to launch one in the next 12 months. Seventy-nine percent of all U.S. museums

indicate that a lack of funding is the key obstacle to technological expansion,
followed by a lack of expertise (a high 63 percent).

There are examples of Web-based exhibitions that can serve as models for the
field. Bhutan: Fortress of the Gods, developed by the Museum fir Vélkerkunde, an
ethnological museum in Vienna, Austria, offers diverse strata for experiencing the
objects and topics. The visitor moves through its narrative layers as if on an
expedition to a new land. Awarded Best Online Exhibition in the Best of the Web 2001
competition, Bhutan was developed by the museum, the Austrian Ministry of
Science, and the Institute for Informatics in Vienna. Funded by the ministry, it was
intended to be a blueprint for online exhibitions, accessible to all Austrian museums.
It was the first online exhibition for curator Christian Schicklgruber, whose "first
decision was to forget the real exhibition and develop an online concept." Each
organization handled a different aspect of the project. "In the beginning we tried to
explain decisions to each other,” says Schicklgruber, "but after a while we simply
accepted the work and language divide between curators and programmers.”
Because much of the technological know-how was outsourced, however, the museum
was unable to fully benefit from the collaborative experience.

At present, Bhutan is a precious entity that has not been broadly advertised to
the public or influenced the design of the museum's main Web site. Still, according to
Schicklgruber, on average each visitor spends an astonishing 47 minutes at the site.
Twenty-five percent of the approximately 25,000 visitors who visited the exhibition
between November 2000 and May 2001 returned to see the show again. Many hits
came from educational institutions in the United States.

The Web is particularly suited to the diverse aspects of museum work.
Curators often present their favorite pieces online, and some museum Web sites
allow visitors to build their own virtual collections. But much more could be
accomplished. For example, the Nelson-Atkins Museum created "lab-like" sounds for
the conservation section of its online exhibition, Tempus Fugit. The show presents
the concept of time in different cultures, explored through selected artworks dating
from 900 B.C. to the present. Tempus Fugit offers an elegant combination of objects
projected on a world map as well as conservation information and research
resources. "Developing the online form of 'Tempus Fugit' required that | learn a new
language,” says curator Jan Schall. "Music and sound in general have an uncanny
ability to evoke place and mood." In this case, sound helped transport the visitor to
the museum's conservation lab, something that could not be accomplished by a
traditional exhibition.

Crossfade, a curated space that explores sound as an artistic medium,
utilizing network technology as an integral part of its production, illustrates another
feature of online exhibitions: virtual cooperation. "The most important initializing
phase was totally non-virtual; we met in person,” says Johannes Goebel, director of
the ZKM Institute for Music and Acoustics. Organized by the Goethe-Institute in San
Francisco; Walker Art Center, Minneapolis; San Francisco Museum of Modern Art; and
ZKM (Center for Art and Media) in Karlsruhe, Germany, the exhibition combines
media essays with new artworks. "The artists are commissioned," says Dieta Sixt,
former director of the Goethe-Institute, San Francisco. "It is a process by which all of
the original institutions can suggest names and we decide together - online, of
course." Thus far Crossfade has included 10 hours of Japanese music and works by
Stephen Vitiello, Yoko Ono, Chris Chafe, and Greg Niemeyer next to essays about the
"architecture of listening" and "music and the Net." It has been established as a work
in progress and has no time limitations (as long as funds remain available).
"Museums . . . have the potential to juxtapose issues of context and longevity in ways
that may prove useful,"” says the Walker's Steve Dietz. "Also, as sites of both offline



and online culture visits, museums can be important venues for prototyping
rich, hybrid experiences."

Online Documentations

Many museums offer digitized versions of their collections, complete with
captions and an introduction, under the title "online exhibition." Digital databases are
wonderful tools for highlighting objects from the collection or presenting a rich
selection from the archives. But these online documentations will only disappoint those
looking for an exhibition. Audiences have learned that exhibitions are carefully curated
and designed efforts and expect no less from an online show. Digitized versions of
objects with captions do not make an exhibition, but merely publicize visual
information. They should be called "online documentations" and positioned within
collections and archives areas. The Cleveland Museum of Art, for example, presents its
Jonah Marbles, early Christian and Byzantine works, within a carefully designed online
Curator's Tour. "We experimented with placing the faces of our curators on the tour to
help personalize it and add a sense of authority, which I think becomes an issue with
material a museum places online," says Steinbach. "Also, the objects and galleries
described are well loved by our community and we wanted them to connect to the
persons involved."

Conclusion

Returning home from a trip to the Museum Thyssen-Bornemisza in Madrid, |
was delighted to find out that | could re-enter the galleries | had just explored through
their virtual tours. But is it enough to transfer "galleries"” into the virtual world? Or
should we avoid simulations of our site-based museums? Why replicate the conditions
of a gallery space that is defined and limited by four walls? Furthermore, how do we
respond to the challenges raised by interactivity, transparency, and the online
presentation of the object? How do we protect unique voices from being watered down?

Online curators are entering a new and unmapped area where many traditional
considerations do not apply. In the virtual world, conservation issues are limited to the
digitization process; there is no architecture to influence the design; and linear writing
does not suit the branched structure of most online exhibitions. And while site-based
museums are tied to their local environments, their online activities have a global
reach. These factors will shape the visual language of our online exhibitions and force
us to question the universal accessibility of our concepts. The exploration of the social,
artistic, and mnemonic dimensions of cyberspace has just begun, and curators will
need to negotiate between newly familiar user-friendly interfaces and exhibiting
cultures using new visual languages.

Still, many museums are realizing that their Web sites can be something more
than storage areas for information on collections and activities. The available
technology allows (funds permitting) curators to put objects on the Web's center stage
and illuminate them through exhibitions. In the end, exhibiting online is not about
special effects or showing technological prowess. Online or off, it is still the object that
dictates the format of the presentation.

Web Sites

Digital Heritage Programs

Australian Museums & Galleries Online:
http://www.amol.org.au

National Initiative for a Networked Cultural Heritage (NINCH): http://www-
ninch.cni.org

European Commission Digital Heritage Information Society:
http://www.cordis.lu/ist/ka3/digicult/en/eeurope.html

Canadian Heritage Information Network:
http://www.chin.gc.ca/e_main_menu.html

Former Getty Information Institute:
http://www.getty.edu/news/press/online/giiclosure.html

Art on the Net

Stephen Vitiello's Sound Installations: http://www.diacenter.org/vitiello

World of Escher contest pages: http://www.worldofescher.com/contest

Superbad: http://www.superbad.com/

Museum of Contemporary Art, Los Angeles:
http://www.moca.org/museum/digital_gallery.php (Digital Gallery);
http://www.moca.org/museum/ef_new.php (Online Forum)

Whitney Biennial, Whitney Museum of American Art:
http://www.whitney.org/exhibition/2kb/internet.html

Art on the Net, Machida City Museum of Graphic Arts, Tokyo:
http://art.by.arena.ne.jp/mcmogatk/exhibitions.html

Artmuseum.net:
http://www.artmuseum.net

Walker Art Center, New Media Initiatives:
http://www.walkerart.org/gallery9

Online Exhibitions

British Museum: http://www.ancientegypt.co.uk/life/explore/main.html

Bhutan, Fortress of the Gods, Museum fur Voélkerkunde, Vienna:
http://www.ifs.univie.ac.at/~bhutan/english/b-home/b-home/start.php3

Tempus Fugit, Nelson-Atkins Museum of Art, Kansas City, Mo.:
http://www.nelson-atkins.org/tempusfugit

Curator's Tour, Jonah Marbles, Cleveland Museum of Art:
http://www.clevelandart.org/byzantine/curator_intro.html

Do You Remember, When, United States Holocaust Memorial Museum:
http://www.ushmm.org/doyourememberwhen

Best of the Web 2001, Museum and the Web 2001:
http://www.archimuse.com/mw2001/best/index.html

Institute of Museum and Library Services (IMLS): Status of Technology

and Digitization in the Nation's Museums and Libraries 2002 Report:
http://www.imls.gov/Reports/TechReports/intro02.htm

The World Wide Museum Survey on the Web:
http://www.museum.or.jp/IM_english/survey.html

Crossfade: http://www.sfmoma.org/crossfade

Center for Art and Media, Karlsruhe, Germany:
http://www.zkm.de

Museum Thyssen-Bornemisza, Madrid:
http://www.museothyssen.org

Guggenheim Virtual Museum:
http://www.guggenheim.com

Smithsonian Without Walls:
http://www.si.edu/revealingthings

Tate:
http://www.tate.org.uk

Accessibility Guidelines

Guidelines Web Accessibility Initiative (WAI):

Http://www.w3.org/WAI

Notes

The opinions expressed in
this article are the author's and do not
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United States Holocaust Memorial
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Holocaust Memorial Museum. The
author expresses his sincere thanks
to the many colleagues who
contributed to this article, the
participants of the Salzburg
Seminar's 2001 session on Museums
in the 21st Century, the Salzburg
Seminar, and loan Nemes.



spatii Tn folosire

cartografiind peisajului urban:
adevar, putere si politica graffiti Tn strada

robert azzarello

Strada, constituindu-se
Dintr-o cacofonie de expresii
verbale, acte performative si
semne scrise, vorbeste
dinspre si catre o combinatie
radical diversificata de etnii,
clase, genuri, varste si sex.

Robert Azzarello este teoretician al
culturii, University of Nevada, SUA

Pentru a pune bazele acestui eseu si pentru a afirma ceea ce consider afi
axiomatic in construirea unei harti a peisajului urban, voi incepe cu un citat din
Adevar si putere a lui Michel Foucault. Autorul francez ne aminteste ca adevarul
este ,,un fapt al acestei lumi”, sustinind ca ,,.«Adevarul» trebuie inteles ca un
sistem de proceduri ordonate pentru producerea, reglementarea, distribuirea,
circulatia si prelucrarea de propozitii.”[1] De aceea, pentru Foucault, adevarul
nu este un dat, ceva care exista in transcendent, ca Forma platonica a priori si
,descoperit” de catre noi, simpli muritori, ci, noi suntem participantii activi in
crearea sau construirea adevarului. Si, cu toate ca participam la aceasta
activitate de creare a adevarului, totusi, adevarul nu este produs pe cale libera
de catre jocul autonom si independent al mintii, ci, dimpotriva, este guvernat de
o forta care-i reglementeaza toate efectele si constructele sociale. Cu alte
cuvinte, apeland la limbajul capitalismului industrial pentru a descrie adevarul,
Foucault infatiseaza modalitatile prin care producerea si consumarea
adevarului este intotdeauna deja situata in structuri sociale existente, iar
paradigmele filosofice vin In completarea lor prin propriul sistem de relatii de
putere. Si, continua el, ,,Adevarul este conectat, printr-o relatie circulara, atat la
sistemele de putere care-| produc si-I sustin, cat si la efectele de putere care-I|
identifica si-I amplifica.”[2] Aruncand o privire asupra acestor doua citate, ar
trebui sa fim foarte atenti la notiunea de adevar ca propozitie. Desi Foucault
abordeaza in prima instanta discursul, as vrea sa extind aceste enunturi despre
adevar pentru a include: unu, asertiunea verbala; doi, actul performativ; trei,
semnul scris. Tn eseul de fati as vrea si teoretizez aceste forme de creare a
adevarului, relatiile de putere implicate in construirea acestora si relatia lor cu
spatiul fizic, acordand o atentie sporita peisajului urban.

Sa luam drept exemplu strada, unul din cele mai frecventate locuri din
zilele noastre, pentru a dezveli aceasta matrice a adevarului, a puterii si a
spatiului. Strada ne apare, in mod aproape indiscutabil, ca un loc firesc, vadit si
obisnuit. Dar, in acelasi fel, si cele mai eficiente expresii ideologice si gesturi
care exprima puterea apar firesc, vadit si in mod obisnuit. Sau, mai bine spus,
cele mai eficiente sunt acelea care nu apar deloc; ele devin invizibile, non-
existente. Tntr-adevar, de cite ori pe zi punem sub semnul intrebarii ideologia
strazii in timp ce ne Indreptam Tnspre sau dinspre serviciu? Asadar, aici trebuie
sa punem niste intrebari clare si relativ generale. Care sunt mai exact
imperativele ideologice generate de locul numit ,,strada”? Sau, mai simplu spus,
de ce siin ce fel este strada ideologica? La baza discutiei noastre privind spatiul
ar trebui sa stea trei intrebari temporale. Tn primul rind, cum era construita
strada n trecut? Tn al doilea rand, in ce fel este strada productiva in prezent?
Sau, n ce fel genereaza ea comportamente? Si, in al treilea rand, in ce masura
va mai fi in viitor strada un spatiu confirmat, fundamentat? Sau, va continua si
n viitor sa simbolizeze un regim de adevar specific si sa promoveze o practica
specifica?

Referindu-ma la strada, nu intentionez sa reduc un set complex de
probleme sociale si chestiuni controversate la un model generalizant. Strada
este un loc pentru multiple ideologii si modalitati de exprimare. Pe strada putem
auzi (si in cazul de fata chiar vedea) ceea ce Mikhail Bakhtin numeste
heteroglossia, natura multi-glasuita a limbii. Oricum, aceasta heteroglossia nu
implica un joc liber al vocilor sau Tmplinirea ideala a Primului Amendament al
Constitutiei americane dreptul la ,libera exprimare”. Ci, cum sugerau atat
Bakhtin cat si Foucault, aceste voci sint intotdeauna supuse diferitor moduri de
reglementari, disciplinda si control. ,Stratificarea interioara” a limbajului
etaleaza ierarhia pozitiilor sociale a acelor voci, fie ele ale statului, ale bogatilor,
saracilor, imigrantilor, economistilor, filosofilor, artistilor sau ale oamenilor de
stiinta.

Dar, sa revenim la strada si la imperativele ei ideologice. Cred ca putem
sa afirmam cu usurinta ca strada este, nu fara exceptie, un spatiu heterosexual
atat din punctul de vedere al promovarii ideologiei heterosexuale cat si al
insistentei asupra comportamentului heterosexual[3]. Tn mod inevitabil ne
intalnim pe strada cu tot felul de expresii verbale de natura heterosexuala (de la
»dulcegariile” soptite la urechile indragostitilor pana la fluieraturile si remarcile
exprimand interesul, adresate sexului opus) cu acte performative
heterosexuale (de la sdrut si tinere de mana pana la mersul sfidator al
prostituatei) si cu simboluri si desene heterosexuale (de la reclame care
promoveaza atractia sexuala fata de sexul opus pana la graffiti care reprezinta
personaje heterosexuale celebre). Dar cum lucreaza spatiul strazii pentru a
produce acest tip de comportament si ideologie sexuala? De ce si in ce fel
simbolizeaza strada heterosexualitatea? Nu exista nimic ideologic Tnnascut in
ceea ce priveste un loc anume in afara legaturilor sociale care produc acea
ideologie. Asadar, intrebarea ramine: cum e posibil ca strada sa-i domine pe
oameni atata timp cat ea insasi a fost construita de acestia, sau mai degraba, in
timp ce este construita de oameni? La urma urmei, construirea unui loc este
fmprumutand termenul Juliei Kristeva ,,in plina desfasurare”.[4]

Notiunea de ,,potrivire” utilizata de Tim Cresswell dezvaluie acest proces
al simbolizarii prin explicarea cailor prin care un spatiu este in acelasi timp

[1] - Michel Foucault, Truth and Power,
trad. Colin Gordon, The Norton Anthology
of Theory and Criticism. Ed. Vincent B.
Leitch, et al. New York: Norton, 2001, pp.
1667-1670, p. 1669.

[2] - Foucault, Truth and Power, p. 1669.

3] - Din nou, as vrea sa subliniez ca
strada este un loc al nenumaratelor
ideologii si al nenumaratelor critici ale
acelor ideologii produse din perspective
diferite. As fi putut, la fel de bine, sa fac o
analiza de gen, etnica, religioasa sau de
clasa a ideologiei dominante a strazii si a
(posibilei?) sale actiuni subversive. De
asemenea, nu vreau sa fiu polemic sau sa
acuz pe cineva ca si cum ar fi vina acelor
heterosexuali blestemati ca noi, restul, o
ducem greu. Suntem cu totii implicati in
perpetuarea ideologiei intr-o varietate de
contexte si pe cai diferite. Nici nu vreau
sa amestec ideologia heterosexuala cu
dorinta heterosexuala. Dorinta e ceva
care nu poate fi subsumat, in totalitate,
notiunii de ideologie, chiar daca ideologia
joaca un rol important in cum si pe cine
dorim. Si aici vreau sa subliniez din nou
ca nu exista nimic in afara adevarului,
puterii si ideologiei, nici o alternativa, nici
un lucru sau loc care sa fie desprins din
existenta umana si din relatiile sociale.
Daca incercam sa ne deplasam in afara
ideologiei existente, ne vom gasi intr-un
univers ideologic alternativ, un univers
care este la fel de ideologic ca si cel din
urma.

[4] - Dupa psihanalistul francez Julia
Kristeva, subiectul este intotdeauna ,,in
plina desfasurare” (le sujet en proces).
Aceasta descriere subliniaza faptul ca
subiectivitatea este ,,un proces dinamic
[...] al oscilarii intre instabilitate si
stabilitate sau intre negativitate si
inactivitate”.



[[5] - Tim Cresswell, In Place/Out of
Place: Geography, Ideology, and
Transgression. Minneapolis: University
of Minnesota P, 1996, p. 16.

[6] - Cresswell, In Place/Out of Place,
p. 16.

[7] - Tn acest eseu definesc termenul
de ,ciudat” (queer) ca orice identitate
sexuala care ,,deviaza” de la ,,norma”,
ca sa apelez la limbajul matematic. Ca
atare, ,ciudat” este mereu in relatie cu
0 norma contingentd sau constant
schimbatoare si , prin urmare, prin
chiar propria definitie, opune
rezistenta definitiei. La modul general,
»ciudat” pune sub semnul intrebarii
categoria, aparant stabila, de gen,
aceea a a identitatii sexuale si a
legaturii teleologice dintre cele doua.
Tntr-adevar, ,ciudat” poate chiar
interoga constructia sociald a sexului
(adica exista doua sexe si oricine este
fie unul fie celalalt) in discurs sau pe
strada.

construit de oameni construindu-i, la randul sau, pe acestia. Dupa cum
explica el ,,practicarea” unui anumit comportament intr-un anumit loc produce o
serie de credinte despre cel mai ,portivit” comportament pentru locul respectiv.
Acest loc, la rindul sau, ,reproduce credintele care-| creeaza, intr-un fel care le
face sa para firesti, de la sine intelese si de bun simt.”[5] El da drept exemplu
Lpracticarea” ,potrivirii” intr-o biblioteca: ,Pastram linistea intr-o biblioteca
deoarece consideram ca e potrivit sa pastram linistea in biblioteci, iar pastrarea
linistii intr-o bibilioteca contribuie la prelungirea linistii.”[6] Dupa Cresswell,
putem afirma ca oamenii actioneaza in concordanta cu norma heterosexuala
pentru ca atat noi cat si semenii nostri credem ca este potrivit sa actionam
heterosexual pe strada. Asadar, perpetuam si fortificam aceasta credinta
deoarece actionam conform modului in care noi intelegem ca heterosexualii ar
trebui sa actioneze. Cu alte cuvinte, actionand heterosexual contribuim la
prelungirea normativitatii heterosexuale.

Teoria lui Cresswell incepe, asadar, sa ofere raspunsurile intrebarilor
temporale pe care le-am pus mai sus. De vreme ce oamenii actionau similar si in
trecut, actionam ca atare si in prezent si, actionand in felul acesta acum, ne
asiguram o ideologie similara si un set de comportamente bazat pe acea
ideologie si In viitor. Tn acest context, atributul similar joaca un rol esential in
reflectia asupra cailor prin care constructul ideologic al strazii este instabil si
deschis revizuirii si resemnificarii. Tn chiar procesul de impunere a
heterosexualitatii, strada devine receptiva la rezistenta contra
heterosexualitatii sau la rasturnarea ei. Intr-adevar, similar nu este tot una cu
acelasi. Si, In devierea sa de la acelasi, similaritatea produce, sau cel putin
inspird, schimbarea ideologica.

Expresiile verbale ciudate[7] si actele performative ciudate sunt doua
modalitati prin care ubicuitatea aparenta a heterosexualitatii e pusa sub semnul
intrebarii, sau mai degraba, prin care adevarul si puterea strazii heterosexuale
sint interogate. Aici, expresia verbala, cum ar fi semnalele transmise intre
membrii aceluiasi sex ce pot fi auzite, de obicei, prin preajma barurilor pentru
homosexuali, devine o afirmare a diferentei fata de ideologia dominanta. Actul
performativ ciudat poate fi reprezentat de doi barbati sau doua femei sarutindu-
se pe strada, de un travestit, o lesbiana cu trasaturi masculine sau, pur si
simplu, de un afemeiat, ori, la scara mai larga, de o Paradi a Homosexualilor. Tn
expresia verbala si actiunea performativa, participantii isi modeleaza
comportamentul in concordanta cu cerintele ideologiei dominante (a vorbi, a te
saruta, a te plimba) dar expresiile si/sau actiunile sunt modificate in asa fel incat
ele par ,nepotrivite” contextului ideologiei dominante. Contextul in care doi
barbati se saruta in mijlocul strazii este similar celui in care un barbat si o femeie
se saruta in mijlocul strazii, dar cu siguranta nu reprezintéa acelasi lucru. Tn felul
acesta, disjunctia dintre similar si acelasi devine un mijloc potrivit pentru a
actiona subversiv. Si, mai mult, expresia verbala si/sau actiunea performativa
ciudate stabilesc, la rindul lor, un precedent ciudat pentru schimbarea
comportamentului si ideologiei sexuale in viitor.

Totusi, ar trebui sa luam in consideratie natura ciudata a semnului scris
sau ,eticheta”, marca vizibild a existentei sau prezentei minoritatii sexuale. Tn
aceasta categorie sint incluse graffiti-urile, pornind de la emotionantele remarci
de genul ,Partenerul meu a fost violat aici de un homosexual” pana la cele
amuzante, de tipul: ,Heterosexualitatea e de pe timpul strabunicii”. O alta
forma a acestei etichete ciudate ar putea include graffiti-uri picturale, cum ar fi

sabloanele reprezentand doi barbati sarutdndu-se sau tindndu-se de
mana. Pe langa descrierea si categorizarea acestor etichete, ar trebui sa ne
intrebam care este efectul acestor grafitti-uri. Provoaca aceste reprezentari
ciudate dintr-un spatiu heterosexual autoritatea acestuia din urma? Devine
simpla prezenta a Celuilalt subversiva in mod eficient, sau cel putin pune ea sub
semnul intrebarii notiunea de heteronormativitate? Si, mai mult, care este
legatura dintre doi barbati care se plimba pe strada tinandu-se de mana, pe de o
parte, si sabloanele de pe strazi care reprezinta doi barbati tindndu-se de méana,
pe de alta parte? Raspunsurile la aceste intrebari ar putea fi tipice doar din
punct de vedere istoric si geografic, adica nici o teorie generala nu ar putea
raspunde la aceste intrebari, desprinse de luarea in consideratie a unei anumite
situatii concrete. Mai mult, este imposibil de prevazut raspunsurile care vor
exista doar in viitor, atata timp cat vor fi inventate si puse in practica noi forme
de campanii politice care se vor folosi de graffiti. Totusi, putem spune ca, spre
deosebire de actul singular al tinerii de mana sau al sarutarii in mijlocul strazii,
graffiti-ul este vazut ca o trasatura stabila sau ca o marca a peisajului urban.
Graffiti-ul apare in permanenta si aceasta caracteristica ii confera putere. Tntr-
adevar, adevarul devine putere nu din cauza validitatii sale, ci din cauza
repetarii lui. Deci, are sens sa urmarim o campanie politica, in care mesajul se
repeta si devine parte integranta din viata noastra de zi cu zi si care, in cele din
urma, dispare. Graffiti-ul are, cel putin, capacitatea de a duce la indeplinire
primele dintre cele doua obiective.

Tn acest eseu am aruncat o privire asupra unui caz particular a ceea ce
Antonio Gramsci humeste hegemonie, ,,acordul fabricat” produs de grupul
social dominant pentru a sustine autoritatea si puterea acelui grup, si a actului
subversiv, sau a ceea ce Michael Warner numeste publicuri si contra-publicuri
sau a ceea ce putem numi pur si simplu cultura si contra-cultura, in contextul
majoritatii sexuale si a minoritatilor sexuale ,,subminante”. Chiar daca am pus
accentul pe capacitatea progresiva a unor astfel de expresii subversive din
spatiul ideologic al strazii, nu vreau sa confer o nota romantica grafitti-ului ca
fiind Calea, Adevarul si Lumina. Spre deosebire de Blek le Rat, care ii descrie pe
creatorii de grafitti ca ,ultimii salbatici subversivi ai strazii”’[8], tind sa ma
gandesc la grafitti intr-un mod mai moderat. Nu exista nimic, Tn mod necesar,
maret sau radical, In ceea ce priveste grafitti-ul, si nici toate reprezentarile
graffiti nu duc la progres din punct de vedere politic. De fapt, marea majoritate
a graffiti-urilor care pot fi vazute este pur si simplu creatia angoasei (angst)
adolescentine ce apare la sfarsitul idealismului copilariei.

Lynn A. Powers studiaza marcarea expresiei ,,Taki 183” in Manhattan n
timpul anilor *70, cand creatorul lor obisnuia sa-si scrie la tot pasul numele si
numarul strazii sale. Powers spune ca in cazul lui ,,Taki 183", ,Factorul esential
era cantitatea si nu creativitatea implicata in lucrarea propriu-zisa.”[9] Deci, in
,Taki 183” se intrevede un obiectiv diferit in realizarea de graffiti: a se face
cunoscut si a largi simtul de sine al creatorului de graffiti. Tn acest caz,
competitia dintre creatorii de graffiti si reputatia acestora devine mai degraba
motivatia primara a graffiti-ului decat o agenda politica specifica care provoaca
structurile sociale existente si institutiile ideologice. Tntr-adevar, in exemplul lui
Taki 1837, logica din spatele creatiei de graffiti pare sa refortifice status quo-ul
de vreme ce exista ceva imperialist in graffiti-ul proverbial ,,Am fost aici.”
Bineinteles, putem afirma ca si ,,Taki 183" are capacitatea de a duce la progres
din punct de vedere politic prin oferirea unui spatiu creativ copiilor

[8] - Blek Le Rat, “The History of
Graffiti Culture”, in Die Offnene Stadt,
ed. Marius Babias, Nordrhein-
Westfalen: Stiftung
Industriedenkmalpflege und
Geschichtskultur, 2003, pp. 133-138.
p. 137.

[9] - Lynn A. Powers, “Whatever
Happened to the Graffiti Art
Movement?”, in Journal of Popular
Culture 29.4 (1996): 137-142, p. 137



[10] - Pentru un studiu mai
aprofundat al acestui fenomen, a se
vedea cartea Helenei J. Sinnreich
.Reading the Writing on the Wall: A
Textual Analysis of LodZ Graffiti”, in
Religion, State, and Society 32.1
(2004): 53-58.

[11] - Aceasta lista chiar ar putea
continua la nesfarsit incluzand
nationalitati, rase, religii, ocupatii,
capacitati fizice/mentale, afiliatii la
partide politice si nivelul de educatie,
pentru a numi doar cateva.

neprivilegiati. Asadar, intrebarea devine acum mai degraba una cu

relevanta sociala decat sexuala: un pusti din clasa de jos solicitand un loc in
etajul superior al clasei de mijloc din New York. Totusi, aceasta capacitate
politica este indiscutabil pusa sub semnul intrebarii iar argumentul implicat in
justificarea acesteia este aparent cel mai bun.

Sa recunoastem: graffiti are o viata precara. Sabia e cu doua taisuri si,
pe deasupra, acestea sunt si ascutite. Prin urmare, orice incercare serioasa de a
studia graffiti-ul ca fenomen social sau de a practica producerea de graffiti ca
proiect politic, trebuie sa ia Tn calcul si posibilele efecte daunatoare asupra
contextului, cum ar fi, de exemplu, graffiti-ul anti-semitic din £6dz, Polonia.[10]
Atunci, intrebarea etica devine: cum de suntem capabili sa construim spatii
intr-un mod cu adevarat democratic si public, in cel mai bun sens al cuvantului,
in care o varietate de voci, idei si opinii Tsi au propriile puteri in timp ce
promoveaza (chiar asigura) respectul fata de celadlalt? Cum sa reglementam
pozitiile culpabile din punct de vedere etic din spatiul public fara sa devenim
totalitaristi? Bineinteles, putem spune ca grafitti-uri care promoveaza o
ideologie rasista, nationalista, sexista si homofobica, sunt destul de putine si, in
consecinta, ar trebui sa ne axam pe potentialul, pe progresul politic oferit de
revendicarea spatiului public. Chiar daca as tinde sa fiu de acord, as adauga
imediat ca intelegerea complexitatii situatiei sociale ar trebui sa fundamenteze
intotdeauna practica politica.

Strada, constituindu-se dintr-o cacofonie de expresii verbale, acte
performative si semne scrise, vorbeste dinspre si catre o combinatie radical
diversificata de etnii, clase, genuri, varste si sex.[11] Daca putem sa afirmam
ceva sigur la adresa spatiului public, cu precadere la cea a strazii, putem spune
ca este locul unei lupte sociale aspre in care o diversitate de voci, aflate in
competitie, rivalizeaza pentru teritoriu, in care aceste voci sunt stratificate
ierarhic si, cel mai important, in care obiectivul final si premiul esential 1l
constituie, intotdeauna, adevarul, puterea si spatiul, intr-un cuvant, realitatea.

Traducere de Daniela Ciubotaru si Vlad Morariu
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Let me begin with a quotation from Michel Foucault's Truth and Power in
order to lay a foundation for this essay, and in order to state what | take to be
axiomatic in constructing a map of the urban landscape. Foucault reminds us
that truth is “a thing of this world” writing, “'Truth' is to be understood as a
system of ordered procedures for the production, regulation, distribution,
circulation, and operation of statements.”[1] For Foucault, therefore, truth is
not to be taken as a given, something that exists in a transcendent, a priori
Platonic Form and “discovered” by us, mere mortals; instead, we are active
participants in making or constructing truth. Although we participate in this
truth-making activity, however, truth is not produced freely by the autonomous,
independent play of the mind, but instead it is governed by a force that
regulates all of its social constructions and effects. In other words, by
employing the language of industrial capitalism to describe truth, Foucault
posits the ways in which the production and consumption of truth is always
already situated in existing social structures and philosophical paradigms



[1] - Michel Foucault, Truth and
Power, trans. Colin Gordon., The
Norton Anthology of Theory and
Criticism. Eds. Vincent B. Leitch, et al.
New York: Norton, 2001. 1667-1670.
page 1669.

[2] - Foucault, Truth and Power, p.
1669.

3] - Again, | would like to stress that
the street is a site of multiple
ideologies and multiple critiques of
those ideologies from a variety of
different subject positions. | could
have just as well done a gendered,
ethnic, religious, or class analysis of
the dominant street ideology and its
(potential?) subversion. | also do not
mean to be polemical or accusatory,
as if it is the fault of those damned
heterosexuals that the rest of us have
a hard time. We are all implicated in
the perpetuation of ideology in a
variety of different contexts and in a
variety of different ways. Nor do |
mean to conflate heterosexual
ideology with heterosexual desire.
Desire is something that cannot be
totally subsumed under the question
of ideology, although ideology does
play a major role in who and how we
desire. And here | also want to
emphasize that there is no outside to
truth, power, and ideology, no
alternative, no thing or place that is
detached from human existence and
social relations. If we attempt to move
outside of the existing ideology, we
find ourselves in an alternate
ideological universe, a universe that is
just as ideological as the last.

complete with their own system of power relations. He continues,
“Truth' is linked in a circular relation with systems of power which produce and
sustain it, and to effects of power which it induces and which extend it.”[2] In
these two quotations, we should pay close attention to the truth as statement.
Although Foucault deals particularly with discourse, | would like to expand these
truth statements to include: one, the verbal utterance; two, the performative
act; and three, the written sign. In this essay, | would like to theorize these
forms of truth-making, the power relations involved in their constructions, and
their relationship to physical space, with specific attention to the urban
landscape.

Let us consider the place of the street, one of the most frequented
locations in our day-to-day agendas, in order to unpack this matrix of truth,
power, and space. The street appears almost unquestionably and incessantly
natural, obvious, normal. But then again, the most effective expressions of
ideology and gestures of power are those that appear natural, obvious, normal.
Or better yet, the most effective are those that do not appear at all; they
become invisible, non-existent. Indeed, how many times per day do we
actually interrogate the ideology of the street as we are walking to and from
work? So, here we must ask some pointed, and relatively general, questions.
What exactly are the ideological imperatives elicited by the location known as
the street? Or to put it more simply, why and in what ways is the street
ideological? Three temporal questions should serve to frame our spatial
discussion. First, how was the street constructed in the past? Second, how is the
street productive in the present? Or, how does it produce behaviour now? Third,
how will the street be sustainable in the future? Or, how will it continue to signify
a specific truth regime and promote a specific practice later?

In thinking about the street, | do not mean to reduce a complex set of
social problems or issues to an easily universalizing model. The city street is a
site for multiple expressions and ideologies. In the street, we can hear (and in
this context see) what Mikhail Bakhtin calls heteroglossia, the multi-voiced
nature of language. This heteroglossia, however, does not imply a free play of
voices or the ideal realization of the American First Amendment right to “free
speech”. Instead, as both Bakhtin and Foucault have suggested, these voices
are always subjected to various modes of regulation, discipline, and control. The
“internal stratification” of language exposes the hierarchy of the social
position(s) of those various voices, whether it is the voice of the state, the rich,
the poor, natives, immigrants, economists, philosophers, artists, or scientists.

But again, let us turn to the street and its ideological imperatives. We
can, | think, easily say that the street is overwhelmingly, but not without
exception, a heterosexual space, both promoting heterosexual ideology and
insisting upon heterosexual behaviour.[3] On the street, we inevitably
encounter an abundance of heterosexual verbal utterances (from the “sweet
nothings” whispered in the lover's ear to the “cat calls”, or assertive, often lewd,
expressions of interest in the opposite sex), heterosexual performative acts
(from kissing and holding hands to the strut of a prostitute), and heterosexual
written signs (from advertisements promoting opposite-sex attraction to graffiti
depicting famous heterosexual figures). But how does the place of the street
work to produce this type of sexual ideology and behaviour? Why and in what
ways does the street signify heterosexuality? There is nothing inherently

that ideology. So, the question remains about how it, as a place, controls
human subjects after it has been humanly constructed, or rather, while it is
being humanly constructed. After all, constructions of place are always “in
process/on trial”, to borrow Julia Kristeva's term.[4]

Tim Cresswell's notion of “appropriateness” unpacks this process of
signification by explaining the ways in which place simultaneously is both
constructed by human subjects and constructs those subjects. As he explains,
the “practice” of a particular behaviour in a particular place produces a set of
beliefs about what is the “appropriate” behaviour in that place. That place, in
turn, “reproduces the beliefs that produce it in a way that makes them appear
natural, self-evident, and commonsense.”[5] He gives the example of the
“practice” of “appropriateness” in a library: “We are silent in a library because
we believe that it is appropriate to be silent in libraries, and by being silent in
libraries we contribute to the continuation of silence.”[6] Following Cresswell,
we can say that people act in accordance with the heterosexual norm because
we and our fellow street-goers believe that it is appropriate to act
heterosexually on the street. We, then, perpetuate and reinforce this belief
because we act according to our understanding of how heterosexuals should
act. In other words, by acting heterosexually we contribute to the continuation
of heteronormativity.

Cresswell's theory, therefore, begins to answer the temporal questions |
posed earlier. Since people have acted similarly in the past, we act as such in
the present, and by acting as such now we ensure a similar ideology and set of
behaviours based on that ideology in the future. The qualification similarly here
is essential in thinking about the ways in which the ideological construction of
the street is unstable and open to revision and resignification. In the very
process of imposing heterosexuality, the street opens itself up to resistances to,
or subversions of, that heterosexuality. Indeed, similar is not the same. And in
its deviation from the same, similarity produces, or at least inspires, ideological
change.

Queer[7] verbal utterances and queer performative acts are two means
by which the apparent ubiquity of heterosexuality is called into question, or
rather, by which the truth and power of the heterosexual street is interrogated.
The utterance here, such as the male-to-male or female-to-female “cat calls”
often heard just outside gay bars, becomes an affirmation of difference from
the reigning, dominant ideology. The queer performative act could consist of
two men or two women Kissing on the street, a drag queen, butch lesbian, or
effeminate man simply walking, or on a larger scale, a Gay Pride Parade. In the
verbal utterance and performative act, the participants model their behaviour
on that which is demanded by the dominant ideology (speaking, kissing,
walking), but the utterances and/or acts are modified in such a way that make
them seem “inappropriate” in the context of the dominant ideology. Two men
kissing in the street is similar to a man and a woman Kkissing in the street, but
certainly not the same. In this way, the disjunction between the similar and the
same becomes a charged means of subversion. And furthermore, the queer
utterance and/or act establishes a queer precedent for changing sexual
ideology and behaviour in the future.

Yet, we should also consider the queer written sign, or “stamp,” the
visual mark of the existence or presence of a sexual minority. In this category,

[[4] - According to the French
psychoanalyst Julia Kristeva, the
subject is always “in process/on trial”
(le sujet en proces). This description
means that subjectivity is a “dynamic
process [...] of oscillation between
instability and stability or negativity
and stasis.” See The Portable Kristeva.
Ed. Kelly Oliver. New York: Columbia
UP, 1997. page xviii.

[5] - Tim Cresswell, In Place/Out of
Place: Geography, Ideology, and
Transgression. Minneapolis: University
of Minnesota P, 1996. page 16.

[6] - Cresswell, In Place/Out of Place
page 16.

[7] - In this essay, | define queer as
any sexual identity that “deviates”
from “the norm”, to employ the
language of mathematics. As such,
queer is always in relation to a
constantly shifting or contingent norm
and, therefore, by its very definition it
resists definition. In general though,
queer calls into question the
apparently stable category of gender,
that of sexual identity, and the
teleological relationship between the
two. Indeed, queer can even
interrogate the social construction of
sex (i.e., there are two sexes and
everybody is either one or the other)
in discourse and on the street.



[8] - Blek Le Rat, “The History of
Graffiti Culture” in Die Offene Stadt.
Ed. Marius Babias. Nordrhein-
Westfalen: Stiftung
Industriedenkmalpflege und
Geschichtskultur, 2003. 133-138. page
137.

[9] - Lynn A. Powers, “Whatever
Happened to the Graffiti Art
Movement?” in Journal of Popular
Culture 29.4 (1996): 137-142. p. 137.

we can see discursive graffiti ranging from the emotional, “My partner
was gay-bashed here,” to the comical, “Heterosexuality is so nineteenth
century.” Another form of the queer stamp can include pictorial graffiti, such as
a stencil depicting two men Kissing or holding hands. In addition to describing
or categorizing these stamps, however, we should also question the effect of
these graffiti. Do such queer expressions in heterosexual space challenge the
authority of that heterosexual space? Does the mere presence of an Other
effectively subvert, or at least call into question, heteronormativity? And
furthermore, what is the relationship between, and comparable effect of, two
men walking down the street holding hands on the one hand, and a stencil
painted on the street depicting two men holding hands on the other? The
answers to these questions can only be historically and geographically specific;
that is to say, no general theory can answer these questions divorced from
considering a particular practice. Moreover, it is impossible to predict the
answers that will only exist in the future when new forms of political campaigns
utilizing graffiti are invented and deployed. Yet, we can say that unlike the
singular act of holding hands or kissing in the street, the graffito is witnessed as
a stable feature of, or mark on, the urban landscape. Graffiti appear permanent,
and in the appearance of permanence, there is power. Indeed, truth becomes
power not because of its validity, but because of its repetition. It makes sense,
then, to pursue a political campaign in which the message is repeated, in which
the message becomes part of our day-to-day life, and in which the message
finally disappears. Graffiti has, at least, the potential to accomplish the first two
of these goals.

In this essay, | have looked at a particular instance of what Antonio
Gramsci calls hegemony, the “manufactured consent” produced by the
dominant social group to sustain the authority and power of that group, and
subversion, or of what Michael Warner calls publics and counter-publics, or of
what we can call simply culture and counterculture, in the context of the sexual
majority and “disruptive” sexual minorities. Although | have emphasized the
progressive potential of such subversive expressions in the ideological space of
the street, | do not want to romanticize graffiti as the Way, the Truth, and the
Light. Unlike Blek le Rat who describes graffitists as “the last subversive savages
of the street,”[8] | tend to think of graffiti much more soberly. There is nothing
necessarily great or radical about graffiti, nor is all graffiti politically
progressive. In fact, much of the graffiti we witness is simply the stuff of
adolescent angst that comes at the end of childhood idealism.

Lynn A. Powers studies the tagging of “Taki 183” in Manhattan during the
1970s, in which the tagger would write his name and his street number
thousands of times all over the city. Powers writes that in the case of “Taki 183,”
“Quantity was the important factor, not creativity involved in the actual
work.[9] So, in “Taki 183" we see a different purpose for writing graffiti: to make
oneself known and to enlarge the graffitist's sense of self. In this case,
competition between taggers and reputation becomes the primary motivation
for the graffiti rather than a specific political agenda that challenges existing
social structures and ideological institutions. Indeed, in the example of “Taki
183", the logic behind writing the graffiti seems to reinforce the status quo since
there is something imperialistic in the proverbial graffito, “I was here.” Of
course, we can say that even “Taki 183” has the potential to be politically

progressive by providing a creative space for underprivileged kids. And
so here the question becomes one of social status rather than sexuality: a
lower-class kid claiming a space in upper-middle-class New York. Yet, this
political potential is highly questionable and the argument involved in its
justification is specious at best.

Let's face it: graffiti has a precarious life. The sword cuts both ways and
the sword is sharp. Therefore, any serious attempt to study graffiti as a social
phenomenon or to practice writing graffiti as a political project must also
consider the possible pernicious effects of the medium, such as the anti-Semitic
graffiti in todz, Poland, for example.[10] The ethical question, then, becomes:
how can we construct spaces in a way that is truly democratic and public in the
best sense of the word, in which a variety of different voices, ideas, and opinions
have their power while also promoting (indeed ensuring) respect for the other.
How to regulate ethically-reprehensible positions in public space without
becoming totalitarian? Of course, we can say that graffiti promoting racist,
nationalist, sexist, or homophobic ideology are few and far between and we

should, therefore, focus on the potential, on the progressive politics of re-

claiming public space. Although | would tend to agree, | would quickly add that
understanding the complexity of the social situation should always ground any
political practice.

The street, consisting of a cacophony of verbal utterances, performative
acts, and written signs, speaks from and to a radically diverse combination of
ethnicities, classes, genders, ages, and sexualities.[11] If we can say anything
certain about public space, especially that of the street, we can say it is the site
of unrelenting social struggle in which a multiplicity of competing voices are
vying for territory, in which these competing voices are hierarchically stratified,
and most importantly, in which the final goal and ultimate prize is always truth,
power, and space, in aword, reality.

[10] - For an important study of this
phenomenon, see Helene J. Sinnreich's
“Reading the Writing on the Wall: A
Textual Analysis of todz Graffiti” in
Religion, State and Society 32.1
(2004): 53-58.

[11] - The list really could go on and
on to include nationalities, races,
religions, occupations,

physical/mental abilities, political
party affiliations, and educational
levels, to name just a few.
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Marea majoritate a miscarilor copyleft[2], freeware[3], shareware[4],
rights reversed[5] abia isi incep activitatea in Bucuresti. Orasului acesta nu-i
lipseste infrastructura, dar se pare ca-i lipsesc cuvintele pentru a-si descrie
activitatile semi-legale sau chiar ilegale.

Dar si asa, pirateria este endemica acestei regiuni. Te impinge napoi
spre perioada comunista cand bunurile de prima necesitate aduse din Vest
beneficiau de o inalta putere de schimb si cand ceea ce era original se multiplica
in mod subit pe piata neagra urmand cu precadere rutele si fluctuatia pietelor
turcesti. Astfel, studiourile de inregistrari de casete audio si video pirat au
inceput sa-si desfasoare activitatea destul de rapid, in cadrul unei retele de
video-recordere si casetofoane private, sfidand cenzura, propaganda de stat,
emisiunile limitate difuzate de Televiziunea Romana si nivelul scazut de cultura
pop(ulara). Pana in 1989, daca intr-un anume sat cineva detinea un video-
player atunci, cu siguranta, trebuie sa fi avut si o serie intreaga de casete video
cu filme, incepand de la Rambo si Schwarzenneger si terminand cu cele mai
decazute exemplare din genurile porno si horror. Ceea ce aveau in comun toate
aceste filme era o estetica saracacioasa caracterizata prin dublarea de proasta
calitate, Tnregistrarea prost realizata si o singura voce care acoperea toate
personajele. Procedeul era relativ usor de realizat, de vreme ce aveau aceeasi
sursa, aceiasi traducatori si acelasi sistem de multiplicare. Pe langa faptul ca
erau prezentate in coperti alb-negru, realizate manual, aceste ,,rude sarace” ale
originalelor din Vest mai erau si vizionate la televizoarele alb-negru care erau
preponderente in tara. Majoritatea filmelor clasice color le-am vazut in varianta
artificializata alb-negru. Explozia s-a produs in 1990 cand televizoarele color si
retelele de distributie a televiziunilor prin cablu au inceput sa se impanzeasca
vertiginos in blocurile comuniste din beton. Oferta de CD-uri a crescut in parelel

[1] - Articol apéarut initial Tn Springerin, nr.2, 2004

cu numeroasele standuri de casete audio, oferind acum o gama mult mai
larga decat inainte, prin intermediul tonetelor stradale care vindeau exemplare
rare, piratate. Pe langa muzica dance difuzata de MTV top-ten, mai puteai gasi
cele mai recente compilatii ale ,.clasicilor” care utilizau sintetizatoarele pentru
a-si construi muzica, precum Karl Schulze, Vangelis, MC Hammer, Enigma s.a.

O etapa intermediara a fost cresterea numarului de soft-uri si CD-uri
pirat aduse din tarile fostei Uniuni Sovietice, ca de pilda Rusia si Ucraina.
Numeroase soft-uri si CD-uri piratate si-au croit drum dinspre hackerii estici. De
asemenea, aceasta etapa a insemnat si o crestere calitativa, atat timp cat
compilatii in exclusivitate, copiate intr-un numar mai mic de 500 de exemplare,
si-au facut simtita prezenta. Toate acestea au favorizat cresterea preferintelor
obscure nutrite de ,aficionados”[6] supra-saturati care se aflau in spatele
copiilor piratate, realizate de un numar limitat de studiouri, cum ar fi Ars Nova.
Faceai parte acum dintr-o comunitate obscura, concurand in cautarea lui O Yuki
Conjugate, FM Einheit, Tuxedo Moon si Coil. Totusi, mai tarziu au aparut CD-
urile rusesti cu mp3-uri care ofereau aproape toata discografia eroilor
ambientali ca Robert Rich si Brian Eno, dar si compilatii cu ritmuri mai dure, mai
zgomotoase, alaturi de Nurse With Wound si Allerseelen. Jocuri, demo-uri si
altele au urmat aceeasi directie. Aparitia conexiunilor super rapide la Internet, a
inscriptoarelor de CD-uri si DVD-uri a fost ceva firesc. La fel de firesc ca si
imersiunea intr-o ,,mare informationald” transformata ulterior intr-o activitate
full-time. Meniuri, liste, foldere personale erau doar ,cai informationale”
percepute ca o experientda calauzitoare fireasca in procesul de imersiune.
Dorintele neimplinite sau cunostintele limitate nu au fost niciodata de
importantd majora. Accesul neconditionat nu numai ca a potolit setea de
informatie a tinerilor dependenti de Internet dar a constituit si o sursa
importanta si nelimitata de oportunitati. Lucrul acesta reprezenta suplimentul
zilnic de informatie disponibil activitatilor comune care pareau sa caracterizeze
culturile de copiere”. Arhivele nu reprezinta doar acumulari abstracte de nume;
ele si urmeaza propriile mecanisme interioare care le conduc spre schimb liber
si dispersie generala. Hub-urile, retelele locale implementate de studenti sau
retelele de Internet de cartier din Bucuresti sunt direct responsabile de
distributia extinsa si de larga accesibilitate a materialelor extrem de rare. CD-
urile care au aparut ulterior au urmat explozia si mai apoi recesiunea
Internetului. Designer-ii de retea talentati si artistii care lucreaza in programele
3D au acceptat initial slujbe Tn Germania ca mai apoi sa se intoarca in Romania
cu valizele ticsite cu sute de kilograme de filme si jocuri piratate de pe Internet.
Au adus acasa intregi biblioteci mobile, alimentand astfel gustul crescand
pentru regizori japonezi ca Takashi Miike si Takeshi Kitano, dar si pentru Lars
von Trier. O necesitate absoluta o constituie intreaga filmografie a lui Andrei
Tarkovsky, facand astfel de rusine, destul de usor, un fan al programului
TNT/TCM.

Factorul giga-byte este de asemenea prezent acolo unde cantitatea
inseamna o selectie atenta si potrivita, captura si scrierea versiunii celei mai noi
devansand rapid copia filmata ,pe furate” in sala de cinema cu camera de
buzunar. Tn acest context, proprietarii sunt supra-numiti ,surse deschise”,
tintind sa concentreze si apoi sa disemineze cunoasterea sub forma pungilor,
ambalajelor de carton, a rucsacilor plini de CD-uri ce vor circula liber. Un
asemenea exemplu, al unei arhive personale, non-profit, e cel oferit de Nuke din

[[2] - O conventie prin care softurile
si lucrarile artistice pot fi folosite si
distribuite gratuit daca si numai daca
oricle deriva din ele este limitat de
aceleasi conditii (n .trad).

[3] - Software care se distribuie gratuit
(n. Trad.).

[4] - Software distribuit gratuit, adesea
n scopul evaluarii (n .trad).

[5] - Sintagma all rights reversed
presupune o parodiere a licentei
copyright, oferind posibilitatea liberei
utilizari a materialelor intr-un scop
non-profit. (n. Trad.)

[6] - Persoana foarte bine
documentata si foarte interesata de
un anumit lucru sau activitate (n.
trad.).



HardCore Gamer - LanParty si Proiectii

Evenimentul, organizat de GameMaster la Galeria Noud Bucuresti (Interzis minorilor sub 18 ani - septembrie 2005), la
propunerea, si cu ajutorul lui Stefan Cosma aka Megatron, ice, dash, opphiunick si ceilalti, este primul de acest gen de la
formarea comunitétii GameMaster.




[7] - Denumeste o retea in care
fiecare calculator actioneaza ca server
pentru celelalte (n. trad.).

[8] - Calculatoare de mare viteza
folosite ca servere in interiorul unei
retele (n. trad.).

Bucuresti. Aceasta, crescand si extinzandu-se pornind de la un nucleu
format din serii de animatii si filme artistice in mare parte japoneze, are
capacitatea de a deveni una din cele mai mari arhive independente de CD-uri
din tara. Sistemul de clasificare simplu, alfabetic, ordoneaza intregul ca o lista
disponibila on-line. Adresa lui Nuke este larg cunoscuta in interiorul retelelor
underground otaku, si nu numai, de vreme ce oricine este binevenit sa-i viziteze
apartamentul din cartier. Arhivele CD din Bucuresti traverseaza atat granitele
sociale cat si cele care tin de generatie. Proprietarii acestor arhive pot fi liceeni,
absolventi sau oameni fara o pregatire academica, paznici, impresari de
dansatoare exotice, arhitecti sau designeri web. Numai pasiunea lor pentru
anumite aspecte culturale sau preocupari sub-culturale ii poate uni, fie ca
acestea se numesc muzica jazz obscura, anumiti regizori de film sau postere si
benzi desenate scanate.

Schimburile intre orase au loc prin intermediul adolescentilor, precum
Daos din Brasov care isi cara bibliotecile in rucsac atunci cand viziteaza
Bucurestiul sau prietenii. Daos are Tntotdeauna cateva blank-uri in arhiva sa de
peste 150 de CD-uri, asa ca poate oricand sa faca schimb de informatie, fie ca
aceasta inseamna mp3-uri, filme, software, jocuri sau bibliografia la zi pentru
examen si subiectele pentru teste. Totul se distribuie, totul este menit
schimbului, departe de scoli, universitati si canale oficiale.

Hard-disk-urile sunt, de asemenea, parti mobile purtate de ici-colo si
conectate Tn actiuni peer-to-peer.[7] Ele au devenit hub-urile ceremoniale Tn
comunitatea replicantilor in timp ce absorb intreaga sau cea mai mare parte a
informatiei disponibila pentru copiat CD-uri sau DVD-uri. Dealtfel, treapta
imediat urmatoare Tncarcarii hard-disk-urilor, copierea informatiei pe CD sau
DVD, are importanta maxima pentru recastigarea spatiului vital al memoriei
fizice necesar unor sesiuni de copiere ulterioare. Pentru distantele mici din
interiorul orasului, hard-disk-urile sunt mediul de stocare preferat. Cu toate
acestea, raman vulnerabile la schimbarile de temperatura si, in felul acesta,
ajung repede sa cedeze, ducand la dureroase pierderi de informatie.

Tn vreme ce Cote pregatea o noud sesiune de sharing, i-a spus lui Victor:
,Fii atent! Lasa-ti hard-ul sa se adapteze la atmosfera calda din garaj (el locuind
intr-un fost garaj aproape de locuinta parintilor sai)... Lasa-l sa se odihneasca
putin!” Hard disk-urile au devenit obiecte ale succesului sau insuccesului pe
masura Tnglobarii cat mai multor informatii. Exista astazi petreceri speciale
unde unii sarbatoresc achizitionarea celui de-al 7-lea hard disk! Capacitatea
Tmbunatatita a hard-disk-ului este o unitate de masura pentru auto-evaluarea si
importanta castigata prin expansiunea mainframe-urilor.[8]

Factorul fundamental de recunoastere implica faptul ca de fiecare data
cand proprietarii hard-disk-urilor se intalnesc, se vor intreba unul pe celalalt
despre ultimile noutati in privinta capacitatii fizice a hard-urilor si/sau despre
noutatile listelor de download. Este vorba in acelasi timp atat despre o miscare
calculata cat si despre o evaluare facuta nevoilor si posibilitatilor noului
partener de sharing. Cooperarea se dezvolta in momentul in care scopul
sharing-ului raméane vag si nedefinit. Cauti ceva pe care celalalt s-ar putea sa il
aiba, dar nu stii cu siguranta la ce te-ai putea astepta. Apropo, a naviga prin
fisierele si folderele din hard-disk-ul cuiva nu reprezinta atat o activitate
superficiala, grabita, cat mai degraba o strategie de tipul cost-beneficiu, de
supravietuire in teritoriile Internetului. Aici nu stii niciodata ce poti gasi sau
unde sa cauti. De vreme ce hard-disk-urile contin deja material selectat si

sistematizat, ele reprezinta cea mai buna sansa de a gasi drumul cel mai
scurt catre informatia pe care, altminteri, o cauti orbeste pe Internet. Aceste
hard-disk-uri private, cu tentative personalizate de a acumula informatie,
reprezinta matricea organizationala pentru multe din modelele sub-culturale
sau contra-culturale si artefactele raspandite in oras.

Dupa parerea mea, aspectul fundamental al maniilor arhivarilor de
informatie copiata este rata incomesurabila de crestere a numarului lor. Cele
mai multe din aceste arhive sunt imposibil de evaluat si sunt, in cele din urma,
imposibil de detectat si consumat. Ele depasesc nevoile si utilitatile imediate.
Greutatea lor consta in greutatea resurselor nenumarate si a capacitatii de a
depagi dificultatile cu usurinta.

Oricare ar fi consecintele finale, practicile de copiere din Bucuresti
tintesc catre legaturi reciproce care se dezvolta in asteptarea noilor schimburi
culturale.

Acum cateva zile m-am intalnit in mijlocul Bucurestiului, in Piata
Romana, cu un prieten siam mers impreuna sa copiem articolul din monochrom
(#15-23) intitulat Calling Cthulhu: H.P. Lovecraft's Magick Realism scris de Erik
Davies.

Traducere de Daniela Ciubotaru si Vlad Morariu
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Most of the copyleft, freeware, shareware, rights reversed movement
is just starting in Bucharest, Romania. This city has the infrastructure but
seems to lack the words describing its semi-legal or highly illegal
arrangements.

Even so, piracy is endemic to the region. It harks back to the communist
era when the most basic western goods gained high exchange power, and
where the original quickly became replicated on the burgeoning black market
following the rise and fall of Turkey-oriented trade routes.

The pirate video tape and the audio cassette market followed this
rhythm of immediate availability inside a home video and tape recorder
network that defied censorship, state propaganda, strictly limited TV, and a
poorly developed popular culture. By 1989, in a medium sized village, if
anybody had a video player then he surely had to have a good selection of
pirate video's ranging from Rambo to Schwarzenneger and going down to the
worst kind of gore-related sexploitation flicks. The unifying characteristic was

its cheap, poorly dubbed, poorly recorded aesthetic and the ghastly
single-voice translation accompanying all the characters in the movie. They
where usually easy to track down since they had the same source, the same
translators, and the same copy-to-copy production system. Beside their
trashy handmade, black-white covers these poor relatives of their western
counterparts had to be shown on black and white TVs that still dominated
the country. I've seen most of the old color home video classics first as
artificial noir versions. Then the 1990 explosion came with color TV and
multi channel networks spanning their webs across the gulfs separating the
communist concrete blocks. The CD offer grew in parallel with the
numerous portable audio cassette stalls offering greater diversity than ever
before trough pirated, rare cassettes and genre-oriented street shopping.
Besides the MTV dance music top ten, you could find the latest synthie
classics compilation, Karl Schulze, Vangelis, MC Hammer, Enigma and so
much more.

An intermediary phase would be the rise of pirate software and CDs
coming out of former USSR countries such as Russia or Ukraine. A lot of
cracked software and the latest CD rips found their way from eastern-based
hackers. It also represented a rise in quality as exclusive compilation
versions with under 500 copies made their presence felt. This was the rise of
obscure taste, cherished by jaded aficionados hiding behind the pirated
copies of limited number labels such as Ars Nova. Now you where part of an
obscure community vying for O Yuki Conjugate, FM Einheit, Tuxedo Moon
and Coil. Still later came the Russian mp3 CDs offering you nearly the whole
discography of ambient heroes such as Robert Rich and Brian Eno, but also
harsh rhythm n noise and beatnoise compilations, besides Nurse With
Wound and Allerseelen. Computer Games, demo's and all followed the
same route.

The arrival of high velocity internet connections, CD and DVD writers
came natural. As natural as deep immersion into the sea of information
developing into a full-time activity. Menu's, lists and personal folders where

just informational trails shared as a common guiding experience in

immersion. Unfulfilled desires or restricted knowledge where never of much
importance here. More access didn't just quench the information thirst of
young, outward-oriented, hardcore net-addicts. More access meant just
more possibilities to add up indefinitely. This was daily informational
supplement available for the sharing activities that seem to characterize
rip-off cultures. Archives are not just abstract accretions of names; they
follow their own internal mechanisms that drive them towards free-
exchange and general dispersion. Peer-to-peer hubs on the net, local
networks established by students or neighborhood/bedroom networks in
Bucharest are directly responsible for wide-spread distribution and general
availability of usually ultra-rare materials.

Incoming CDs followed the Internet boom and Internet crash.
Talented web-designers and 3D artists first followed job offers in Germany
finally to return back to Romania with portable CD-cases full with hundreds
of kilograms of Internet-ripped movies and games. They brought back
home entire mobile libraries fuelling the growing taste for Japanese
directors such as Takashi Miike and Takeshi Kitano, as well as Lars von Trier.
A must-have is the whole filmography of Andrei Tarkovsky, so that you can
easily embarrass any TCM/TNT channel surfer.

HardCore Gamer - LanParty &
Screenings

Event organized by GameMaster
andStefan Cosma aka Megatron, ice,
dash, opphiunick

(Galeria Noua Bucharest, September
2005).




The giga-byte factor is also there, where quantity means careful and apt
selection, re-writing and re-capturing newer version, more professional and
less of them-handheld-camera-in-the-dark-during-premiere-recordings. In
this context owners are better recalled as Open Sources aiming to concentrate
and then to disperse knowledge in the form of plastic bags, packages,
backpacks full of CDs being freely circulated. An example of this non-profit,
personal archives is the one complied by Nuke in Bucharest. Growing and
expanding from a core formed of mainly Japanese Animation series and full-
length features it has the capacity to become one of the biggest independent CD
archives in the country. Its simple, alphabetical classification system orders the
whole as a list available online. Nuke's Address is widely known inside the
underground otaku networks and not only since everybody is welcome to visit
his neighborhood flat. CD archives in Bucharest are crossing generation- and
working milieu boundaries. Archive masters can be undergraduates,
postgraduate or without academic background; bodyguards, exotic dancer
impresarios, architects or web designers. It is only their passion for certain
cultural aspects or subcultural concerns that unites them be it obscure jazz
music, certain film directors, or scanned posters and comic books.

Inter-city exchanges take place as young teenagers such as Daos from
the city of Brasov carry their CD backpack libraries whenever they visit

Bucharest or whenever they visit friends. Daos for example always has a few
blank CDs among his more than 150 CD-backpack library so he can easily swap
information, be it mp3, movies, software, games or the last exam bibliography
and test-subjects. Everything is shared and swapped, far away from schools,
Academies, and the official channels.

Hard disks are also mobile parts being carried around and connected in a
peer-to-peer action. They became the ceremonial hubs in the rip community as
they absorbed all or most of the information available for CD or DVD copying.
The ensuing copying process also means regaining vital memory space on the
hard disk for further sessions. For smaller distances inside the city, they are the
preferred information carrier. Still, they are sensible to temperature changes
and hard disks are easily said to ‘break’ or ‘crack’ followed by the woeful loss of
information.

As Cote prepared the sharing session he said to Victor 'watch out! let
your hard adapt to the warm atmosphere inside the garage (he lives in a former
garage next to his parent's home)... letit rest a bit!'. Hard disks became items of

success or failure to accommodate more and more information. Today
there are special parties where people celebrate their 7" hard disk! The hard
disk's enhanced capacity is a measure of self-reappraisal and heightened
importance gained trough mainframe expansion.

The basic recognition factor implies that each time hard disk owners
meet they will ask each other about new capacity changes and/or about the
new items on their download lists. It is both a sizing up and a calculated move as
to the needs and possibilities of the next sharing partner.

Cooperation is emerging when the scope of the sharing remains vague
and undefined. You look for something that the other might have but you never
know for sure what to expect. By the way, surfing trough ripped files and folders
in somebody's hard disk is not so much a peeking activity but more of a survival
cost-benefit strategy trough the realms of the Internet. On the internet you
never know what you can find and where to look for. Since hard disks already
contain selected and tabulated material, they are the ones offering the best
chance for the shortest way to the information you may blindly search for on the
net. These private hard disks with personal rips are the organizational matrix
for much of the thinly spread subcultural or countercultural trends and artifacts
in the city.

I would argue that the fundamental aspect of contemporary rip archivist
Manias is theirincommensurable growth rate. Most of these portable or local rip
archives are impossible to assess and are ultimately impossible to track down
and consume. They go well beyond immediate needs and utilities. Their weight
is the weight of uncounted resources and freely, ready-to-be-used
resourcefulness.

Whatever their final implications rip off practices in Bucharest are
always pointing out to the next cultural shifts and the close cooperative links
growing in their wake.

A few days ago | met in mid Bucharest at Piata Romana with a friend and
we went to copy the monochrome(#15-23) article with Calling Cthulhu: H.P.
Lovecraft's Magick Realism by Erik Davis.



unitati de locuit/living units

mona vatamanu & florin tudor

Mona Vatamanu si Florin Tudor sunt artisti din Bucuresti. Lucreaza impreuna incepand din 2000.
Mona Vatadmanu si Florin Tudor are artists from Bucharest. They work together since 2000.

Agricultori

Doua blocuri undeva langa strada Agricultori, foarte aproape de locul in care locuim. Am trecut zilnic
pe langa ele ceva mai mult de 15 ani. Design-ul modernist international se degradeaza incet, incet si
oamenii 1l modifica prin interventii proprii, rezultatul avand mai degraba aspectul unei favela. Dupa un
timp ajungi sa te atasezi afectiv de un asemenea loc.

Agricultori

Two apartment blocks somewhere near Agricultori street, very close to where we live. We have walked
past them daily for over 15 years. The international modernist design is decaying bit by bit and people
change it through their own interventions, the result looking rather like a favela. After a while, one
becomes affectively attached to such a place.
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Bergen
Arhitectura seriala inserata in contextul natural Tsi pierde scara. Blocurile par machete iar muntele si
fiordul capata un aer artificial, natura fiind “prelucrata”.

Bergen
The serial architecture inserted in the natural context loses scale. The apartment blocks seem to be
scale-models and the fjord takes on an artificial quality, the nature being "processed".

Constanta

“Reamenajarea complexa a oraselor tarii” a generat situatii similare in toate orasele mari. Tn anii '90 s-a
ridicat interdictia de a Inchide balcoanele. Incepand din acel moment, constructii ridicate dupa principii
moderniste au inceput sa capete un aspect de fortdrete medievale.

Constanta

The “complex reorganisation of the country's cities” has generated similar situations in all the large
cities. In the '90-s, the interdiction to glaze balconies was lifted. Starting at that moment, buildings made
according to modernist principles began to look like medieval fortresses.



Dunajvaros

Un oras construit din purd utopie pentru Stalin la o intersectie de drumuri. Initial, se numea orasul lui
Stalin. Gandit ca centru de productie industria,ld, dupa prabusirea comunismului, traieste o perioada
mai linistita Tn care locuitorii lui se adapteaza noului context politic si social.

Dunajvaros

A city built out of sheer utopia for Stalin, in a crossroads. Initially, it was called "Stalin's city". Designed
as an industrial production centre, after the demise of communism it passes through a calm period
time, when its inhabitants adapt to the new political and social context.

Filingsfjord

Un cartier construit Tn anii '70 - '80 intr-un fjord alaturat Bergenului. Locul era ocupat initial de ferme,
treptat procesul de extindere a utopiei vietii departe de oras a generat un alt oras inglobat in primul.
Senzatia de murdarie este accentuata de sentimentul ca aceasta solutie se poate repeta la infinit in
orasul continuu ramanand insule de natura sub forma de parcuri.

Filingsfjord

A district built in the'70-s and '80-s in a fjord near Bergen. The land had initially been taken over by
farms, and gradually, the expansion process of the "life away from the city" utopia generated yet
another city, enclosed in the first. The sensation of dirtiness is accentuated by the feeling that this
solution can replicate itself ad infinitum, nature islands remaining in the continuous city as parks.



Gemenii

O altd imagine modificata de curand, gemenii de la capatul strézii Calea Victoriei - doud structuri de
beton socialiste - au inceput sa fie finalizati ntr-un program de constructie de locuinte “sociale”.
Betonul socialist este acum imbracat Tn aluminiu si adus la “standarde occidentale”.

The Twins

Another recently modified image, the twins at the end of the Calea Victoriei street - two socialist-type
concrete structures; their finishing process began within a programme for building "welfare" housing.
The socialist concrete is now clad in aluminium and brought up to "Western standards".

lasi

Un bloc construit Tn anii ‘80, care probabil nu va fi terminat niciodata, se dovedeste a fi depozitarul
istoriei economiei recente. Ultimii 25 de ani se simt inh materialele utilizate in desenul fatadei. Desi
locatarii nu au urmarit acest lucru, rezultatul este mai degraba experimental.

lasi

An apartment block built in the '80-s, and which will probably never be finished, turns out to be a
custodian of the recent economic history. The past 25 years can be felt in the materials used for
designing the facade. Although the inhabitants did not intend it, the result is rather experimental.



Innsbruck - Olympisches Dorf

Rezultat al unei initiative de dezvoltare a orasului din 1976, legata de gazduirea in Innsbruck a
jocurilor olimpice de iarna, acest cartier adiposteste acum comunitatea de imigranti. in facultatea de
arhitectura din oras am asistat la discutii legate de construirea unui nou oras olimpic n viitorul
apropiat, cu ocazia urmatoarelor jocuri olimpice din 2014. Semnificativa Tn Innsbruck este alaturarea
arhitecturii seriale cu muntele. Blocurile pot fi asimilate unor monoliti, avanposturi langa muntele ce
asteapta o dezvoltare ulterioara a orasului.

Innsbruck - Olympisches Dorf

The result of an initiative to develop the city in 1976 related to its hosting of the winter Olympics, this
district now houses the immigrant community. At the Faculty of Architecture in the city | heard
discussions about building a new Olympic city in the near future on the occasion of the next Olympics,
in 2014. What is significant in Innsbruck is the juxtaposition of serial architecture with the mountain.
The apartment blocks can be likened to monoliths, outposts by the mountain that is waiting for the
further development of the city.

IOR

Contextul ce cuprinde lacul IOR (Balta Alba) si blocurile socialiste ce il Tnconjoara descrie o situatie
stranie. De obicei, in Bucuresti, realitatea urbana este mult mai brutald; gasesti blocuri in centrul
orasului care nu au nici o legatura cu locatia in care au fost amplasate. In parcul IOR, in mod absurd,
oamenii se simt bine, interventia arhitecturala pare mai putin traumatica, trauma mai degraba fiind
mascata de natura.

IOR

The context containing the IOR lake (Balta Alba) and the socialist apartment blocks that surround it
describes a strange situation. Usually, the urban reality in Bucuresti is much more brutal, one can find
in the centre blocks that have no connection with the location where they are placed. In the IOR park,
absurdly, people have a sense of well-being, the architectural intervention seems less traumatic, the
trauma being rather concealed by nature.



Trento

O serie de blocuri lama, agresive si misterioase. Este inexplicabil cum pot trai oameni acolo. Design-ul
minimal al betonului de pe fatadele exterioare tradeaza o interventie arhitecturala de calitate, cu detalii de
tratare a betonului care fac referinta la Carlo Scarpa. Daca nu am fi vézut oameni iesind de acolo, am fi
putut crede ca nu locuieste nimeni Tn acele blocuri. Am incercat sa ajungem pe terasa unuia dintre ele si
nu am reusit. Spatiul comun dintre usile apartamentelor este foarte mic si fara nici o sursa de lumina
naturald; un singur cuvant poate descrie ce am simtjt acolo: frica. In apropierea acestui complex construit
in anii '70 am gasit locuinte colective construite recent; orasul se extinde si proceseaza incet valea.

Trento

A series of razor-blade blocks, aggressive and mysterious. It is inexplicable how people can live there.
The minimal design of the concrete on the external fagades discloses a quality architectural intervention,
with details of concrete treatment referencing Carlo Scarpa. If we hadn't seen people coming out of them,
we could have assumed that no-one lived in those blocks. We tried to get on the roof of one of these
blocks, but we couldn't. The communal space between the apartment doors is very small and without any
natural lighting, there is only one word that can describe what we felt there: fear. Close to this complex,
built in the '70-s, we found collective housing built recently - the city is expanding and it slowly processes
the valley.

experiente expozitionale

a 23-a expozitie internationala a
artistilor contemporani de la istanbul si diyarbakir

eyal danon si basak senova

“Tn calitatea sa de dovada, arta
contemporana are astazi
potentialul de a deveni un canal
esential pentru interactiunea

globala a economiei si informatiei.

Motivarea si perceperea artei,
Tmpreuna cu mijloacele de
procesare si tehnicile de
prezentare, sint in continua
schimbare Tn cadrul noilor
tehnologii, al noilor ordini
economice si sociale, al miscarilor
geopolitice si al transformarilor si
inovatiilor culturale.”

Basak Senova este critic de arta si curator
din Istanbul. Ezal danon este curator la
Centrul de Arta Digitala Holon - Israel.

Sa te trezesti pentru inca o zi neagra la televizor, plina de zeci de stiri
proaste... Sa te confrunti cu atrocitati, acuzatii, inconstienta si ipocrizie. Sa
incerci sa iei atitudine fara sa cazi in capcanele tiparelor de reprezentare
dogmatica si ale minciunilor ideologice. Tn fata acestui tablou, nu ar trebui si te
intrebi cum poti sa supravietuiesti, ci cum poti afla modalitati de a declansa mici
scurtcircuite incontrolabile n sistem. A te ocupa de arta contemporana poate fi
in sine o astfel de atitudine.

Perspectiva

Tn calitatea sa de dovada, arta contemporana are astizi potentialul de a
deveniun canal esential pentru interactiunea globala a economiei si informatiei.
latd de ce este important sa reconsideram reteaua creata prin intermediul
acestui canal si sa accentuam rolul artistului ca parte a acestei comunicari locale
si globale. Tn momentul de fatd, o parte a lumii este angrenata in revolutia
informatica, in vreme ce restul omenirii este surprins in vechile si familiarele
clivaje geografice, nationale sau etnice. Aceste decalaje nu numai ca
remodeleaza geografia lumii, ci in multe cazuri opereaza in cadrul natiunilor,
ducand la crearea unor noi ordini sociale si aliante politice. Tn cursul acestor
procese, chestiunea artei si a artistilor este de asemenea reformulata.
Motivarea si perceperea artei, impreuna cu mijloacele de procesare si tehnicile
de prezentare, sunt in continua schimbare in cadrul noilor tehnologii, al noilor
ordini economice si sociale, al miscarilor geopolitice si al transformarilor si
inovatiilor culturale.
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Selectarea artistilor

Ca participanti la aceasta noua ordine, artistii ar trebui sa vada in
chestiunile legate de comunicare, globalizare si interactiune noile lor domenii de
studiu. Avand in vedere acest deziderat, pentru organizarea expozitiei am
selectat in primul r&nd artistii si abia apoi operele. Am analizat toate portofoliile
si propunerile, dar si cele peste 600 de creatii inscrise, siam incercat sa regasim
in ele reflectarea proceselor enumerate mai sus. In acelasi timp, ne-am
concentrat Tn special asupra artistilor care inteleg mijlocul/mijloacele de
comunicare cu ajutorul caruia/carora se exprima, facand totodata dovada
constientizarii spatiale. Tn cele din urma, am decis chiar s& expunem mai multe
lucrari ale unora dintre artistii selectati. Trebuie totusi subliniat faptul ca toti
artistii prezinta metodologii alternative, atitudini si abordari inovatoare.

Expozitia

A cura o expozitie, care sa fie o entitate in sine si nu doar o colectie de
lucrari selectate sa participe la un concurs, a fost cea mai mare provocare pe
care am anticipat-o Tnainte de inceperea procesului de selectie. Crearea unui
echilibru intre lucrari pentru a construi o structura a expozitiei s-a dovedit, in
schimb, sarcina cea mai dificila. Totusi, pe parcursul procesului de selectie,
lucrarile artistilor alesi au inceput sa comunice de la sine intre ele. Fiecare opera
in parte, fara nici o exceptie, are potentialul de a-si articula semnificatia si
pozitia in raport cu echilibrele fragile si cu transformarile care domina lumea si
practicile actuale ale artei contemporane.

A 23-a Expozitie Internationala a Artistilor Contemporani de la

Istanbul

Expozitia de la Centrul de Arta si Cultura Akbank a fost organizata sub
forma unei structuri unitare obtinute prin crearea unei retele intre lucrarile
expuse ce evidentiau diverse metodologii, puncte de vedere si abordari.
Design-ul expozitiei avea la baza realizarea unei interfete care sa opereze
aceasta retea. De aceea, pentru fiecare lucrare, a fost construit un perete
separat, ceea ce sugera de asemenea o implicare simbolica a spatiului alb in
cazul fiecarei opere. Totusi, pozitionarea acestor pereti nu se incadra intr-o
anumita grila, caci acestia nu erau asezati paralel sau in unghi de 90 de grade
fata de peretii propriu-zisi ai galeriei, nefiind nici lipiti de acestia. Tn vreme ce
structura labirintica a expozitiei, cu pereti separati, constituia o ruptura fata de
referintele arhitecturale ale cladirii, asezarea peretilor facea ca vizitatorul sa
nu-si piarda niciodata simtul orientarii. Peretii confereau structurii de retea a
expozitiei o interfata statica si totusi propice socializarii. Aceasta interfata fi
permitea spectatorului sa-si aleaga propriul parcurs in vizitarea expozitiei prin
crearea individuala de legaturi si schimburi intre lucrarile expuse. Ea oferea, de
asemenea, spatii de izolare si intimitate intre opera si spectator. Pe de alta
parte, lucrarilor ce necesitau un anumit cadru spatial le-au fost repartizate arii
,non-expozitionale” precum casa scarilor, iesirile de incendiu, coridoarele si
incaperile de depozitare. Aceasta decizie curatoriala s-a vrut o critica la adresa
structurii arhitecturale a Centrului de Arta si Cultura Akbank in calitate de spatiu
al artei contemporane.

Navigarea tematica se raporta, de asemenea, la design-ul spatial. Tn
vreme ce structura expozitiei imita principiile unei retele, lucrarile selectate au

fost sincronizate mecanic prin intermediul unor structuri tematice vaste ce
orbitau Tn jurul unor subiecte precum cultura urbana, miscarea si povestirea.
Parterul era rezervat lucrarilor cu tematica urbana avand la baza miscarea, in
timp ce primul etaj era dedicat lucrarilor narative; operele spatiale expuse in
zonele dintre cele doua etaje functionau ca o punte de legatura intre cele doua
nivele.

Transferareaexpozitiei

Ne-am pus n cele din urma in aplicare planul de a muta cea de-a 23-a
Expozitie Internationala a Artistilor Contemporani de la Istanbul la Diyarbakir. Cu
toate acestea, proiectul de a transfera cu succes expozitia de la Istanbul la
Diyarbakir, pastrandu-i in acelasi timp relevanta pentru noul context spatial, s-a
dovedit inca de la inceput imposibil. Pe de alta parte, am perceput acest proiect ca
pe o provocare de a experimenta adaptarea si elaborarea expozitiei intr-un cadru
complet diferit.

Eram constienti ca aveam sa finlocuim realitatea urbana familiara a
orasului Istanbul cu atmosfera neobisnuita a Diyarbakir-ului, care era
necunoscuta celor mai multi dintre artisti si curatori. De aceea, In calitate de
curatori ai acestui proiect, am decis sa nu ignoram statutul nostru de ,,nou-veniti”
n oras, ci sa-1 transformam in metodologie de lucru.

Cu toate ca primeam cereri de inscriere din toata Turcia, majoritatea
lucrarilor reflectau experienta urbana contemporana, caracterizata de expunerea
n exces a spatiului public la tehnologiile de comunicare si de ocupare comerciala.
lata de ce orasul si experienta urbana ocupasera un rol central in cadrul primei
expozitii, cea organizata la Istanbul. Tn cazul Diyarbakir-ului, transformarea
lucrarilor si familiarizarea artistilor cu orasul ne-au pus fata in fata cu noi conditii
de realizare si expunere, proces ce a necesitat un contact permanent cu orasul.

Procesul de transformare: cea de-a 23-a Expozitie

Internationala a Artistilor Contemporani de la Diyarbakir

Adaptarea expozitiei la orasul Diyarbakir, la un spatiu diferit, a impus o
noua abordare; in acelasi timp, utilizarea unui spatiu public care nu era initial
destinat a fi un spatiu artistic a determinat un nou mod de realizare si o
metodologie diferita in elaborarea expozitiei. De aceasta data spatiul expozitional
era Casa de Oaspeti a Municipalitatii din Diyarbakir. Era vorba de o sala patrata cu
patru coloane si doua incaperi semi detasate in care doi dintre pereti erau
acoperiti cu sticla. Era un spatiu public situat intr-o piata aglomerata.

Peretii amplasati in interiorul Centrului de Arta si Cultura Akbank, care
constituiau interfata expozitiei, au fost nlocuiti cu paravane din material textil,
care Tmparteau spatiul Tncaperii In spatii mai mici fara sa distruga unitatea
ansamblului. La Diyarbakir, navigarea tematica a fost elaborata in cursul
procesului de productie mai mult prin evidentierea experientei generale decit
printr-o anumita categorizare a lucrarilor. Parcurgerea spatiului expozitional era
coordonata la Diyarbakir de experienta consumerista simultana si continua a
sunetelor, de forma vizuala constant dinamica a lucrarilor si de datele lor
contextuale. De aceea lucrarile se suprapuneau, sunetele si imaginile se
combinau intre ele. Opera individuala devenea o parte a unei retele mai vaste,
functionind in cadrul acesteia fara a-si pierde propria identitate, dar fiind in



acelasi timp modificata necontenit de ambianta inconjuratoare. Totusi,
lucrarile se axau in continuare pe o mare varietate de aspecte ale culturii
urbane, miscarii si povestirii, prin intermediul unei noi interactiuni intre lucrari si
un mediu urban diferit. Expozitia a fost ,impachetata”; ferestrele au fost
sigilate, astfel incat spatiul expozitional era izolat de exterior. Tn acest scop, am
folosit pentru acoperirea ferestrelor o hartie de ambalaj lucioasa de culoare
albastru inchis. Acest tip de hartie era folosit cu precadere in scolile primare din
Turcia anilor '70 pentru invelirea caietelor de notite. Ca referinte istorice,
acoperirea ferestrelor duce cu gandul atat la politica unitariana de stat, cat si la
intreruperile curentului electric din timpul r&zboiului cu Ciprul. Tn ceea ce
priveste functionalitatea, se creain mod ideal o iluminare centrala si omogena a
lucrarilor, precum si izolarea expozitiei de spatiul public, unica legatura cu
acesta fiind cea creata prin intermediul lucrarii spatiale semnate de Lebriz Rona,
singura care putea fi vazuta din exterior: For Sale!, Not For Sale! (De vinzare!,
Nu e de vinzare!) (2004). Scopul era inlocuirea senzatiei de transparenta
conferite la Istanbul de legatura dintre lucrari si spatiul exterior cu conceptul de
dar. Darul era deghizat sub forma unui container impachetat in interiorul caruia
spectatorului i se oferea o calatorie spre un loc intrucatva diferit. Astfel, pana si
exteriorul spatiului expozitional functiona ca un fel de interfata premergatoare
contactului cu interfata propriu-zisa a expozitiei.

Structura deschisa a proiectului a permis ca aceste interfete sa fie
realizate in maniera cea mai experimentala si mai accesibila, gratie contributiei
artistilor participanti la expozitie care s-au deplasat la Diyarbakir si a colaborarii
acestora cu artistii si studentii de acolo. Participarea lor la procesul de productie
a transformat in mod inevitabil expozitia, conferindu-i experienta unica a
spatiului sau de desfasurare. Chiar si dupa vernisaj, aceasta realizare colectiva
a captat un interes public imens, continuand sa influenteze spatiul si modul de
receptare a expozitiei.

Scurte informatii despre artisti si lucrari

Batur S6nmez este artist care lucreaza cu sunetul. Stilul sdu evolueaza
intre sunetele experimentale industriale si cele care au la baza diferite zgomote
si improvizatiile cu elemente ce Tsi au originea in tehnologiile de comunicare. Tn
lucrarile sale, artistul critica ,,realitatile mass-media” prin intermediul tiparelor
repetitive. El colaboreaza cu diversi tineri artisti si cu grupuri precum Unit,
Analog Suicide, Dadaloop, Radiophonik, Audio, Werk, Dead Frequencies,
Subjekt, AVST, B/S si Teletrans, scopul sau declarat fiind dezvoltarea si
insufletirea artei sunetului in Turcia. Participarea sa la expozitie a constat intr-
un spectacol prezentat la Istanbul in seara vernisajului, iar materialul folosit
pentru realizarea acestui spectacol a fost prezentat in cadrul expozitiei.

Tnca de la inceputul carierei lor artistice, desi pe cai diferite, Zeren
Goktan si Serap Dogan s-au axat exclusiv pe o serie de chestiuni conceptuale
si estetice. Cu cat analizeaza mai profund aceste chestiuni, cu atat cei doi artisti
reusesc sa evolueze fara a se repeta.

Instalatia creatd de Zeren Goktan rezoneaza intre viata si moarte. Tn
spatele sau se ascund critici aspre privind starea actuala a lumii si situatia
individului. Tn cadrul expozitiei, efectul mental zguduitor al lucrarii sale a fost
amplificat cu ajutorul puterii sunetului. Lucrarea lui Serap Dogan induce
spectatorului starea instabila a interogatiilor. Peisajele familiare ale orasului
devin deodata imagini reflectate organic ce pulseaza in vidul dintre esteticul

inutil si cosmarul industrial.

Lebriz Rona populeaza spatiul sau de lucru cu interventii spatiale
subtile asupra arhitecturii. Tn timp ce analizeaza elementele arhitecturale ale
unui spatiu, ea pune de asemenea sub semnul Tintrebarii codurile
comportamentului perceptiv al privitorului/locuitorului acelui spatiu. Afisand
inscriptii cu mesajele ,,De vinzare!” si ,,Nu e de vinzare!” pe ferestrele sigilate, ea
punea sub semnul intrebarii atat existenta expozitiei cat si reactiile generale ale
publicului spectator.

Lucrarile lui Ozgur Ozlem Sulak reflectd o tensiune mai relevanta ca
niciodata intre experienta urbana alienata si locuitorul surprins care se zbate
pentru supravietuire. Limbajul vizual al lucrarilor, care comite ritualuri secrete
si misterioase, adopta de asemenea un punct de vedere oarecum distantat,
tensiunea fiind tradusa in cele din urmaintr-o declaratie delicata si personala.

Lucrarea “anti-pop.com” a lui Evrensel Belgin reprezinta un exemplu
remarcabil in ceea ce priveste noua forma de arta activista a erei digitale. Prin
folosirea unui sistem de navigare bine pus la punct, el combina critica riguroasa
cu parodierea prin intermediul unui limbaj grafic specific. Tn felul acesta, el
subliniaza cea mai importanta realizare a artei noilor medii, si anume ,relatia
inedita dintre opera, artist si spectator”. Pe langa puternicul continut al operei
sale, el il determina pe privitor/utilizator sa ,,navigheze” prin proiectele altor
persoane utilizand link-urile selectate de el.

Pinar Yoldas pune in discutie tiparele perceptive ale tehnologiei,
interactivitatii si artei digitale. Tn acest scop, ea utilizeaza banala formula a
trusei pentru educatia arristica a copiilor, propunand jocuri cu ilustratii si
produse fetisiste utilizate de consumatorul aflat In pas cu moda. Prin
intermediul acestor jocuri simple, artista ridica probleme precum perceperea
.artei moderne” in raport cu ,arta contemporana”, istoria artei, educatia
artistica si marile asteptari create de noile tehnologii.

Ilke llter adora sa picteze mici vietati pentru a crea o lume mare si
cuprinzatoare. Panzele ei nu sunt supraincarcate. Elementele infatisate sunt in
armonie unele cu altele. Amestecul constient al dimensiunilor si culorile
utilizate imbogatesc calitatea estetica a picturilor.

Instalatia video a lui Bengisu Bayrak, intitulata Fast-Iman, pune sub
semnul indoielii relevanta mesajelor religioase pentru viata contemporana. La
un alt nivel, creatia prezinta consecintele economiei neoliberale asupra modului
nostru de viata. Materialul video infatiseaza o situatie petrecuta in orasul
Istanbul: deasupra intrarii intr-o moschee, versete din Coran erau afisate pe un
ecran digital. Bayrak a ales o solutie alternativa pentru a oferi informatii despre
lucrare; in loc sa alcatuiasca un text, ea a folosit un documentar video difuzat pe
un mic monitor, in care sublinia faptul deja evident aflat la baza creatiei sale:
imaginatia si perceptia sunt doua lucruri diferite.

Ahmet Albayrak creeaza cu ajutorul cuvintelor. El tipareste aceste
cuvinte sub forma acelora de pe cartonasele folosite in clasa intii la lectiile de
citire pe benzi obisnuite de hartie prinse cu bolduri sau pioneze. Pornind de la
acest element de baza, el elaboreaza structuri spatiale, curenti si campuri de
texte. Aceste cuvinte functioneaza, de asemenea, in calitate de cuvinte-cheie
menite a critica anumite situatii socio-politice locale sau globale.

Sali Saliji a filmat minunatul si plictisitorul material video intitulat
Retropassive (Retropasiv), al carui limbaj cinematografic se desfasoara pe
parcursul a trei capitole. Aceste trei capitole infatiseaza o intriga aproape



inexistenta organizata intr-un mod cat se poate de absurd. Privitorul nu se
Tncumeta sa-si ia ochii de pe ecran, de teama ca poate pierde esentialul.

Berna Ipek a prezentat o serie de picturi care ,,expuneau” capete pe un fundal de
culoare neagra. Chipurile sunt distorsionate de grimase ciudate, care nu pot fi chipurile
obtinute fara ajutorul unor anumite instrumente, cu exceptia cazului in care ele nu exista
decat in imaginatia artistului. Fiecare dintre aceste grimase este rezultatul unei anumite
situatii aparte, pe care numai imaginatia spectatorului o poate ghici. Ipostazele
dureroase, socante atrag din primul moment atentia privitorului.

Fatma Ciftci aseaza un ofiter de politie nu intr-un loc arbitrar, intre oameni, ci pe
crestetul unui munte. Ochiul legii pare sa vegheze asupra intregii tari, cu toate ca postura
omului de pe stanca Tnalta pare mai degraba aceea a unui turist decat a unui politist
respectabil Tnsarcinat cu pastrarea ordinii. Decorul ales pentru realizarea fotografiei
sugereaza fapul ca lucrarea pune sub semnul intrebarii, intr-o forma parodica, anumite
concepte precum ,autoritatea”, ,,puterea” si ,status quo-ul”.

Berat Isik combina umorul negru cu tragediile informarii gresite si dezinformarii
in cadrul situatiilor de reprimare geo-politica, culturala si sociala. Cu ajutorul titlurilor
lucrarii si al trimiterilor politice, istorice, culturale si ideologice din materialele video,
artistul subliniaza tensiunile si neconcordantele dintre puterile ierarhice. Lucrarea Eyes
Wide Shut (Cu ochii larg inchisi) il invita pe privitor sa experimenteze un soi de orbire
fizica, dar in acelasi timp o stare de luciditate mentald, in timp ce lucrarea Psycho
reprezinta o satira cutremuratoare la adresa situatiilor socio-politice locale si globale din
lumea contemporana.

Materialul video semnat de Ali Ekber Kumtepe si intitulat Kagirmaca constituie
un model extrem de spiritual privind modul in care metodele de productie de joasa
tehnologie pot deveni o alternativa viabila pentru noua arta media. Simplitatea lucrarii
ofera artistului posibilitatea de a face observatii cinice si totusi amuzate privind ritmul
infernal al vietii contemporane.

Desenele semnate de Ceren Oykut au un stil unic, avand la baza experienta
urbana cotidiana. Orasul Istanbul constituie cu precadere fundalul lucrarilor artistei, care
creeaza realitati plastice prin intermediul detaliilor vietii de zi cu zi potentate de retorica
vizuala. Desenele sale participa, de asemenea, la numeroase proiecte multidisciplinare
avind ca subiect sunetele si cultul orasului Istanbul.

Simge Goksoy a prezentat mai multe lucrari new-media sub forma unui
portofoliu organizat pe baza unei intrigi. O poveste interactiva gandita ca un joc pe
computer il poarta pe privitor/utilizator printr-o lume a animatiilor, operelor de arta,
textelor si lucrarilor video.

Lucrarea lui Banu Taylan si-a creat propriul spatiu la Centrul Akbank de Arta si
Cultura, atat din punct de vedere fizic cat si tematic. Este vorba de o poveste cu accente
stiintifico-fantastice care ocupa spatiul unei incaperi. Picturile de pe cei patru pereti sint
insotite de texte, privitorul simtindu-se invaluit mai ales prin prezenta sunetului
surround. Stilul desenelor artistei, asemanatoare intrucatva benzilor desenate, este unic,
iar naratiunea adauga lucrarii numeroase elemente comice si suprarealiste. Tn ceea ce
priveste latura sonora a lucrarii, artista a colaborat cu Can Turkinan. Din pacate, ea a
refuzat sa participe la expozitia de la Diyarbakir, unde opera sa nu a putut fi vizionata.

Can Turkinan a prezentat o instalatie de sunet intitulata Scream (Tipat), el fiind
de asemenea artizanul intregului design sonor al expozitiei. Travaliul sau a constat in
crearea pe baza sunetelor extrase din lucrarile propriu-zise a unor coridoare de sunet
care sa alcatuiasca fundalul sonor al expozitiei.

Traducere de Irina Scurtu

Fatma Ciftci - Untitled, fotografie




exhibitional experiences

23" INTERNATIONAL CONTEMPORARY ARTISTS
OF ISTANBUL AND DIYARBAKIR EXHIBITIONS

EYAL DANON AND BASAK SENOVA

“As a piece of evidence,
contemporary art today has
the potential to be one of the
important channels for global
interaction of economy and
information.

The motivation and
perception of art along with
the means of processing and
presentation techniques are in
a constant flux in the course of
emerging technologies, new
economic and political orders,
geo-political movements,
changes and cultural input.”

Basak Senova is an art critic and
curator from Istanbul.

Eyal Danon is a curator working at
Center for Digital Art in Holon -
Israel.

Waking up to a televisual dark day with dozens of different bad
news...Facing cruelties, accusations, lack of awareness and hypocrisy. Trying to
take position without falling into the traps of dogmatic representation patterns
and ideological lies. In this very picture, the question should not be how to
survive, but how to find ways to trigger small uncontrollable bugs in the system.
Dealing with contemporary art can be a bug on its own.

View

As a piece of evidence, contemporary art today has the potential to be
one of the important channels for global interaction of economy and
information. Thereby, networking through this channel is important to
reconsider and to accentuate the role of the artist as part of this local-global
communication. In the meantime, a part of the world is engaged in the
information revolution while the rest of the world is kept within the old and
familiar geographic or national or ethnical splits. These gaps are not only
reshaping the international geography, but also in many cases operate within
nations making new social orders and political alliances. In front of these
processes, art and artists are being rephrased as well. The motivation and
perception of art along with the means of processing and presentation
techniques are in a constant flux in the course of emerging technologies, new
economic and political orders, geo-political movements, changes and cultural
input.

Selection of the artists

As one of the parts of this new order, artists should consider inquiries
about communication, globalization, and interaction as their new territories of
research. Herewith, in this exhibition we selected artists prior to works. We
examined all the portfolios and proposals along with over 600 submitted works
and tried to catch reflections of these processes. In the meantime, we
especially focused on the artists who understand the medium/media that they
express themselves through with spatial awareness. At the end, we even
preferred to show more than one work from some of the selected artists. Yet,
they all have innovative and alternative methodologies, attitudes and
approaches.

Exhibition

To curate an exhibition that is valid in its own right without being a
collection of selected works submitted to a competition was the biggest
challenge we anticipated before our selection process began. Being able to
balance between the works in order to build a structure for the exhibition
seemed to be the most difficult task. However, during the selection process, the
works by the selected artists automatically started to communicate with each
other. Without an exception, all of the works have the potential to articulate their
significance and position in relation to the shifting balances and changes in the
world and the current contemporary art practices.

The 23™ International Contemporary Artists of Istanbul

Exhibition

The exhibition in Akbank Culture and Art Center was planned to form a
unity by following a networking structure amongst works which exposed varied
methodologies, points of views and approaches. The exhibition design was
based on building up an interface to operate this networking structure. Thereby,
for each work an independent wall was built, which also suggested a symbolic
implication of the white box for each work. Nevertheless, the layout of these
walls did not fit into a grid as they were never located parallel and/or with a 90
degree angle to the actual walls of the gallery, as well as never being attached to
the actual walls of the gallery. While the labyrinth-like structure of the exhibition
with walls cut off the architectural references of the building, the layout of the
walls never allowed the spectator to lose the sense of orientation. The walls
composed a static, yet sociable interface for a network structure of the
exhibition. This interface enabled the spectator to choose his/her own
navigation path for experiencing the exhibition by creating his/her own links and
exchanges amongst the works. It also created spaces for isolation and intimacy
between a single work and the spectator. On the other hand, site-specific works
occupied “non-gallery” spaces such as staircases, fire exits, corridors, and
storage entrances. This curatorial decision was also a criticism for the
architectural structure of Akbank Culture and Art Center in terms of being a
contemporary art space.

Thematic navigation also followed the spatial design. While the structure
of the exhibition imitates networking principles, the selected works have
mechanically synchronized through broad thematic formations orbiting around
urban culture, motion and story-telling. The ground floor is filled with motion-
based urban contingent works, whereas the first floor is dedicated to narrative
works, and in-between site-specific works function as connection between
these two floors.

Beaming up the exhibition

We implemented our plan, to move the 23" International Contemporary
Artists of Istanbul Exhibition to Diyarbakir. Nevertheless, the potential to
succeed in transferring this exhibition from Istanbul to Diyarbakir, while keeping
it relevant to its new surroundings, seemed impossible from the beginning. On
the other hand, it was also a promising challenge to experiment with the whole
process as a ground to adjust and set up the exhibition within a different realm.

It was lucid that the familiar urban reality of Istanbul would be replaced
with the distant fabric of Diyarbakir that was alien to most of the artists and

The 23" International Contemporary
Artists istanbul Exhibition

June 20- July 30, 2004

Akbank Culture and Arts Center,
istanbul,

The 23" International Contemporary
Artists Diyarbakir Exhibition
September 25-October 3, 2004
Diyarbakir Buyuksehir Belediyesi
Konuk Evi, Diyarbakir

Curated by Anton Lederer, Eyal
Danon, Basak Senova

Sponsors: Anadolu Kultur, Diyarbakir
Art Center, Akbank Culture and Arts
Center, The Greater Municipality of
Diyarbakir, Yeditepe University and
NOMAD.
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curators. Therefore, as the curators of this project, we decided not to
ignore our new role as the “outsiders” of the city and convert this input to our
working methodology.

Although entries were coming from all over Turkey, the majority of works
reflected the contemporary urban condition characterized by an over exposure
to communication technologies and commercial occupation of the public space
and surveillance. Therefore, the city and the urban experience had had a central
role in the first exhibition, which had taken place in Istanbul. In the case of
Diyarbakir, the transformation of the works, as well as the artists' encounter
with the city, confronted us with new conditions for producing and exhibiting a
process which required constant contact with the city.

Transforming process: the 23™ International Contemporary

Artists of Diyarbakir Exhibition

Transforming the exhibition to Diyarbakir, to a different space, dictated a
new approach, and at the same time, using a public space which was not
originally designed as an art space exposed another mode of production and a
different methodology for the setup of the exhibition. This time the exhibition
space was the Guesthouse of the Greater Municipality of Diyarbakir. It was a
square-shaped store divided by four columns and two semi-detached small
rooms where two sides of the facades were covered with glass. It was a public
structure in a busy square.

The mounted walls of Akbank Culture & Arts Center, which constructed
the interface of the exhibition, were replaced by screens made up of fabric,
dividing the large space into smaller spaces without breaking the unity. In
Diyarbakir, the thematic navigation was developed during the production
process by highlighting the overall experience more than the specific
categorization of the works. The navigation within the exhibition space in
Diyarbakir was directed by the simultaneous and continuous consumption
experience of sounds, and the constant dynamic visual form and contextual
data of the works. Therefore, the works overlapped each other, sounds and
images mixed together. The single art work has become part of a larger
network, functioning in it without loosing its own identity, but at the same time
constantly being modified by its surrounding. Yet, the works were still dealing
with a wide range of aspects of urban culture, motion and story-telling through a
new interaction between the works and a different urban surrounding. The
exhibition was packed; the windows were sealed and it was isolated from the
outside. As window cover, “greasy dark blue cover paper” was used. This paper
used to be a commonly used in primary schools in the 70's Turkey to cover note-
books. In terms of historical indication, it refers both to the Unitarian State
Policy and to nights of blackout during the Cyprus war. In terms of functionality,
it ideally provided a central and homogenous light setting for the works, as well
as isolating the exhibition from the public space by operating together with
Lebriz Rona's work as the only site specific work that could be seen from the
outside: For Sale!, Not For Sale! (2004). The aim was to replace the feeling of
transparency, which was formed between the works and the outside in Istanbul,
with a concept of gift. This gift was disguised as a packed container, in which a
voyage was offered, to a slightly different location. So, even the outside of the
exhibition space was operating as another interface before encountering the
interface of the exhibition itself.

The open structure of the project enabled these interfaces to be
designed in the most experimental and accessable manner through the
contribution and collaboration of exhibiting artists who traveled to Diyarbakir
with the local artists and students. Their input within the production process
inevitably transformed the exhibition with the unique experiences of the site.
Even after the opening, this collective performance linked with the immense
and beautiful public interest, and continued to penetrate the area and the
reception of the exhibition.

Small notes on the artists and the works

Batur SOnmez is a sound artist. His style varies between industrial and
noise-based experimental sounds to improvisation with elements that stem
from communication technologies. In his performances, he criticizes “media
based realities” through repetitive patterns. He collaborates with various young
artists and groups such as Unit, Analog Suicide, Dadaloop, Radiophonik, Audio,
Werk, Dead Frequencies, Subjekt, AVST, B/S and Teletrans in order to widen
and liven up “sound-art” in Turkey. His contribution was a performance on the
opening night in Istanbul and documentation of this performance was displayed
in the exhibition.

Since the beginning of their art venture, although through different
paths, both Zeren Goktan and Serap Dogan have been obsessively working
on specific conceptual and aesthetically shaped issues. The more they
investigate these issues, the more they achieve progression without repeating
themselves. Zeren Goktan's installation resonates between life and death. It
conceals harsh critiques for the current situation of the world and the
positioning of the individual. Her work in the exhibition amplified its trembling
mental effect with powerful sound. Serap Dogan’'s work pushes the viewer into
an unstable state of questioning. The familiar landscapes of the city are
transformed in-motion into organic mirrored images that pulse in the gap
between a superfluous aesthetic and an industrial nightmare.

Lebriz Rona intrudes her working space with subtle spatial
interventions to the architecture. While examining the architectural elements of
a space, she also questions the perceptive behaviour codes of the
viewer/habitant of the space. By putting “Sale!” and 'Not for Sale!” signs on the
sealed windows, she questioned both the presence of the exhibition and
habitual reactions of the public audience.

Ozgur Ozlem Sulak's works reflect a more than ever relevant tension
between the alienated urban experience and the wondering and struggling
inhabitant. While performing private and enigmatic rituals, the visual language
of the works also adopt a distanced point of view, and eventually this tension is
translated into a delicate and private statement.

Evrensel Belgin's work, “anti-pop.com” is an outstanding example of
the digital age's new form of activist art. By the use of a well-organized
navigation system, he combines severe critique with parodies through
distinctive graphical language. By this means, he emphasizes the most
important outcome of new-media art as “the new relationship amongst the
work, the artist and the viewer”. Along with the strong content of his work, he
makes the viewer/user navigate other people's projects through his selected
links.

Akbank Culture and Arts Center, istanbul
Imagine din expozitie / view from the exhibition




Pinar Yoldas challenges the perception patterns of technology,
interactivity and digital art. She uses the very common formula of child art
education kit by proposing games on still-life images and trendy consumer
fetishist products. Through these simple games, the perception of “modern art”
versus “contemporary art”, history of art, education of art and the high
expectations that new technologies raise are questioned.

llke llter likes very much to paint little creatures to create a big, wide
world. Her canvases are not overloaded. The appearing elements are on friendly
terms with each other. The conscious blending of dimensions together with
matching colours particularly enriches the aesthetical quality of the paintings.

Bengisu Bayrak's video installation, Fast-lman, questions the
relevance of religious messages for contemporary life. In another level, it also
documents the consequences of neo-liberal economy to our way of living. The
video shows a situation in the townscape of Istanbul: Above the entry of a
mosque, letters from the Quaran run on a digital display screen. Bayrak chose
an alternative way to give info about the work; instead of using a text, she used
a documentary video, displayed via a small monitor, about the observable fact
that the work is based on: Imagination and perception differ.

Ahmet Albayrak works with words. He prints these words in style of
first grade elementary school reading cards on ordinary paper strips and spikes
on pins. From this basic element he develops spatial formations, streams and
sometimes fields of text. These words also function as keywords to criticize local
and global socio-political situations.

Sali Saliji shot the beautiful boring video, Retropassive, which has a
unique cinematographic language in three chapters. These three chapters
develop in the course of a nearly not existing plot organization in a very absurd
way. As a viewer, one doesn't dare look away from the video simply because the
essential can be missed at any time.

Berna Ipek showed a series of paintings with "exposed" heads on black
ground. The faces are distorted into weird grimaces, which supposedly cannot
be generated without diverse appliances, unless they exist only in the
imagination of the artist. Each of them might have been extracted from various
different situations that only the spectators completed with their own
imagination. The dolorous, shocking poses attract our attention from the first
instant.

Fatma Ciftci positions a police officer into the landscape, not to an
arbitrary, mundane place but onto a landmark. The eye of the law apparently
guards over the country, although the pose on the prominent rock resembles a
tourist rather than a respectable law enforcement officer. As also implied by the
framing of the photograph, the work directly questions the concepts of
“authority”, “power” and “status quo” through parody.

Berat Isik combines black humour with the tragedies of
miscommunication and discommunication within the situations of geo-political,
cultural and social suppression. Through the titles of the work along with the
political, historical, cultural and ideological references in the videos, he
underlines the tensions and gaps between hierarchical powers. Eyes Wide Shut
invites the viewer to experience a kind of physical blindness, and at the same
time a state of mental awareness, whereas, Psycho is a shivering satire for the
current global and local socio-political situations.

Ali Ekber Kumtepe's video, Kacirmaca is a witty model for how low-
tech producing methods can be a valid alternative for creating new media art.
The simplicity of the piece provides accuracy to make a cynical yet amused
remark about the contemporary high-speed life that we are part of.

Ceren Oykut has a very unique style with her drawings, which are based
on daily life experiences in the city - mostly “Istanbul” - as the setting of her
works. Her drawings create plastic realities through mundane details of life in
the company of visual rhetoric. These drawings also take part in
multidisciplinary projects concentrating on Istanbul's sounds and cult.

Simge Goksoy displayed multiple new-media works in a portfolio
format with a plot organization. An interactive story worked as a computer
game and navigates the viewer/user through animations, artworks, text, and
video-works.

Banu Taylan's work created its own space both physically and
thematically at Akbank Culture & Arts Center. It was a fairy tale with a sci-fi
touch that fills a room. Texts on walls accompanied wall paintings on 4 walls and
enveloped the viewer along with the surrounding sound. She has a unique
drawing style, which resembles comics, and the narration adds more humorous
and surreal elements to the work. She worked with Can Tirkinan for the sound
design of the work. Unfortunately, she rejected to be a part of the Diyarbakir
show, therefore she did not contribute to the exhibition in Diyarbakir.

Can Turkinan contributed with a sound installation called Scream and
he was also responsible for the entire sound design of the exhibition. His work

was to create sound corridors to make a composition for the exhibition by using
the actual sound of the works.

Instalatie de / Installation by
Ahmet Albayrak
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Under Destruction #1.
Christoph Buchel si Gianni Motti
Muzeul National de Arta
Contemporana, Bucuresti,
octombrie-noiembrie 2004
Curator: Mihnea Mircan

Mihnea Mircan este critic de arta si
curator la MNAC Bucuresti.

Muzeul National de Arta Contemporana din Bucuresti si-a inaugurat noul
sediu In octombrie 2004 cu cinci expozitii, un program care intr-o anumita
masura oglindea multitudinea de activitati in desfasurare, unele inerente unei
astfel de institutii, altele generate de contextul politic si cultural specific
romanesc, precum si de istoria acestui nou sediu.

Deoarece proiectul artistic pe care il voi prezenta in cele ce urmeaza se
situeaza in relatie critica fata de acest cadru institutional, este necesara o
prezentare. Intre 2000 si 2004, Guvernul Romaniei a lansat o politicd de
initiative culturale, vazuta de unii ca incoerentd, detasatd de necesitatea
culturala si avand doar scopuri electorale. Dintre aceste proiecte la scara mare,
crearea unui muzeu de artd contemporana a atras in masura considerabila
atentia publicului. Inaugurarea muzeului a raspuns unei intrebari discutate
sporadic dar intotdeauna cu un simt al stringentei necesitati istorice de mai
multi functionari culturali succesivi. Trebuie sa aiba Roméania un muzeu de arta
contemporana?, s-au intrebat ei iTn mai multe randuri, in timp ce obisnuitele
argumente ale intarzierii istorice si ale deconectarii de la scena internationala
erau impinse in fata. Tn timp ce organismele de conducere erau in consens in
ceea ce priveste necesitatea unei astfel de institutii, apareau pe parcurs diferite
impedimente, mai ales In ceea ce privea amplasarea ei. Intrebarea daci ar
trebui construit un spatiu sau convertit unul deja existent s-a dovedit ani intregi
un obstacol rezistent. Patronii culturali recenti au hotarat ca muzeul sa fie
amplasat in Palatul Parlamentului, intr-o aripd neterminatd care a fost
programata pentru a fi transformata intr-un cub alb in preajma alegerilor
parlamentare si prezidentiale. Nu este nevoie sa mai spunem ca aceasta oferta
nu ainclus si o optiune alternativa.

Initiativa muzeului a fost astfel nu numai conditionata, ci si contaminata
de contextul politic. Muzeului i s-au incredintat in acelasi timp doua sarcini
importante: sa produca un program viabil de artd contemporana si sa
transforme Palatul Parlamentului intr-un spatiu plauzibil pentru un asemenea
demers. Ma voi referi mai departe la aceasta cladire folosind numele ei vechi,
mai cinic dar mai potrivit pentru a descrie ceva care arata si se simte ca o rana
deschisa in inima Bucurestiului: Casa Poporului. Casa Poporului se afla probabil
pe unul din primele locuri intr-un top 10 al cladirilor cel mai greu de privit, de
acceptat istoric si de digerat cultural. Este o expresie flasca a puterii comuniste
absolute, o interdictie goala adresata orasului, izolatd de viata din afara si
aplecata catre sine insasi intr-o invalmaseala megalomana de ornament, abuz
si glorificare fara sens. Ea, impreuna cu Centrul Civic de alaturi, a blocat o
portiune insemnata din oras. Marturisesc ca n-am verificat daca mai este a doua
cladire din lume ca marime, dar face parte, cu sigurantd, dintr-o galerie
universalda de monstri arhitectonici, ca una din minunile diforme ale
modernismului tarziu. Casa trateaza tema puterii politice intr-un stil care se
trage Tn mod egal din baroc, clasicism si commedia dell'arte, aratand ca decorul
unei farse gigantice cu personaje insuficient conturate. Tn anii de dupa
revolutie, a facut obiectul unei schimbari semnificative in perceptia colectiva:
imediat dupa '89, Casa a fost deschisa pentru o vreme publicului si romanii au
facut un ciudat pelerinaj politic prin opulentele sali de marmura. Potentialul de
vindecare a acestui act era reflectat de faptul ca majoritatea vizitatorilor lasau
nsemnari foarte pozitive in cartea de oaspeti, aratandu-si admiratia neretinuta
pentru realizare. Dezradacinarea traditiei, produsa de propaganda si
arhitectura comunista, isi primea astfel inapoi descendentii, o generatie gata sa

contribuie la lipsa de masura si la ideile greu de inghitit ale superioritatii
nationale. Mai apoi, Casa a fost inchisa pentru public si a fost luata in stapanire de
noua putere, nederanjata catusi de putin de provenienta ei. Deplasarea parea fara
probleme: preluarea simbolului puterii reprezenta un castig natural si cuvenit,
exprimand solidaritatea noii democratii cu electorii sdi. Deoarece Casa nu mai era
vazuta ca materializarea megalomaniei in faza terminald, ca produsul unei minti
tulburate care nu se poate hotari daca sa urmeze un complex de inferioritate sau un
impuls de superioritate, ci - noua lectura propusa - ca o manifestare a geniului
constructiv al romanilor, a potentialului lor legendar de a construi lucruri care
dureaza. Propaganda comunista nu s-ar fi opus, pentru ca noua lectura se strecura
printre toate faptele concrete si concluziile dure ale istoriei recente si, miscandu-se
intr-un cerc, crea un nou brand al Casei si o inchidea din nou asupra ei insasi.[1]

Constituit printr-o masura politica discutabila, Muzeul de Arta
Contemporana a fost totusi un pas catre medierea intre viata orasului si relicva fara
viata. Ca o prima expeditie in orasul interzis, Muzeul a trebuit sa negocieze intre
libertate si control: experimentul artistic trebuia sa aiba loc In proximitatea vietii
politice, in cadrul ideal pentru derularea sindromului post-comunist in toata
complexitatea lui. lar aceasta poveste perfect democratica trebuia sa-si aiba
premiera in preajma alegerilor. Tn calitate de curator pentru muzeu, am propus
pentru inaugurare un proiect in mai multi pasi, intitulat Under Destruction, care se
foloseste de noul local al Muzeului pentru a intra in conflict cu Casa Poporului si cu ce
reprezinta ea. Deoarece Casa nu este numai un edificiu urat, ci si o acumulare
colosala de inadecvari istorice si paradoxuri locale, de complexe, neadaptari si
discontinuitati, precum si un simptom a ceea ce este teribil de in neregula in politica
trecuta si contemporana. Under Destruction porneste dintr-o nevoie stringenta de
razbunare si cauta sa propuna strategii de reintrare in posesie.

Pentru primul episod al proiectului, artistii invitati au fost Gianni Motti si
Christoph Buchel. Brief-ul a fost, evident, combinatia de arhitectura si politica pe
care ne-o prezenta inaugurarea. Casa in sine este un Lego de cosmar, complicat si

mai tare de contextul politic si toate acestea cereau o ireverenta consistenta.

[1] - Un text lamuritor pe aceasta
tema poate fi gasit pe site-ul Camerei
Deputatilor,
http://www.cdep.ro/pls/dic/site.page?i
d=10&idl=1



Totul a inceput intr-o dupa-amiaza linistita, cand, intr-o piata aglomerata
din Bucuresti, Gianni a observat un personaj ciudat absorbit intr-o activitate
ciudata siin astfel de cazuri, tendinta naturala a lui Gianni este de a se uita mai
de-aproape. Un barbat statea la un birou pe strada, decorul fiind completat de
faptul ca avea pe birou propria lui fotografie, insotita de fluturasi, stegulete si alte
accesorii ieftine. Gianni a inceput o conversatie, si s-a dovedit ca omul era
proprietarul unei echipe de fotbal, cel mai mare fan al lui Silvio Berlusconi,
candidat prezidential din partea Partidului Noua Generatie, si subiectul foarte
binevoitor al unui interviu. Tn urmatoarele zece zile, ceilalti candidati la
Presedintia Romaniei le-au acordat artistilor scurte interviuri In care-si descriau
platformele si proiectele politice. Gianni si Christoph au fost perfect ambigui in
ceea ce priveste scopul respectivelor interviurilor, dar 'aura de artist' a facut
minuni si a asigurat existenta de cealalta parte a ego-urilor inflacarate si pline de
zel. Prinsi Tn mijlocul campaniei, care polua strazile cu imagini si texte mai mult
sau mai putin gaunoase, candidatii se agatau de sansa de a-si expune parerile si
programul.

Filmele video rezultate au fost instalate In depozitul a muzeului, Tn subsolul
Casei Poporului. Ideea instalatiei era de a crea un ,targ politic”, cu semnificatia
comercialda normala a unui targ deviata catre reclama unui proiect politic. Am
folosit mesele cele mai jerpelite pe care le-am gasit, si volumul monitoarelor a fost
dat la maximum. Faptul ca depozitul avea numai o priza electrica a dat expozitiei o
metaforain plus.

Ce zgomote veneau din profunzimile Casei? As spune ca era bazaitul
buimac al unei democratii rudimentare, pe cale de a se naste. Povestea recurenta
care se putea auzi prin cacofonia politica era povestea altruismului, a sacrificiului
de sine pentru binele colectiv. Mai erau si povestile despre pericol national iminent
si salvare, lamentatii eschatologice, greseli gramaticale, retorica unei natiuni si
discursul periferiei revoltate, imprecatiile adversarilor politici, planuri de afaceri
inaltandu-se la nivelul de relevanta nationald, se vorbea despre normalizare si
despre valori Europene, insasi esenta politicii romanesti, si despre si tot ceea ce
trebuie sa auda natiunea ca sa se simta bine in pielea ei. Si toate vocile incercau sa
se amuteasca reciproc, sa saboteze si sa strige mai tare decat concurenta, ceea
ce, in respectivul context, avea efectul de a bagateliza mesajul si de a dejuca
scopul. Acea coliziune disperata de voci le oferea vizitatorilor imaginea vietii
politice contemporane din Romania, a nasterii dureroase a democratiei, revelate
prin ceea ce s-ar putea descrie ca ,,ambuscada politica”.

Totusi, dupa parerea mea, principala semnificatie a targului politic Tn
contextul inaugurarii sta in alta parte, in faptul ca a incomodat planul Guvernului
de a prezenta muzeul ca realizare pre-electorala, de a canaliza semnificatia
evenimentului catre un castig de popularitate. Tn mod ideal, acolo trebuiau s& se
gaseasca Meceni stralucitori, inconjurati de frumoase opere de arta instalate intr-
un mediu septic. Targul a insemnat un act de opozitie fata de astfel de pretentii de
reprezentare, avand in vedere ca permitea iesirea in fata a tuturor vocilor politice
si ca plasa ,vocea conducatoare” Tnauntrul concertului disonant al diverselor
pozitii politice, si nu izolata, in pozitia trufasa la care aspira. Mai mult, subsolul era
un spatiu extrem de potrivit pentru proiect, care situa astfel originea politicii
contemporane in maruntaiele Casei, in centrul sistemului pe care pretindea ca-I
inlocuieste. Subsolul gazduieste, de asemenea, mult folclor de conspiratie, se
spune ca se continua n jos pana la buncarul atomic si pana la o statie de metrou

privata, in timp ce alte versiuni dezvolta tehnologic enigma. Cu Christoph si
Gianni, subsolul devine o oprire pe Golgota politicii roméanesti.

Bruiajul politicii, cu sensul de interferenta daunatoare in probleme culturale,
a fost transformat in zgomot fizic dezorientant si redirectionat asupra propriei
surse, cu scopul de a bruia masinaria politica. Aceste zgomote deranjante au avut
menirea de a atrage atentia asupra fragilitatii democratiei, asupra problemei
dependentei excesive si a culturii institutionale sarace. Zgomotele rasuna in zona
de conflict dintre viata politica si initiativa culturald, un teren pe care Christoph si
Gianni l-au explorat si in alte proiecte. Artistii s-au specializat in producerea
neregulii, Tn accelerarea circulatiei semnelor intre centrul si periferia sistemului.
,Ciorba” electorald, cum au numit-o ei in gluma, fierband Tn umbra subsolului, a
avut efect homeopatic. A folosit politica in incercarea utopica dar semnificativa de a
vindeca politica. Under Destruction #1 a subliniat relatia dintre sit, muzeu si
politica, continuitatea netulburatd a anumitor practici politice Tntre totalitarism
brutal si democratie demagogica vorbind n acelasi timp despre precaritatea
institutionala si despre meschinaria politicii contemporane, si a oferit in acelasi timp
muzeului un model de actiune politica. Controlul a fost deconspirat si tinut in frau de
faptul ca muzeul s-a integrat impecabil in tesatura strategiilor politice, ridiculizate si
facute inutile. Expozitia s-a Inchis in ziua in care a fost anuntat noul presedinte al
Romaniei, si, In timp ce de pe strazi se luau steagurile si fotografiile invingatorilor si
ale Tnvinsilor, noi curatam mizeria propagandei politice din muzeu.

P.S.

Tn timp ce ficeam minunata analizd SWOT pentru Under Destruction si
fncepusem discutiile cu artistul selectionat pentru al doilea episod, o stire/barfa (o
diferenta intotdeauna greu de facut in Roméania) m-a facut sa ma simt deposedat de
proiect. Pentru cei carora tranzactiile dintre Biserica Romana si stat nu le sunt
familiare, ar putea suna un pic bizar. Noua echipa curatorialda, mai mare decat cea
adunata pentru ultima Documenta, este formata din membrii noului guvern, in
colaborare cu Tnalti reprezentanti ai Bisericii Ortodoxe Roméne. Noul lor proiect
consta din ridicarea, pe pajistea parasita din spatele Casei, a unui obiect
arhitectonic numit Catedrala Sf. Andrei a Mantuirii Neamului, ceva care si-ar avea
locul n secolul al XIX-lea si In nici un caz in acea parte a orasului. Parca ar fi un
cosmar cu un Under Destruction #2 cu buget supradimensionat, cu Andrei Rubliov
invitat pentru o interventie specifica pe sit, propunand o confruntare nu foarte
sofisticata intre bine si rau, In care nu invinge nimeni. Daca planul noului guvern
este de a ralia sustinerea acelui segment al populatiei care are nevoie de catedrala,
si in acelasi timp sa pastreze neatinsa izolarea imperiala a Casei, atunci proiectul ar
putea functiona. Daca planul este de a acoperi intreaga idee a urbanizarii Casei cu
un strat gros de ridicol, atunci proiectul este intr-adevar recomandabil. Daca planul
dezorientat in chip maret este de a construi o replica sacra la violenta obscena a
Casei Poporului, atunci proiectul este nerezonabil. La fel ca orice gand ca aceasta ar
putea insufla viata unei intregi zone ravasite de urbanism comunist, sau declansa
procesul post-traumatic. Oricum, lucrurile devin interesante. Un rezultat posibil
este ca un muzeu de politica moderna si contemporana, care sa prezinte n stilul
istoriei naturale ignobilii precursori ai democratiei si ai dezbaterii publice, s-ar putea
dovedi o alternativa mai interesanta si o invatatura mai valoroasa pentru publicul
local si, poate, pentru marile multimi de turisti straini.
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THE NOISE OF POLITICS
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Under Destruction #1. Christoph
Buchel and Gianni Motti

The National Museum of Contemporary
Art, Bucharest, October November
2004

Curator: Mihnea Mircan

Mihnea Mircan is an art critic and
curator at The National Museum of
Contemporary Art in Bucharest

The National Museum of Contemporary Art in Bucharest inaugurated its new
location in October 2004 with five exhibitions, a program which in a sense
mirrored the multitude of tasks at hand, some inherent in any such institution,
some engendered by the particular Romanian political and cultural context, as
well as by the history of this new venue.

Since the art project | will present here situates itself in critical relation to
this context, an introduction is necessary. Between 2000 and 2004, the
Romanian government had launched a policy of cultural initiatives, viewed by
some as incoherent, detached from cultural necessity and designed solely for
electoral benefit. Among those large-scale projects, creating a museum of
contemporary art attracted a considerable amount of public attention. The
inauguration of the museum answered a question discussed sporadically yet
always with a sense of historical urgency by successive cultural administrators.
Should Romania have a museum of contemporary art?, they repeatedly
wondered, while the usual arguments of historical delay and disconnectedness
from the international scene were deployed. If the necessity of such an
institution elicited consensus, various impediments arose along the way,
primarily concerning location. The question of whether to build a space or
convert an existing one proved a sturdy obstacle for years. The latter-day
cultural benefactors decided that the museum should be located in the Palace of
the Parliament, in an uncompleted wing that was scheduled to turn into a white
cube roughly around the time of parliamentary and presidential elections.
Needless to say that this offer did not include an alternative option.

The initiative of the museum was thus not only conditioned but also
contaminated by the political context. The museum was entrusted with two
major tasks at the same time: to produce a viable program of contemporary art
and to turn the Palace of Parliament into a plausible location for such an
endeavour. | shall refer from here onwards to the building by its former name,
more cynical but also more adequate in describing something that looks and
feels like an open wound in the heart of Bucharest: the House of the People. The
House of the People must rank high in some top 20 of difficult buildings to look
at, come to historical terms with and digest culturally. It is a flaccid expression
of communist absolute power, an empty interdiction directed towards the city,

isolated from the life outside and folded upon itself in a megalomaniac
entanglement of decoration, abuse and meaningless glorification. It, and the
adjoining Civic Centre, gridlocked a sizeable portion of the city. | must confess |
haven't checked whether it still is the second largest building in the world, yet it
certainly belongs to a universal architectural freak show as one of the twisted
wonders of late modernism. The House treats the theme of political power in a
style which is equally indebted to Baroque, Classicism and commedia dell'arte,
looking like the background for some gigantic farce with scantily defined
characters. In post-revolutionary years, it was the object of a significant
perceptual shift: immediately after '89, the House was shortly opened to the
public and Romanians enacted a strange political pilgrimage through its opulent
marble halls. The healing potential of the act found its counterpart in the fact
that many from the visiting crowds left very positive remarks in the guest book,
expressing their admiration for the achievement. The uprooting of tradition
effected by communist propaganda and architecture was thus welcoming back
its offspring, a generation ready to concur to the loss of measure and ideas of
national superiority. Then the House was closed to the public and taken into
possession by the new powers, not in the least worried about ancestry. The
displacement seemed unproblematic: taking over the symbol of power was a
natural and rightful gain, expressing the new democracy's solidarity with its
electors. Because the House was no longer viewed as the actualization of
terminal megalomania, as the product of a troubled mind which cannot decide
whether to follow an inferiority complex or a superiority impulse, but, as the
new reading proposed, as a manifestation of the constructive genius of
Romanians, of their mythic potential for buildings things that last. Communist
propaganda would not have disagreed, as the new reading meandered around
all the hard facts and harsh conclusions of recent history and, moving in a loop,
re-branded the House and closed it again upon itself.[1]

Instated by a questionable political decision, the Museum of Contemporary
Art was nonetheless the first step in mediating between the life of the city and
the lifeless relic. As a first foray into the forbidden city, the Museum had to
negotiate between freedom and control: artistic experiment was supposed to
happen in the proximity of political life, in the ideal setting for performing the
post-communist syndrome in all its intricacy. And this perfectly democratic
story was supposed to premiere around the time of elections. As curator for the
museum, | proposed for the inauguration a project in many steps titled Under
Destruction, which takes advantage of the new location of the Museum to
engage in conflict with the House of the People and what it stands for. Because
the House is not just an edifice but also a colossal accretion of historical
inadequacies and local paradoxes, of complexes, maladjustments and
discontinuities, as well as a symptom of what is awfully wrong with past and
contemporary politics. Under Destruction proceeds from a fairly urgent need of
vindication and seeks to propose strategies of repossession.

For the first episode of the project, the invited artists were Gianni Motti and
Christoph Buchel. The brief was obviously the blend of architecture and politics
that the inauguration presented us with. The House in itself is a nightmarish
Lego, further complicated by the political context and all these called for
substantial irreverence.

It all started one quiet afternoon, when, in a busy market in Bucharest,

[1] - An enlightening text on the
matter can be found on the Chamber
of Deputies website,
http://www.cdep.ro/pls/dic/site.page?i
d=10&idl=2



Gianni noticed a strange character absorbed in a strange
activity and it is Gianni's natural tendency to look closely in
such cases. A man was sitting at a desk on the street, the
setting being completed by the fact that he had his own
picture on the desk, accompanied by fliers, flag and other
cheap paraphernalia. Gianni started a conversation and the
man turned out to be the owner of a football team, Silvio
Berlusconi's biggest fan, a presidential candidate for the
New Generation Party and the quite willing subject of an
interview. In the ten days that followed, the other
candidates to Romanian presidency provided the artists
with short interviews describing their platforms and political
projects. Gianni and Christoph were perfectly ambiguous as
to the purpose of those interviews, yet the “‘aura of the
artist” worked wonders and ensured elated and eager egos
on the other side. Caught mid-campaign, which was
polluting the streets with more or less inane images and
texts, the candidates seized the chance to speak their mind
and program.

The resulting videos were installed in the museum's
storage area, in the basement of the House of the People.
The idea of the installation was to create a “political fair”,
with the normally commercial overtone of a fair transformed
into advertising a political project. We used the shabbiest
tables we could find and the volumes of monitors were
turned to the maximum. The fact that the storage only had

one electric socket provided the show with an additional
metaphor.
What noises were coming from the bowels of the House?

| would say it was the perplexed buzz of a rudimentary,
nascent democracy. The recurrent story one could hear
throughout the political cacophony was a story of sacrifice,
sacrificing oneself for the collective welfare. There were
additional stories of imminent national danger and
salvation, eschatological laments, bad grammar, the
rhetoric of the nation and the discourse of the revolted
periphery, imprecations of political adversaries, business
plans soaring to national relevance, there was talk of
normalization and European values, the very stuff of
Romanian politics and all the things that the nation needs to
hear to feel at ease with itself. And all voices were trying to
mute each other out, to out-scream the competition, which
in the context had the effect of belittling the message and
defeating the purpose. That desperate collision of voices
provided visitors with an adequate image of contemporary
political life in Romania, of the painful birth of democracy,
revealed through what could be described as a political
ambush.

Yet, to my mind, the main significance of the political fair
in the context of the inauguration resided elsewhere, in the




fact that it disrupted the plan of the government to present the museum as a
pre-electoral achievement, to channel the significance of the event into a gain
of popularity. Ideally, there were supposed to be radiant Maecenas, surrounded
by beautiful works of art installed in an aseptic milieu. The fair meant an act of
opposition to such a representational claim inasmuch as it allowed to the fore
all political voices, and placed the 'ruling voice' inside the dissonant concert of
varying political stances, and not isolated in the self-congratulatory position it
aspired to.

The basement was a particularly appropriate space for the project, which
thus situates the origin of contemporary politics in the entrails of the House, in
the centre of the system it claims to supplant. The basement is also home to
considerable conspiracy folklore, it is said that it actually goes all the way down
to the atomic bunker and to a private metro station, other versions elaborate
technologically the enigma. So the basement becomes a station on the
golgotha of Romanian politics.

The noise of politics, in the sense of harmful interference into cultural

matters, was transformed into confusing physical noise, and redirected towards
its source, jamming the political machinery. Those disruptive sounds served to
draw attention to the frailty of democracy, to the issue of excessive dependency
and poor institutional culture. The noises resonate in the area of conflict
between political life and cultural initiative, a terrain that Christoph and Gianni
have explored in other projects, specializing in the production of irregularity, in
accelerating the circulation of signs between the centre and periphery of the
system. The electoral ‘ciorba' (broth) as they jokingly called it, boiling in the
shadow of the basement, worked homoeopathically. It used politics in the
utopian, but nonetheless significant attempt to cure politics. The project
brought to light the relationship between site, museum and politics, the
untroubled continuity of some political practices between totalitarianism and
democratic demagogy while speaking of institutional precariousness and of the

misery of contemporary politics, it provided the museum with a model of
political action. Control was brought to light and held in check, by the fact that
the museum became seamlessly integrated in the tissue of political strategies,
mimicked and finally disproved. The show closed the day the new president of
Romania was announced, and as they were removing flags and photos of victors
and losers from the streets, we were cleaning up the mess of political
propaganda in the museum.

P.S. While doing the famous SWOT analysis for Under Destruction and
beginning talks with the artist selected for the second episode, a piece of news/
gossip (a difference always hard to tell in Romania) left me feeling dispossessed
of the project. For anyone unfamiliar with the transactions between the
Romanian church and state this might sound a bit puzzling. The new curatorial
team, larger than the one assembled for the latest Documenta, is formed by
members of the new government, in conjunction with high representatives of
the Romanian Orthodox Church. Their new project consists in erecting, on the
desolate lawn in the back of the House, an architectural object called the St
Andrew's Cathedral of National Redemption, something that belongs to the 19"
century and certainly not to that part of city. This sounds like the nightmare of
an over-budgeted Under Destruction #2, with Andrei Rubliov invited for a site-
specific intervention and proposing a rather unsophisticated clash between
good and evil where no one prevails. If the plan of the new government is to
enlist the support of that segment of population which needs this cathedral, and
meanwhile safeguard the imperial isolation of the House, then the project can
work. If the plan is to cover the whole idea of urbanizing the House with a thick
layer of ridicule, then the project is truly advisable. If the grandiosely confused
plan is to build a sacred counterpart to the obscene violence of the House of the
People, then the project is ill-advised. So is any thought that this might infuse
life to an entire area ravaged by communist urbanism, or trigger the post-
traumatic process. Anyway, the plot thickens. One possible outcome is that a
museum of modern and contemporary politics, presenting in a natural-history
style the ignoble precursors of democracy and public debate, might prove a
more exciting alternative and a more valuable learning experience for local
audiences and possibly to large crowds of foreign tourists.

Translated by Mihnea Mircan
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Prezentand lucrarile a zece artisti internationali, filmate in locatii din Francis Alys - Zocalo. May 20.1999

= . . L. I . = 1999

toata lumea, Time Zones este prima expozitie majora organizata de Tate Proiectie DVD cu sunet / DVD projection
Modern dedicata in intregime filmului si artei video. Artistii Fikret Atay, Francis with soundtrack

Dimensiuni variabile / Variable dimensions
Credit: © Courtesy Lisson Gallery and the
Fiona Tan, Jeroen de Rijke si Wilhelm de Rooij au tratat subiectul recurgand la artist

diverse procedee si strategii, precum juxtapunerea registrelor temporale
distincte, comprimarea, oprirea sau incetinirea contemplativa, panalainertie, a

Alys, Yael Bartana, Yang Fudong, Anri Sala, Bojan Sarcevic, Wolfgang Staehle,

timpului si imaginii. Utilizarea timpului ca subiect si material in arta
contemporana nu este totusi noua. De la filmele lui Andy Warhol Eat si Empire
(1964), ori Pulling Mouth (1969) de Bruce Nauman, la video-ul lui Nam June
Paik Global Groove (1973) sau Halcion Sleep (1994) de Rodney Graham,
»producerea” timpului s-a impus tot mai mult ca o necesitate si un mod de a
remodela perceptia comuna asupra imaginii filmate. Sa ,faci timp” inseamna sa
conferi sens, fie ca exista o poveste sau nu.
Prin modul de abordare, lucrarile selectate confirma complexitatea

subiectului. Time Zones poate insemna, in egala masura, anumite locuri
intr-un anume timp sau un ritm specific unor locuri specifice. Suntem prinsi intre
a fi si a deveni, aici si acolo, Tn acelasi timp. Vehiculul naratiunii nu mai este
imaginea filmica, ci noi, deplasandu-ne continuu intre extreme si facand
evenimentul posibil. lar aceasta disciplina a intervalului este, in fapt, scopul si
imperativul expozitiei.

Este important, in acest sens, sa reamintesc rolul pe care I-a avut arta
video in modificarea spatiului institutionalizat al galeriei de tip white cube. Relatia
traditionala intre autor, spectator si subiect a fost Tnlocuita de experiente spatiale
ce reconstituie parametrii de loc si timp. Video-ul a problematizat si practicile
curatoriale obisnuite, ridicand o serie de noi provocari, legate mai ales de modul
de dispunere a lucrarii video, nici ca film nici ca obiect, ci ca imagine mobila
deschisa interpretarilor. Time Zones a reusit sa deschida spatiul fizic si conceptual
al Galeriei Tate, creand un ambient permeabil, in care principala experienta
ramane natura simultana si fragmentara a timpului.

Expozitia incepe cu lucrarea lui Fikret Atay Rebels of the Dance, conceputa
ca o meditatie asupra conflictelor generate de fenomenul globalizarii. Doi
adolescenti danseaza un dans traditional in cabina unei cash machine. Scena pare
sa fie un act de protest la adresa noii economii corporatiste care domina orasul
natal al artistului, Batman, din estul Turciei. Din 1950, de cand regiunea e
exploatata pentru rafinarea uleiului, comunitatea kurda se afla sub controlul strict
al securitatii statului; cu toate acestea, populatia sufera de somaj, nevoile sale
reale fiind sistematic ignorate de marile companii. Solidaritatea dintre cei doi e un
raspuns simbolic Tmpotriva invaziei brutale a capitalismului in ritmul calm al unei
vechi asezari.

Untitled, filmul artistilor olandezi Jeroen de Rijke si Willem de Rooij,
exploateaza aceeasi coexistenta tensionata a trecutului cu prezentul. Actiunea
este minimal&. Tntr-un cimitir aproape pustiu, aflat in vecinatatea unor zgarie-
nori, cateva siluete umane apar din cand in cand, ratacind printre morminte.
Dincolo de opozitia manifesta dintre viata si moarte, ca stagii ale trecerii noastre
prin timp, filmul contine referinte la istoria colonialismului si capitalismului. Orasul
din fundal este Jakarta, iar cimitirul adaposteste trupul sotiei primului presedinte
al Indoneziei independente, Achmed Sukarno. Tn ciuda proximittii, ruptura dintre
dezvoltarea rapida a orasului sub regimul colonialist si urmele propriei sale istorii
ramane vizibila.

Pentru artistul german Wolfgang Staehle, trecutul si perceptia traditionala
asupra timpului sunt reprezentate de o manastire de secol Xl, din zona rurala a
Germaniei. Prezentul este obiectivat de imaginea transmisa in direct pe internet
prin intermediul unei web-cam. Singurele modificari Tnauntrul imaginii sunt
determinate de schimbarea vremii si a luminii, in timp ce modificarea imaginii
Tnsesi este marcata de un cronometru afisat la baza ecranului de proiectie. Daca
masura trecutului era religiozitatea, religia prezentului este insasi masura /
timpul; daca trecutul construia istoria, prezentul o consuma.

Alaturi de viziunea asupra timpului ca functie a transformarilor sociale si
culturale, cele mai poetice filme apartin artistilor Yang Fudong (China) si Fiona
Tan (Indonezia), ambii cultivAnd aceeasi nostalgie a trecutului interiorizat ca
varsta a inocentei ireversibile. De vreme ce filmul insusi devine un obiect al
trecutului pe masura ce se desfasoara, si temporalitatea continuta in el se
modifica, astfel incat experimentam un dublu efect, al trecutului in trecut. Filmul
lui Yang Fudong Liu Lan prezinta un tanar asiatic imbracat intr-un costum eie



[1] - Francis Alys, citat extras din
textul biografic Longing and
Belonging From Far Away and
Nearby, publicat In catalogul
expozitiei SITE, Santa Fe, New
Mexico, 1995, p.184.

Jeroen de Rijke and Willem de
Rooij - Fara titlu / Untitled, 2001
10 min, 35 mm colour film

© Jeroen de Rijke and Willem de
Rooij

Courtesy Galerie Daniel Buchholz,
Cologne
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occidental, sosind pe tarmul unui lac unde, pe un vas, o femeie imbracata in
haine traditionale brodeaza. Barbatul urca pe vas si incepe o calatorie. Chiar daca
acesta se abandoneaza ritmului atemporal, de vis, in care traieste femeia, cei doi
raman distanti, locuind mai departe in lumi ireconciliabile; doar dragostea ar putea
anula tensiunea, dar in filmul lui Yang Fudong, Cronos e mai puternic decat Eros.
Atmosfera aminteste de romanele lui Marguerite Duras Amantul si Hiroshima, mon
amour, sau de filmul lui Régis Wagnier Indochina.

Fiona Tan propune drept experienta temporala trecerea sau pragul, la nivel
real si simbolic, dintre adolescenta si maturitate. Filmul San Sebastian infatiseaza
un festival anual din Kyoto (Japonia), in care cele mai frumoase tinere isi celebreaza
Tnceputul maturitatii printr-un concurs de tragere cu arcul. Video-ul este divizat in
doua proiectii simultane, pe suprafetele aceluiasi ecran. Una dintre proiectii
scaneaza lent si repetitiv diverse elemente ale costumelor extrem de elaborate ale
participantelor, in timp ce cealalta surprinde momentul febril al lansarii sagetilor.
Scopul nu pare sa fie victoria, ci constiinta ca aceasta cere incredere si sacrificiu;
increderea ca gesturile noastre pot atinge o valoare universala daca actionam
responsabil si sacrificiul oricarui nihilism care ne-ar putea opri. Din aceasta
perspectiva, filmul pare un tribut adus in egala masura filozofiei lui Kant si
Nietzsche, in timp ce legenda Sfantului Sebastian este reactivata ca un arhetip al
acesteiintelegeri in drumul spre maturitate ori imortalitate.

Analizand timpul ca experienta subiectiva si obiectiva totodata, video-ul lui
Francis Alys Zécalo urmareste vreme de douasprezece ore progresia umbrei
steagului din centrul pietei principale din Mexico City. Filmul prezinta absolut neutru
toate schimbarile pe durata unei zile, avand drept premisa, insa, calatoria artistului
prin oras, experienta sa subiectiva ca un veritabil flaneur. ,Petrec mult timp
ratacind prin oras. Pozitia mea ca artist spune Francis Alys este una itineranta,
incercand in permanenta sa ma situez intr-un spatiu dinamic, in miscare.”[1]

Tn consecintd, ce ramane dincolo de spatiu si loc, duratd si eveniment in
Time Zones? Unde este timpul? Conceptual, undeva intre inceput si sfarsit; vizual,
este doar timp real. Si cum traim intr-o vreme in care evenimentele sunt
impartasite global in timp real, acesta este tot ce avem.

THE DISCIPLINE OF THE INTERVAL

SIMONA NASTAC

Time Zones: recent film and video
Tate Modern

October 6, 2004 January 2, 2005
Curators: Jessica Morgan and
Gregor Muir

Time Zones is the first major exhibition devoted exclusively to film and
video, featuring works of ten international artists from around the world: Fikret
Atay, Francis Alys, Yael Bartana, Yang Fudong, Anri Sala, Bojan Sarcevic,
Wolfgang Staehle, Fiona Tan, Jeroen de Rijke and Wilhelm de Rooij. Using a
range of techniques and strategies, the artists deal with issue of time,
juxtaposing different temporal registers, condensing or freezing time, slowing it
down contemplatively or toward inertia. However, the use of time as a subject
and a material in contemporary art is not new. Since Andy Warhol's films Eat
and Empire (1964), Bruce Nauman's Pulling Mouth (1969), Nam June Paik's
video Global Groove (1973) or Rodney Graham 's Halcion Sleep (1994), “to
make time” have been emerging as an urge and a fascination to reshape our
conception of the moving image. Making time is making sense, whether there is
narrative or not.

In their understanding of time, the works in Time Zones reinforce the
complexity of the issue. “Time Zones” can mean, equally, particular places at a
particular time or a specific tempo of some specific places. We are caught
between being and becoming, here and there, at the same time. Video is no
longer a vehicle for narrative; instead, we are. Moving continuously between
extremes, we are making the event possible; and this discipline of the interval
is, in fact, the imperative and the sense of the exhibition.

Itis important, in this respect, to acknowledge the integral role video art
has played in disrupting the institutional sanctity of the white cube. The
traditional relationship between author, viewer, and subject gives way to spatial
experiences that reconstitute the parameters of time and place. Video has also
problematized standard curatorial practices presenting a new set of challenges,
particularly how to display video works neither as film nor static objects, but as
moving images equally open to interpretation. Time Zones succeeds in opening
the physical and conceptual spaces of the Tate Gallery, creating a permeable
ambient, where the main experience is the simultaneous and fragmentary
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reality of the artist's hometown of Batman, Eastern Turkey. Since the
mid-1950s, when Batman became an oil-refining region, the Kurdish population
has come under the strict control of state security. However, the local citizens
suffer from high unemployment, their needs being systematically ignored by
big business. The mutual understanding between the two boys is a symbolical
way of protest against the capitalism's brutal ingression in the peaceful rhythm
of an old community.

Another film dealing with the tensional co-existence of past and present
belongs to the Dutch artists Jeroen de Rijke and Willem De Rooij. The film
presents an overgrown cemetery, behind which loom white and severe
silhouettes of several skyscrapers. The action is minimal, only some figures
gradually appearing in the graveyard and loitering among the tombs. Beyond
the manifest opposition between life and death, as stages of our passage
through time, Untitled contains references to the history of colonialism and
capitalism. The city in the background is Jakarta, and the graveyard is the burial
site of the wife of the first president of independent Indonesia, Achmed
Sukarno. Despite the physical proximity, the rupture between the fast
expansion of the city, under the colonial regime, and the untouched remains of
its own past is still visible.

For the German artist Wolgang Staehle the past and also the traditional
perception on time are embodied in an eleventh-century monastery in rural
Germany. The present is objectified by the image itself, a live web-cam picture,
transmitted continuously via the Internet. The only changes within the image
are that of the light and the weather, while a counter at the bottom reveals the
changes of the image, marking date and time. If the measure of the past was
religiosity, the religiosity of the present is the measure itself. If the past built the
history, the present consumesiit.

Besides the approaches of time as function of social and cultural
transformations, the most poetic films of the Time Zones selection belong to the
Chinese artist Yang Fudong and Fiona Tan, from Indonesia. Both share the
nostalgia of the past as an age of irreversible innocence. As video itself becomes
an object of the past, this temporality is itself transformed, so that we get an
effect of a “past-within-the-past”. Yang Fudong's work Liu Lan shows a young
man in a western suit arriving at a lake, where a woman in traditional dress,
sitting on a boat, is doing needlework. The man boards the boat and a journey
begins. Even if the man abandons himself to the dreamlike temporality of the
woman, the two remain distant, as living in two irreconcilable worlds. Only love
could alleviate the tension, but Kronos seems stronger than Eros. The fear and
the atmosphere are the same as in Marguerite Duras' novels, The Lover and
Hiroshima, mon amour, or in Régis Wargnier's film Indochine.

Fiona Tan examines the experience of time as an allegorical passage
from childhood to adulthood. Her film Saint Sebastian portrays an annual
festival in Kyoto, Japan, that brings together the finest young archers to
celebrate the beginning of their maturity. The video is divided into two
projections, one on either side of a single screen. As in a Baroque Flemish still
life, one focuses carefully on details such as participants' elaborate costumes,
while the other shoots the feverish moment when the arrows fly. The aim is not
victory, but the awareness that victory needs belief and sacrifice; the belief that
we can universalise our gestures by acting responsibly, and the sacrifice of any
nihilism that could stop us. Considering this, the video seems a tribute equally

to Kant and Nietzche, while the Saint Sebastian legend is reactivated as
an archetype of this understanding towards both maturity and immortality.

Based on another two temporal categories, Francis Alys' video Zécalo is
a twelve-hour documentary following the progression of the shadow of a
flagpole in the main square of Mexico City, for the course of a day. The video
combines a completely neutral filmmaking style with a subjective journey as
flaneur, as the artist states: “l spend a lot of time walking around the city. My
position as an artist is one of an itinerant constantly trying to situate myselfin a
moving environment. The concept and elaboration of a project generally
happen during the walking time.”[1]

To conclude, what remains beyond space and place, duration and event?
Where is time? Intellectually, somewhere between Beginning and End; visually,
it is just real time. And since we live in an age when global events are shared
worldwide in real time, real time is all we have.

Translated by Simona Nastac

[1] - Francis Alys, cited in the artist
biographies in Longing and Belonging
From Far Away and Nearby, SITE
Santa Fe exhibition catalogue, (Santa
Fe, New Mexico, 1995), p.184.

Fiona Tan - Saint Sebastian, 2001

Proiectie dubla DVD / Double Projection DVD
Copyright: Fiona Tan

Courtesy Frith Street Gallery, London
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Modernitatea a dat nastere unui proiect inca neincheiat: acesta este proiectul
subiectivitatii. El s-a nascut din nevoia modernilor de a se autoasigura, adica de a-si
acorda sansele supravietuirii Tn granitele unei epoci noi, fara a recurge la paradigmele
oferite de epocile anterioare.[2] Pornind de la aceste premise, istoria culturii scrisa
fncepand cu iluminismul poate fi vazuta ca istorie a avatarurilor subiectivitatii. Este,
prin urmare, necesar sa relevam linia de conflict ascunsa de aceasta tema: pe de o
parte subiectivitatea a insemnat, inca incepand cu Kant si revolutia copernicana pe
care a produs-o, credinta Tn existenta unui eu transparent, originar, ca suport al
raportului in care subiectul devine obiect al cunoasterii pentru el insusi. Pe de alta
parte, inca din scrierele sale de tinerete, Marx arata ca subiectivitatea nu poate fi
desprinsa de contextul social al carui produs este, pentru ca, scria el, ,[...] aceasta
suma de forte de productie, capitaluri si forme de relatii sociale, pe care orice individ
si orice generatie o gaseste ca pe ceva de-a gata, este temelia reala a ceea ce filosofii
si-au Tnchipuit a fi substanta si esenta omului, a ceea ce ei au proslavit si au
combatut, este o temelie reald ale carei urmatri si influente asupra evolutiei oamenilor
nu sunt catusi de putin stanjenite de faptul ca acesti filosofi se revolta impotriva ei in
calitate de constiinta de sine si de unici”.[3]

Ca urmasi ai modernilor, noi nu am mostenit doar proiectele modernitatii, ci si
conflictele inerente lor. Nu numai ca eul transparent s-a dovedit a fi o simpla iluzie, ci
discipolii lui Marx au argumentat consecvent asupra faptului ca subiectivitatea nu
reprezinta un dat originar, ci ea este produsul fortelor sociale materializate n
functionarea institutiilor sociale, asa cum sunt familia, scoala sau fabrica. Criza
institutionala a contemporaneitatii nu inseamna nimic altceva decat ca intregul camp
social s-a transformat intr-o fabrica de generat subiectivitate.[4] Deoarece, asa cum
arata Marius Babias Tn textul pe care il am in vedere, lectia lui Marx nu a fost invatata
doar de stanga politica si culturala, ci si de dreapta, reprezentantii ultimei orientari si-
au asigurat succesul intr-un mod foarte ingenios, prin subtilizarea temelor de discutie
preferate ale stangii. Tn felul acesta, dupa caderea Zidului Berlinului, cel mai ambitios
proiect al filosofiei neo-liberale este cel al subiectivitatii ca resursa de exploatat
politic, cultural, estetic.

Plecand de la ipoteza legaturii indisolubile dintre teoria artei si teoria
societatii, povestirea teoretica a lui Marius Babias prezinta evolutia artei ultimului
deceniu al secolului XX ca fiind profund influentata de catre fenomenele globalizarii si
ale consumismului, care par sa duca la victoria finala a filosofiei neo-liberale. Urmand
aceasta linie de gandire, ideea generald a cartii scriitorului de origine romana este
aceea ca arta anilor '90 s-a transformat ea insasi intr-o fabrica de produs

subiectivitate. Esteticul este, prin urmare, sublimat realului dominat
ideologic, iar asta nu inseamna altceva decat ca el devine o problema de
lifestyle, adica o problema de racordare la un trend pe care trebuie sa il adopti
pentru a nu fi izolat. Productia artistica va avea, ca finalitate, consumul
generalizat in stil si moda.

Tn acest context, subiectul experientei estetice nu mai este un unic
consumator, ci el devine consumatorul universal. El este subiectivitate
exteriorizatd, cobaiul producatorilor de simboluri si stil de viata, subiectivitatea
sa fiind nivelata cultural, transformata in obiect de schimb public. Babias este
atent la efectele ce urmeaza aderentei la noile realitati social-politice: evadarea
artei din spatiul muzeului si al galeriei de arta pentru a deveni publica,
abordarea unor teme ca emigratia, coruptia, transgresarea tabuurilor,
producerea unei inflatii de evenimente culturale cum sunt festivalurile si
bienalele, Inlaturarea continutului critic din muzee si programe editoriale. Tntr-o
lectura convergentd, aceste fenomene reprezinta integrarea artei in fabrica
sociala de creat subiectivitate.

Asadar, galeriile de arta nu mai sustin productia de idei, reflectii, ci pun
in vanzare obiecte, artefacte, imagini, care vor acoperi peretii caselor noastre
sau propriul nostru corp. Asa cum subliniaza Babias, obiectul de arta
transformat n obiect de lux determina aparitia nevoii de frumos (nivelata
subiectiv, prin urmare coborata la nivelul desfatarii si al implinirii nevoilor create
artificial de sistem) decéat invers. Consumismul, cheia profitului, sublimeaza in
felul acesta distinctia subiect-obiect din arta: subiectivitatea devine obiectuala,
mai degraba o chestiune legata de stil, de ceea ce cumperi, de ceea ce porti pe
tine. Tn cateva cuvinte, mecanismele de productie si de consum ale artei sunt
integrate sistemului care da forma continuu micro-universului social.

Mai putem spera la recucerirea subiectivitatii noastre? Voi mentiona mai
intéi faptul ca, desi dispune de un aparat conceptual foarte bine articulat, cartea
lui Marius Babias nu expune un sistem. Asadar, solutia nu se va materializa in
prezicerea urmatoarei crize majore prin care sistemul capitalist va trece, criza
ce i-ar apropia prabusirea. Aceasta nu este decat o iluzie, In conditiile In care,
dupa caderea Zidului Berlinului, dispunerea ontologica a lumii s-a schimbat. Nu
mai existd un singur centru de putere care sa dicteze traiectoria pietei
mondiale, ci, dimpotriva, lumea este dispusa intr-o retea multi-centrata. Prin
urmare, sistemul nu poate fi imbunatatit actionand pe orizontala (o revolutie
endemica pare a fi astazi naratiunea altui secol), ci pe verticala. Oricare punct al
globului este, virtual, un loc de unde sistemul poate fi facut sa functioneze mai
bine, reintegrand critica In discursul estetic si politic contemporan. Exemplul
concret pe care Babias il ofera este cel al antiglobalistilor, tinerii care viseaza, in
pantofi de sport Puma, la schimbarea lumii. Critica nu mai poate fi facuta de la
inaltimea catedrei, ci ea trebuie profesatd activ, conectand contexte si
probleme diferite ce pot conduce la constituirea unei retele critice. Acest lucru
presupune, asa cum arata Babias, critica economiei supraordonata politicii si
culturii, ca sarcina negativa, si lucru efectiv la Tnnoirea politicii, ca sarcina
pozitiva. Raspunsul la intrebarea de mai sus este unul pozitiv, cata vreme
suntem capabili sa recunoastem incercarea sistemului de a impune un anumit
format de gandire si actiune si, In acelasi timp, cata vreme putem sa ne
impotrivim. Prin urmare, subiectivitatea noastra se dovedeste a fi o lucrare in
proces.

[1] -Marius Babias s-a nascut la 11
noiembrie 1962 la Suceava si a
emigrat in 1974 impreuna cu familia
in Republica Federalda Germania. Este
recunoscut ca fiind unul din cei mai
importanti autori, curatori, jurnalisti,
si critici de arta. Unul din cele mai
importante proiecte ale sale,
prezentat si in cadrul seminarului Old
Spaces, New Visions de la Centrul
Goethe, lasi, 2004, organizat de catre
Asociatia Culturala Vector, este
Kokerei Zollverein/ Zeitgendssische
Kunst und Kritik din Essen, unde
ifmpreuna cu Florian Waldvogel au
transformat o veche cocserie intr-un
centru de arta contemporana, n care
mai multi artisti, printre care si Dan
Perjovschi, au primit rezidente
artistice. Tonul virulent cu care Babias
critica sistemul neo-liberal in
Subiectivitatea-Marfa poate fi regasit
si iTn mesajele care transpar din
cataloagele acestui proiect, astfel
incat, desi proiectul ar fi trebuit sa
dureze 5 ani, dupa 3 ani autoritatile I-
au cenzurat, retragandu-i finantarea.
Marius Babias, alaturi de Angelika
Nollert, este curatorul sectiunii
Procesul social din cadrul Bienalei de
Arta Contemporana PERIFERIC 7,
octombrie 2005 - mai 2006.

[2] - Vezi, In acest sens, Jurgen
Habermas, Discursul filosofic al
modernitatii, All, 2000, prelegerea I.

[3] - K. Marx, Fr. Engels, Ideologia
Germanad, Editura de Stat pentru
Literatura Politica, Bucuresti, 1956,
p.35.

[4] - Vezi Antonio Negri si Michael
Hardt, Empire, Harvard University
Press, 2000, pp. 195-196.
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Modernity gave birth to a still unfinished project: this is the project of
subjectivity. It appeared from the modern people's need of self-assurance that is to
grant themselves subsidence chances within the borders of a new age, without
retorting to the paradigms offered by the former ages.[2] Starting from these
premises, the history of culture written since the Enlightenment can be regarded as
a history of the subjectivity's avatars. Therefore, it is necessary to point out the
conflict line hidden behind this theme: on the one hand subjectivity meant, even
beginning with Kant and the Copernican revolution he produced, the belief in the
existence of a transparent ego as a base of the relation in which the subject
becomes an object of knowledge for himself. On the other hand, since his early
writings, Marx asserted that subjectivity cannot be detached from the social context
that produced it, because, he wrote: “[...] this sum of production forces, capitals,
and forms of social relations, which any individual and any generation finds as
something as such, is the real basis of what the philosophers imagined to be the
substance and the essence of man, of what they worshipped and fought for, itis a
real basis whose consequences and influences upon the evolution of people are not
at all disturbed by the fact that these philosophers rebel against it as self-
consciousness and uniqueness”.[3]

As descendents of modern people, we did not inherit only the projects of
modernity, but also their inherent conflicts. Not only did the transparent ego prove
to be a simple illusion, but Marx's disciples argued consequently upon the fact that
subjectivity does not represent an original gift, but it is the product of the social
forces materialized in the functioning of social institutions, such as the family, the
school or the factory. The contemporary institutional crisis means nothing else but
the fact that the entire social field transformed itself into a subjectivity-generating
factory.[4] Because, as Marius Babias shows in the book | focus upon, Marx's lesson
was not adopted only by the political and cultural left wing, but also by the right
wing, the right wing representatives assured their success in a very ingenious
manner, that of subtilizing the themes the left preferred most. Thus, after the Berlin
Wall fall, the most ambitious project for the neo-liberal philosophy is that of building
subjectivity as resource for political, cultural and aesthetical exploitation.

Grounding his approach on the hypothesis of the strong connection
existing between the theory of art and the theory of society, Marius Babias’
theoretical story presents the evolution of the art in the last decade of the 20th
century as being profoundly influenced by the phenomena of globalization and
consumerism, which seem to lead to the final victory of the neo-liberal philosophy.
Following this line of thinking, the general idea of the Romanian author's book is

that the art of the '90s transformed itself into a subjectivity-producing
factory. Therefore, the aesthetics melts into the ideological dominated reality,
transforming itself into a problem of lifestyle, i.e. a problem of integrating into the
main stream of a new trend you are forced to adopt lest you should be isolated. As
final goal the artistic production will have the mass consumption generalized into
style and fashion.

In this context, the subject of the aesthetic experience is no longer a
uniqgue consumer, but he becomes the universal consumer. He is nothing else but
exteriorized subjectivity. He is the “guinea pig” for the producers of symbols and
lifestyle, his subjectivity being culturally leveled, transformed into an object for
public exchange. Babias pays attention to the effects created by the adherence to
the new socio-political reality: art's escape from museums and galleries in order to
become public, the approach to new themes such as emigration, corruption, the
transgression of taboos, the production of an inflation of cultural events like
festivals and biennials, the removal of critical contents from museums and editorial
programmes. Within a convergent lecture, these phenomena represent art's
integration in the social factory of producing subjectivity.

Thus, art galleries do not sustain the production of ideas, thoughts,
anymore, but that of objects, artifacts, images that will cover the walls of our
houses or our own body. As Babias outlines, the art object transformed into a luxury
object would rather determine the appearance of the need for beauty (subjectively
leveled and consequently lowered down to the level of pleasure and satisfaction of
the artificially created needs) than the other way around. Consumerism, the key for
the profit, will melt, thus, the distinction between subject and object in art:
subjectivity links itself to the world of objects, developing itself as a problem of
style, a matter of what you buy and what you wear. In a few words, art's production
and consumption mechanisms will continuously shape the social micro-universe.

Is there hope for re-conquering our subjectivity? | will mention first that,
although it has a very well articulated conceptual apparatus, Marius Babias' book
does not expose a system. Thus, the solution will not materialize into predicting the
next major crisis the capitalist system will confront with, a crisis that would
approach its fall. This is nothing but an illusion, taking into account the fact that
after the fall of the Berlin Wall, world's ontological scheme has changed. There is no
longer a single center of power that would dictate the road the world market should
take, but a world disposed into a multi-centered network. Thus, the system cannot
be improved by acting horizontally (an endemic revolution seems to be, nowadays,
the story of another century), but vertically. Any point of the globe is, virtually, a
place from where one can act in order to improve the system's functioning, re-
involving critics within the aesthetical and political contemporary discourse. The
concrete example that Babias offers is that of the antiglobalists, the youngsters in
Puma sport shoes that dream of changing the world. Criticism cannot be professed
anymore from the height of a lecturing desk, but actively, connecting different
contexts and problems which could lead to the new birth of a critical network. This
fact supposes, as Babias shows, the criticism of economy as mapping politics and
culture, which is a negative task, and the effective work for the renovation of
politics, which is a positive task. The answer to the question | raised before is a
positive one, as long as we are capable to recognize the system's attempt to impose
a certain format for thinking and acting and, at the same time, as long as we can
resist it. Thus, our subjectivity proves to be a work in progress.

Translated by Adriana Ciubotaru and Vlad Morariu

[1] - Marius Babias was born on the
11th of November 1962 in Suceava and
emigrated with his family to the Federal
Republic of Germany in 1974. He is
known to be one of the most important
authors, curators, journalists and art
critics. One of his most imprtant
projects, presented during Old spaces,
New visions seminar organized by the
Vector Cultural Association at Goethe
Center, lasi, in 2004, is Kokerei
Zollverein/ Zeitgendssische Kunst und
Kritik from Essen, where together with
Florian Waldvogel transformed an old
coking plant in a contemporary art
center, where more artists, among
whom Dan Perjovschi, received artistic
residence. The virulent tone through
which Babias criticises the neo-liberal
system in Ware Subjectivitat may be
also found in the messages that can be
easily noticed in the catalogues
provided by this project, so that, even if
the project should have lasted 5 years,
after 3 years the authorities censured it,
and withdrew the financial resources.
Marius Babias together with Angelika
Nollert, is the curator of the Procesul
Social (The Social Process) section
within the Periferic 7 Contemporary Art
Biennial, october 2005 - may 2006.

[2]- see Jurgen Habermas, Discursul
filosofic al modernitatii, (The
Philosophical Discourse of Modernity)
All, Bucharest, 2000, lecture no. I.

[3] - K. Marx, Fr. Engels, ldeologia
Germana (The German Ideology),
Editura de Stat pentru Literaturd
Politica, Bucharest, 1956, p.35.

[4] - See Antonio Negri and Michael
Hardt, Empire, Harvard University
Press, 2000, pp.195-196.
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